
American JANUARY 197! 
75 cent 

g$ 111 

the Filming c 



7051 Santa Monica Blvd., Hollywood, Calif. 90038 - (213) 466-9361 
315 West 43rd Street, New York, N.Y. 10036 - (212) 586-1420 

Q 

m 

F&B/CECO, ever cognizant of its responsibility to the motion picture anc 
television industry, now offers all producers another facet of its production exper 
tise called Total Production Services. Here’s how it works. 

F&B/CECO will go over your script with you and assist in its budget break 
down. We will help select your crews, prepare your payroll, supply all your 
equipment needs, and even assist you with video tape casting. We offer top per 
sonnel who will insure firm budget control for your production. 

F&B/CECO offers the latest in editing equipment and rooms at their Edit 
ing Center along with a pleasantly designed projection theatre for 35mm an<5 
16mm formats. A 60x40 stage is also available in the Editing Center. 

F&B/CECO has built the most modern and completely equipped mobile 
studio in the industry — the Cecomobile. It is housed at the Total Production 

Services building. With its 4-wheel drive, the Cecomobile can easily maneuvei 
over any location site in the world. The Cecomobile is not road bound; take it 
over the rough country and you’ll love its mobility. Another Cecomobile feature 

is the modular use of its many compartments. Modules are pre-loaded to your 

specific requirements providing quick and easy accessibility to all equipment. 
Completely equipped with the latest camera, lighting, sound and grip equipment 
the Cecomobile is ready for your 24-hour use. 

So before planning your next film adventure, come on in and ask about 
our Total Production Services. It can save you money. Remember, no job is too 
small and no request too large. 

• Budget Breakdown 

• Payroll Preparation 

• Casting Assistance 

• Crew Selection 

• Complete Equipment Rental 

• Cecomobile with 
4-Wheel Drive and 
Modular Compartments 

• Editing Equipment 

• Projection Theatre and Stage 

• ’Round-the-Clock Service 
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first in the ^"ie^ 

to Otter this Compete 

Choice of Services 
offers the latest 

SCREENING and EDITING 

for use on our or your premises 
• AT REASONABLE RATES • DAILY OR WEEKLY 

. 

Combinations of 35mm and 16mm 

Other Services 
• 4 Deluxe Screening Rooms 
• 20 Equipped Cutting Rooms 

Available • Maintenance and Repair 
of your Editing Equipment 

ER^vroy 1600 BROADWAY, NEW YORK, N. Y. 10019 • Tel.-(212) 246-0865 IHbi\l Ks 
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Dallas Gordon Yoder, Inc., (Professional Cine Products, Inc.), 2959 Lady Bird Lane, Dallas, Texas (214) 357-3045 
Hollywood Audio Tran, 923 N. Cole Avenue, Hollywood, California (213) 464-8307 

The Custom Fidelity Co., Inc., 7925 Santa Monica Blvd., Hollywood, California (213) 6544522 
Hollywood Sound Systems, 1526 North Ivar, Hollywood, California (213) 465-5188 

Miami Image Devices, Inc., 811 N.W. One-One-One St, Miami, Florida (305) 754-4141 
New York Bernie Zuch Company, #3 Heritage Lane, Wyandanch, New York (516) 643-6787 
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COR, the high speed, high 
resolution Super 8 printer with 
over 28 other PEACE-OF-MIND 
features! 

CONTINUOUS 
OPTICAL REDUCTION PRINTER 

1. Resolution—in excess of 108 line pairs/MM 

2. 180 FPM on the 16mm side 

3. Accepts 16mm or35/32mm negatives 

4. 16mm/1-3 or 35mm/5R Super 8 
formats printed simultaneously 

5. Additive color with automatic or manual 
light valves 

6. Available with magnetic or optical sound 

7. Bi-directional printing—no negative rewinding 
or rethreading 

8. Compatible with existing negatives and tapes 

9. Negatives and rawstock on front of printer 

10. Fast, safe, straight line threading path 

11. Aerial image optical system for sharp, 
cleaner prints 

2. F/2 illumination system. 

Here’s the first dozen. Write or call today for the 
complete list, other specifications, and sample 
test print. 

PETERSON ENTERPRISES, INC. 1840 PICKWICK AVE. • GLENVIEW, ILL. 60025 • 312/729-1010 
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THE LINE 

OF 16 MM PROFESSIONAL 

The -A.xii»icoxx Canxera is a jewel 

of fiixe craftsirLarLslxip  

CAMERAS 

CINE-VOICE Q 

100 FT. RUNS 2-3/4 MIN.- 

AURICON “PR0-600 SPECIAL” 

400 FT. RUNS 11 MIN. 

AURICON '' PRO-600' * 

600 FT. RUNS I6-1/2 MIN. 

AURICON "SUPER-1200” 

1200 FT. RUNS 33 MIN. 

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

WRITE FOR 
YOUR FREE 
COPY OF THIS 
74 PAGE 
AURICON 
CATALOG 

GET BEHIND AN 

AURICON "SUPER-1200”. 

...and know the real 
satisfaction of filming with 
a truly Professional Camera! 

FOR JEWEL-LIKE PRECISION IN FILMING ROCK-STEADY MOTION PICTURES 

ILLUSTRATED BELOW IS THE 

JEWEL-LIKE INTERIOR OF 

THE AURICON "SU PER-1 200' ' 

FAMILIAR TO PROFESSIONAL CAMERAI 

ALL OVER THE WORLD. 

The Auricon “Super-1200”, like all Auricon 16mm Professional Cameras, is a superb picture-taking instrument 
Every precision-engineered part of this finest of all 16mm Cameras is carefully built and assembled with th< 
rare watch-maker skill of old-world craftsmanship, combined with modern, space-age know-how in optics ant 
electronics. The Auricon “Super-1200” actually contains jewels in the Camera-Gate! This polished Sapphire 
Film-Gate is guaranteed frictionless and wear-proof for in-focus and scratch-free pictures, regardless of how 
much film you run through the Camera! Among the many professional features of the “Super-1200” is Refle) 
Ground-Glass Focusing through the Camera lens. All this, and high-fidelity, optical or magnetic, single-system 0 

double-system sound-recording capabilities which are unmatched by any other camera in the world! Write 
for free, illustrated Auricon Catalog fully describing this rare jewel of fine craftsmanship. 

BACH AUBICOX, Inc. 

Q©OS Romaine St., Hollywood SS, California. 

HOLLYWOOD 2-0931 

AURICON . . .THE PROFESSIONAL CAMERA • STANDARD OF THE 16MM SOUND INDUSTRY SINCE 19: 



WHAT’S NEW 
IN PRODUCTS, SERVICES AND LITERATURE 

NEW 20-120MM, F/2.6-T/3.0 ANGE- 
NIEUX ZOOM LENS FOR ARRIFLEX 
35-2C CAMERAS 

The Arriflex Company of America 
has just announced a new 20-120mm, 
F/2.6-T/3.0 Angenieux Zoom Lens for 
Arriflex 35-2C cameras. The lens is said 
to match the performance of the best 
fixed focal length lenses now available, 
at all apertures and focal lengths within 
the range. The flexibility and lowered 
production costs made possible with a 
zoom lens are now combined for the 
first time with the best optical perform¬ 
ance obtainable. At the request of many 
35mm film makers the new lens was 
developed to meet a number of special 
requirements. At F/2.6-T/3.0, for 
example, the new lens is about % of a 
stop faster than the next best zoom 
lens available for the 35mm format. 
Consequently, theater quality color 
films can be shot with light levels 
proportionately lower than ever before. 
Extra wide field was another request. 
The short 20mm focal length covers a 
field of 68.5 and allows greater freedom 
of camera movement, and makes it 
easier to work in the tight spaces so 
often encountered in location filming. 
Finally, the lens is designed to focus 
down as close as 3 feet, measured from 
the film plane. Therefore, the lens is 
capable of filming the extreme closeup 
that are characteristic of modern filming 
styles. 

The lens will most usually be sup¬ 
plied with the improved, heavy duty 
Arriflex Bayonet Lock Mount, since this 
construction offers superior accuracy in 
lens seating. In addition, the Arriflex 
accessory program includes a specially 
made, optical bench type, lens cradle 
for the new zoom lens. The cradle is 
designed to provide proper support, as 

well as centering and alignment for the 
lens, to assure optimum performance. 
The Arriflex cradle, in addition, pro¬ 
vides the means of mounting the camera 
and zoom lens combination properly 
counter balanced on the tripod head. 

The 20-120mm F/2.6 Angenieux 
Zoom Lens is available from all author¬ 
ized Arriflex Dealers. For further infor¬ 
mation, contact: Arriflex Company of 
America, Box 1050, Woodside, New 
York 11377; Tel: (212) 932-3403. 

• 

FRP PRODUCTIONS—NEW PRODUC¬ 
ERS SERVICE COMPANY 

The total production services com¬ 
pany recently announced by Arthur 
Florman and Everett Rosenthal, has 
now been incorporated under the name 
of FRP Productions, Inc., located in the 
F & B/Ceco Studios building at 460 
West 54th Street, New York (Tel 
#(212) 581-5543). Rosenthal is Presi¬ 
dent of FRP Productions, Carl Porcello 
in California is West Coast Vice Presi¬ 
dent and Mr. Florman will head the 
Executive Board. 

• 

BELL & HOWELL SYSTEM IM¬ 
PROVES THEATRE-GOING ABOARD 
AMERICAN 707s 

A new Bell & Howell 16mm projec¬ 
tion system that provides theatre-quali¬ 
ty motion pictures is now in operation 
aboard American Airlines 707 luxury 
jets. 

Featuring a 35 percent larger rear- 
projection screen and a new lens that 
provides a brighter, sharper picture, the 
system will be installed on 74 of the 
airline's jets that are being remodeled 
with "the new wide-body look." 

A major feature in the design of the 
projection system is the ease of servic¬ 
ing, low operating costs and reliability. 

Eugene Moscaret, president of Bell & 
Howell's Pasadena-based AVICOM divi¬ 
sion, said that the new units are expect¬ 
ed to have higher reliability than the 
already impressive 97 percent reliability 
achieved in the original American Air¬ 
lines 707 projection system. 

"Because of our improved picture 
and larger screens, we have been able to 

reduce the number of screens in the 
cabin from 14 to eight," he said. Like 
previous Bell & Howell airline entertain¬ 
ment units used by American, the new 
system will have the "single print con¬ 
cept." "We still need only one print for 
each 707," Moscaret explained. 

As part of the remodeling program, 
the American luxury jets have sculp¬ 
tured side wall and ceiling panels. Flush- 
mounted passenger service units and 
enclosed overhead storage compart¬ 
ments have replaced the familiar sus¬ 
pended service console and hatrack. The 
new 16mm motion picture system is 
being installed above the ceiling and will 
not be visible to passengers except 
during movie presentations. 

Bell & Howell has movie systems 
flying on five major airlines with a total 
of 245 aircraft equipped to date. 

COMPACT CRYSTAL-CONTROL 
MOTOR FOR ARRI 35mm CAMERA 

Cinema Products announces the de¬ 
velopment of an entirely new, extreme¬ 
ly com,pact, crystal controlled motor for 
the Arri 35mm camera. 

It has all electronics, including out- 
of-sync Sonalert, contained within the 
motor housing. The entire package is 
smaller and lighter, by one quarter 
pound, than the existing Arri constant 
speed motor. 

It is now possible, for the first time, 
to have crystal controlled hand-held 
shooting with the Arri 35mm camera. 

As with all previous crystal con¬ 
trolled motors manufactured by Cinema 
Products, it features high sync accuracy, 
± 15 parts per million from 0-140 
degrees F., and high efficiency, less than 
2 Amps., full load, from a standard 
16-Volt battery. 

A flat-base, with built-in footage 
counter, and an adapter bracket, to 
permit operation in an Arri 120S blimp, 
are available as accessories. 

For further information contact Cin¬ 
ema Products, 2044 Cotner Avenue, Los 
Angeles, California 90025. Telephone: 
(213) 478-0711 
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Preview announcement! 
New ProCam 16mm 

SINGLE-DOUBLE SYSTEM 
SOUND CAMERA. 

Completely self-contained. For shoulder use. 

Amplifier can be internal 
or external 

New crystal-controlled motor with 
internal or external battery 

Semi-permanent 400-ft. magazine 
for daylight spool plus 

provision for Mitchell magazine 

Specially-designed Angenieux 
1" viewfinder 

24 frames/sec. for sound or 32 
frames/sec. for sports (at 

the flip of a switch) 

Adjustable handle contains 
operating switches 

Self-seeking pull-down claw 
for fast threading of film 

No more conversions and jury-rigs! Now in production is a revo¬ 
lutionary new “self-contained'' 16mm sound camera balanced 
for shoulder use! Ruggedly built yet lightweight! The new Pro 
Cam has it all together! 

In addition to the almost unbelievable group of features above, 
the ProCam camera includes: external self-storing filter slot, 
positive resettable footage counter, earphone in door for camera¬ 
man, removable jewel pressure plate, replaceable inexpensive 
record-head assembly and Angenieux 12-120 or 9.5-95mm lens 
with automatic diaphragm. 

But wait, there's more. For your existing equipment, we design 

and manufacture ProCam amplifiers, inverters and ProCam record- 

play head assemblies and distribute Gould-Burgess batteries. 
Write or call now for details. 

ProCam 
A Division of Hubbard Broadcasting, Inc. 
2013 N.E. 160th St./North Miami Beach, Florida 33162/Phone (305) 945-4253 

Please rush information on the new ProCam products. 

NAME 

TITLE 

FIRM 

ADDRESS 

CITY 

STATE ZIP 

w
 



SOS/Takita 
Continuous Printer 
*6500 

If we made them here, the identical 
printer would cost $12,500* 
The U. S. production price gives you an idea 
of the extensive quality and features built into 
these precision printers. It also tells you why 
more and more professionals in the U. S. are 
buying them: SOS/Takita Printers deliver more 
for the money. They give you rock steady 
prints in black and white or color. Every im¬ 
portant feature is standard, including preci¬ 
sion printing sprockets, roller gates, ball 
bearing rollers, torque take-up motors, 2000 

foot feed and take-up flanges, and semi¬ 
automatic light change (fully automatic color 
and density changes optional). Super 8mm, 
16mm (handles regular 8mm, too) and 35mm 
sizes will reproduce academy, silent, sound 
only, or full width images. All are available in 
a variety of formats and all are backed by SOS 
for service and performance. 

SOS/Takita Motion Picture Printers can 
help you do a professional job at a very mod¬ 
erate price. For complete literature on the 
entire line, including continuous and optical 
reduction printers, address Dept, AC I-2 

+ For export, request FOB. Japan pricelist. Prices subject ‘Based on estimates provided by SOS engineers 
to U.S. Federal regulations and foreign exchange in effect 
at time of shipment. 

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

EAST: 

WEST: 

40 Kero Road, Carlstadt, New Jersey 07072 «(201) 939-5250 
315 West 43rd Street, New York, N.Y. 10036 • (212) 586-1420 
7051 Santa Monica Blvd., Hollywood, Calif. 90038 • (213) 466-9361 
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• roscovin 
• roscolar 
• rolux 
• roscolene 
• roscolex 

THE RIGHT GEL FOR EVERY LIGHTING SITUATION 



new answers 
to the old problem 
of gelling lights and windows 

Whether you are gelling a light or a window, Rosco has the 
color medium that exactly matches your need. The traditional 
gels used by the movie industry were borrowed from the theatre 
and never quite fit. For instance, the gels used on Brutes were 
too wide or too brittle until Rosco developed Roscolar Brute 
Y1 and Brute YF. Both come in 30” rolls to eliminate waste 
and are heat stable to stand up in front of arcs. 

To solve the problem of correcting daylight for indoor shots, 
Rosco offers a range of three neutral densities and an 85 filter. 
In addition Rosco combines 85 with all three neutrals in single 
filters to save you time and money. 

For extra wide windows or when you want speed and ease 
of application, the right Cinegel is Roscovin which adheres di¬ 
rectly to glass without framing or taping and comes in 54” rolls. 

Or, if optical clarity is critical, Roscolene is your answer in 
41” or 48” rolls, depending on color. 

Until very recently, the conversion of 3200K lights to daylight 

could be handled only by using dichroics. Now heat resistant 
Roscolar Tough Blue 50 can be clipped to barn doors or framed 
to raise color temperature to 5000K with minimal light loss and 
good skin tones. 

For a slight boost in Kelvin, Rosco offers a choice of Booster 
Blue or half-Booster Blue, according to the extent of the correc¬ 
tion wanted. In addition, five different shades of blue, ranging 
from TD 25 to Vi 26 Blue in optically clear Roscolene permit the 
cinematographer to balance his lighting exactly as he wishes. 

Diffusion can be handled in several ways, and Rosco offers 
three different media ranging from the soft base Rolux to the 
heat resistant Roscolar Tough Frost. 

This is Cinegel today. Over the years, as cinematographers 
talked about a problem, Rosco listened and came up with the 
answer. This is a continuing process: bring us your problem and 
we’ll work on it. Keep in touch with us, we’ll keep you posted 
on our latest products, and we’ll help each other do a better job. 

The Cinegel Swatchbook. 
Samples of every color and 
information on how and 
when to use each one. 
Yours, FREE, for the asking. 

Port Chester, N.Y. 10573 



roscovm 
adheres directly to glass without 
taping or framing. Available as an 85 
filter, various degrees of neutral 
density, and combinations of both. 

85—Converts daylight to 3200 

N3—Neutral density grey 
Reduces light 1 stop 

N6—Neutral density grey. 
Reduces light 2 stops. 

N9—Neutral density grey 
Reduces light 3 stops 

85N6 
Combines 85 and N6 
Converts daylight 
to3200K and 
reduces light 
2 stops. 

85N3—Combines 85 and N3. 
Converts daylight to 3200K and 

reduces light 1 stop. 

rolux 
is used to achieve 
soft lighting and 
overall diffusion. 
It produces a 
minimum of 
shadowing and 
eliminates 
point light sources 

roscolene 
is a high clarity acetate base 
material for use on windows 
and colors used on lights to 
balance them to correct 
shooting temperature. 

Cine 85—Converts daylight to 3200K. 

Cine N3—Neutral density grey 
Reduces light 1 stop 

Cine N6—Neutral density grey. 
Reduces light 2 stops. 

Cine N9—Neutral density grey 
Reduces light 3 stops 

Cine MT2—Corrects arcs with 
white flame carbons to 3200K. 

noscolar 
made of heavy duty 
heat stable 
polyester, will 
withstand the 
extremes of 
temperatures 
of hot 
quartz lights 
and Brutes. 

Tough Froet—Softens and diffuses light 
without charring or yellowing 

Brute Y1 
For Brutes burning 
white flame 
Corrects to daylight. 

85N9—Combines 85 and N9. 
Converts daylight to 3200K and 

reduces light 3 V4 stops. 

50-Converts 3200K 
to 5000K. 

 YF—For Brutes burning 
yellow flame carbons. 

Corrects to 3200K. 

Cine MT21/2—Reduces color temperature 
of arcs with white flame carbons. 

Cine Vt 26 Blue—Pale blue with half 
the color intensity of Cine 26 Blue. 

Cine 26 Blue—Warm 
blue filter increases color temperature 
while maintaining pleasing skin tones 

Cine Vi Booster Blue—Pale blue for 
slight increase of color temperature. 

Cine Booster Blue—Boosts fading 
blue-faced Fay lamps to daylight 

Cine TD 25—Converts 3200K to daylight. 

Cine Frost—Softens and diffuses light. 



The fast and easy 
way to gel windows 

OPTICLEAR Cl 

rose 
PANELS 

When the shooting situation demands fast and 

variable daylight corrections, the new 4x8 
panels of Roscolex provide the best method 

of gelling windows. Roscolex 85 panels and 
the two neutral densities, N-3 and N-6, can 

be used separately or combined to solve every 
conceivable lighting problem involving day¬ 

light. Roscolex panels go up fast, strike just as 
fast. No framing, stapling, taping, or gluing 

are necessary. And they are optically clear 
enough to shoot through. 

Roscolex, in a modular 4 by 8 size, is a light¬ 

weight, semi-rigid panel, easily cut to size and 
positioned with a minimum of fuss and effort. 

Samples and prices are yours for the asking. 

PORT CHESTER, NEW YORK 10573] 



LIGHTING THE SHOW FOR OUER 30 YEARS! 

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

I 

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 EXPEKTS/JACKA.FROST 
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 

AMERICAN CINEMATOGRAPHER, JANUARY, 1972 19 



By ANTON WILSON 

RECORDER ALIGNMENT 

The tape recorder is usually referred 
to as an electronic piece of equipment. 
Ironically, however, most of the prob¬ 
lems that occur with recorders are me¬ 
chanical in nature. Poor adjustment of 
tape guides or heads can cause ampli¬ 
tude drop-outs, loss of high frequencies, 
oxide build-up on heads, tape contami¬ 
nation, premature head wear, perma¬ 
nent tape damage, etc. A simple pro¬ 
gram of inspection and adjustment can 
keep the recorder performing optimum- 
ly and protect expensive or irreplacable 
tapes. 

The first prerequisite that must exist 
on all tape transports is a common 
tape-path center line. If an imaginary 
line is drawn from the center of the 
feed spool to the center of the take-up 
spool, all components that guide or 
contact the tape must have their centers 
exactly on this line. (See FIGURE 1). If 
one of the reel pedestals or tape guides 
is not adjusted to this common line, it 
will produce an excessive side or edge 
pressure on the tape. This can cause 
permanent deformation or nicking of 
the tape edge, resulting in loss of high 
frequencies and excessive amplitude 
drop-out. In addition, this condition 
causes the oxide to flake off the tape 
base, resulting in oxide build-up on the 
guides and heads and recontamination 
of the tape itself. Furthermore, the tape 
will not be properly positioned over the 
heads. This will affect cross-talk, signal- 
to-noise ratio, pilotone level, and azi¬ 
muth adjustment. It should be clear that 
improperly aligned guides and rollers 
can cause a lot of headaches. 

I use a very simple method to 
visually check the center line adjust¬ 
ment of guides and rollers. On a paper 
cutter or using a straight edge and a 

FIGURE 1 - SIMPLIFIED TAPE PATH 
CENTERLINE 

TAPE-PATH CENTERLINE; 

20 

razor, cut a strip of paper just under %" 
in width. Ideally this strip should be 
about 1/64” under %”, or 15/64” wide, 
and about a foot long. Tape each end of 
the strip to the feed and take-up spools 
respectively, so that they are centered 
between the two flanges. Put the reels 
on the recorder and thread the paper 
through the machine. With the pinch 
roller open, twist the reels so that the 
paper strip is very taut. With the strip in 
this taut condition, carefully inspect 
each roller and guide in the transport 
path. Because the paper strip is slightly 
under size, it will not fill each guide and 
there will be a slight space or gap on 
both sides of the paper strip. If the 
guide or roller is properly adjusted, the 
two gaps will be of identical size. If the 
space on one side is larger than the 
other, the guide or roller must be 
realigned. 

Once the guides, rollers and reels are 
adjusted to a common plane, the heads 
must be aligned. Basically there are five 
separate adjustments', the three axes and 
two planes (the third plane is the actual 
location of the head in the tape path. 
This is usually not critical). FIGURE 2 
best explains these adjustments. The 
three axial movements are (A) Tilt, (C) 
Tangency and (E) Azimuth. The two 
planes of alignment are (B) Height and 
(D) Contact. 

TILT— The first head alignment is to 
establish that the head is truly parallel 
to the tape transport plane. If the head 
is tilted (A—FIGURE 2), tape tension 
will not be even across the length of the 
gap resulting in possible reduction of 
both signal-to-noise ratio and high-fre¬ 
quency response. In addition, if this 
misalignment is excessive, the tape will 
have a tendency to slide off its proper 
center line. This adjustment is best 
made visually with the aid of a square 
against the transport deck. 

HEIGHT— Height is very easily 
checked. (B, FIGURE 2) With the ma¬ 
chine threaded, adjust the height of the 
head so that the tape perfectly covers 
the gap length, top to bottom. Improper 
height adjustment will result in uneven 
head wear, loss in signal-to-noise ratio, 
loss of pilotone level and (in stereo) 
cross-talk. 

FIGURE 2 - HEAD ALIGNMENT 

TANGENCY— Like the height ad¬ 
justment, tangency is usually deter¬ 
mined visually. It involves squaring the 
head to the tape (C—FIGURE 2). In 
other words, in a top view, the axis of 
the head should be perfectly perpen¬ 
dicular to the tape. The result of im¬ 
proper tangency is both a loss of high 
frequencies and an increased susceptibil¬ 
ity to drop-outs. 

CONTACT—The contact adjustment 
(D—FIGURE 2) affects the amount of 
tape "wrap around" on the head. This 
adjustment is usually designed into a 
professional recorder and seldom re¬ 
quires any attention. 

AZIMUTH— Last, but certainly not 
least, is the azimuth adjustment. This is 
by far the most critical of all the 
alignment procedures. The azimuth ad¬ 
justment determines that the head gaps 
are precisely perpendicular to the tape 
center line (E—FIGURE 2). Because the 
head gaps are so narrow, it is impossible 
Continued on Page 98 
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Have you seen 
the machine 

that blows up? 
Exceptional’s special 

effect liquid gate. It does what’s 
never been done before. 
Enlarges a possibly scratched 
16mm or super 16mm original 
to a 35 mm work of art. That’s 
what you call exceptional. And 
why producers are calling 
Exceptional. 

Using the old liquid gate, 
(which a lot of people we know 
are still using) film enlarging 
was like playing Russian 
roulette. After the film was 
blown up, the customer would 
blow up. The finished product 
looked exactly like what it was. 
16mm blown up to 35 mm. 
There was no way of missing 
those telltale clues. Scratches. 
Blemishes. And that old blow 
up nemesis, grain. 

Talk about flexibility 
using the old liquid gate. You 
couldn’t. Any film that had to 

be enlarged ran through the 
gate in one motion. That meant 
an optical effect was discussed 
in two terms. Dissolve. And 
fade. Not very flexible. Enough 
to frustrate any creative optical 
man. 

Exceptional Opticals, Inc. 
Effects in Film 

Enter Exceptional’s new 
special effect liquid gate. 

It’s changed the whole 
blow up picture. For the first 
time, producers can now enjoy 
the economy of 16mm or super 
16mm with the quality of 
35mm. Scratches? Try and 
find them. Blemishes? A thing 
of the past. Grain? Reduced to 
practically zero. 

More important, 
Exceptional can now do what 
they do best. Optical effects in 
film. Since the new liquid gate 
can go in any motion, every 
optical effect is possible. Wipes, 
zooms, mattings, multiple 
screens, solarizations. Name it. 
Exceptional can do it. Better 
than anyone. 

The new liquid gate is 
only one of the many reasons 
they are what they are. 
Exceptional. The innovators. 

17 East 45th Street, New York, New York 10017 (212)972-1760 
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all 

ARRIVOX-TANDBERG 
RECORDER 

Here’s the first true alternative in professional 
14" sync sound recorders. In performance 
and features, it compares to the best, 
yet it’s priced surprisingly low. 
It brings professional quality recording 
within the means of every filmmaker. 
Before you buy a 14" sync sound recorder, 
take a close look at the Arrivox-Tandberg and 
decide for yourself if you need any more. 

SONOREX 16/16 
INTERLOCK PROJECTOR 

The concept of the interlock projector was 
followed through to near perfection in the design 
of this remarkable machine. Its operating features 
make the SONOREX 16/16 one of the most 
versatile production tools ever built. 
Its capabilities in recording, transferring, mixing 
and playback, provide virtually unlimited 
applications. In all, this 16/16 Interlock provides 
the filmmaker with in-house, time-saving, 
money-saving advantages. 



the family! 
One complete family of professional motion picture 
products-from original picture and sync sound to 
sound transfers and more. Each one assuring you of 
ARRIFLEX excellence, versatility and performance 
on every level of operation. 

Where others promise, the ARRIFLEX 16BL delivers. 
With its off-the-shelf, ready-to-go features, 
the 16BL is today’s pacesetter. 
Its sound engineering and rugged construction 
spells excellence in every phase of cinematography. 
And with its line of accessories, the 16BL is still 
the only one that offers single and double system 
sound capability; a 1200 foot magazine; 
a professional exposure control system; 
and integrated motorized zoom. 
The ARRIFLEX 16BL delivers what others promise. 

ARRIFLEX 16BL 
SYNC SOUND CAMERA 

Write for literature. 

P.O. Box 1050, Woodside, N.Y. 11377 * 1011 Chestnut Street, Burbank. Calif. 91502 COMPANY OF AMERICA 



Wherever you go, whatever the 
shooting situation, CINE 60’s ex¬ 
clusive Power Belt gives you the 
power you need to run every pro¬ 
fessional camera on the market. 
Plus the all-important mobility to 
go where the action is (how do 
you think recent skiing and mo¬ 
torcycle movies were made?). 

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

INSTANT 
POWER 

U.S. Patent #3274476 

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

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

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

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

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

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

I IMCORPORATEO 

Film Center Building/630 Ninth Avenue 
New York, N.Y. 10036/Tel: (212) 586-8783 



When you 
hear about us... 

(and you will) 

Remember: 
we’re the Super 8 Guys 

reative 

isual 

ynamics, Inc. 
First anywhere to produce films professionally and creatively 

in the new Super 8 format... double system sync sound ... complete 
optical effects ... And the word is Economy. 

(MI reative isual reative \0 isual tp ynamics, Inc. 
15461 East Batavia Drive, Aurora, Colorado 60010, 303/364-9396 
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INDUSTRY ACTIVITIES 

SMPTE SCHOLARSHIP PROGRAM 

The Society of Motion Picture and 
Television Engineers has announced an 
enlarged program of scholarship aid for 
graduate and undergraduate study in the 
academic year 1972-73. The announce¬ 
ment was made by Herbert E. Farmer, 
Vice-President for Educational Affairs. 

The three graduate scholarships, 
sponsored by the Academy of Motion 
Picture Arts and Sciences and admin¬ 
istered by the SMPTE, will be for study 
and research in the sciences and tech¬ 
nologies related to the production of 
motion pictures. This will include the 
sciences and engineering aspects of op¬ 
tics, acoustics, electronics and chem¬ 
istry. Applicants may apply for any 
amount up to $5,000. 

Students presently enrolled or ad¬ 
mitted to a graduate program at a 
recognized college or university with the 
objective of an advanced degree beyond 
the baccalaureate will be eligible. Under¬ 
graduates in their senior year who plan 
to continue their studies may also 
apply. 

The SMPTE will also award two 
grants for the academic year 1972-73 to 
assist undergraduate students majoring 
in one of the sciences or technologies 
related to motion picture, television, 
photo-instrumentation or photographic 
sciences. 

To be eligible for the scholarship, a 
student must have completed two years 
of college and be presently enrolled in 
or admitted to a recognized college or 
university with the objective of a bacca¬ 
laureate degree in one of the related 
fields. The fields of study would in¬ 
clude, but not be limited to, the sci¬ 
ences of optics, acoustics, electronics 
and chemistry. Business, management 
and standardization, relating to tech¬ 
nologies and applications of motion 
pictures, television, photo-instru¬ 
mentation and photo-science, could also 
be included in the applicant's academic 
program. 

Application for both graduate and 
undergraduate awards must be made on 
forms available from SMPTE Head¬ 
quarters, 9 East 41st Street, New York 
NY 10017, ATT: Scholarship Program. 
Applications must be submitted before 
April 1, 1972. Winners of the scholar¬ 
ships will be announced May 1. 

The Society of Motion Picture and 
Television Engineers is a non-profit or¬ 
ganization for the purpose of exchang¬ 
ing information and technology among 
scientists and engineers in the fields of 
motion pictures, television, high-speed 
photography and photographic instru¬ 
mentation. 

• 

ACADEMY NAMES PHILIP CHAM¬ 
BERLIN DIRECTOR OF SPECIAL 
PROJECTS 

Philip Chamberlin, noted film schol¬ 
ar, teacher and administrator, has been 
appointed to the newly created position 
of director of special projects for the 
Academy of Motion Picture Arts and 
Sciences, it was announced recently by 
Daniel Taradash, president of the 
Academy. 

Chamberlin, now serving as the head 
of Art Museum Education and Curator 
of Motion Pictures of the Los Angeles 
County Museum of Art, will assume his 
post with the Academy on January 1, 
1972. As director of special projects he 
will have responsibility for administer¬ 
ing the Academy's scholarship pro¬ 
grams; devising and presenting its retro¬ 
spective screening series; handling 
liaison between the Academy and the 
American Film Institute, the Los Ange¬ 
les County Museum of Art, university 
cinema schools and programs and other 
film organizations and societies; main¬ 
taining close contact with foreign film 
organizations and conducting the Aca¬ 
demy's transactions with, and hospitali¬ 
ty for, visiting representatives of films 
nominated for the Academy's Foreign 
Language Film Award, and other for¬ 
eign visitors; working with young film 
makers; representing the Academy to 
film exposition sponsors and administra¬ 
tors; editing Academy publications; 
serving as consultant and advisor in the 
Academy's public-relations proceedings, 
and innovating projects and activities 
consistent with the Academy's aims and 
purposes. 

"Philip Chamberlin's career has made 
him uniquely fitted for the ambitious 
task we're giving him," said Taradash in 
announcing the appointment. "He has 
been an exceptional planner, innovator 
and administrator in cinema, the per¬ 

forming arts and in other academic 
areas. We are enormously pleased to 
have him with us." 

Chamberlin took his B.A. degree in 
philosophy at Dartmouth College and 
his doctorate in motion pictures at 
UCLA. He started his career as a school 
principal, which he followed with two 
years as a visiting college lecturer and 
academic administrator in Elsinore, 
Denmark. He was founding director of 
Academy House, a residential adult edu¬ 
cation establishment, and a teacher of 
philosophy and ancient history at the 
University of Washington; teacher, ad¬ 
ministrator and consultant in cinema at 
UCLA; consultant to the advisory com¬ 
mittee of the John F. Kennedy Center 
for the Performing Arts in Washington, 
D.C., and founding editor of the Film 
Society Review, to name but a few of 
his distinguished services to the world of 
the arts. He has been at the Los Angeles 
County Museum of Art since 1968. 

• 

ACADEMY NAMES SCIENTIFIC OR 
TECHNICAL AWARDS COMMITTEE 

Members of the Scientific or Techni¬ 
cal Awards Committee of the Academy 
of Motion Picture Arts and Sciences 
were named recently by Daniel Tara¬ 
dash, president of the Academy. 

Gordon E. Sawyer is its chairman. Its 
other members are: 

John O. Aalberg, Joseph Bluth, 
Frank P. Brackett, Edmund M. Di- 
Giulio, Linwood Dunn, Farciot Ed- 
ouart, Glenn Farr, Jack P. Foreman, 
Robert E. Gottschalk, Albert P. Green, 
Sol Halprin, Winton C. Hoch, Wilton R. 
Holm, G. Carlton Hunt, Fred Hynes, 
Joseph Kelly, Don V. Kloepfel, Ken 
Mason, Hal Mohr, Lindsley Parsons Jr., 
Arthur R. Piantadosi, James C. Pratt, 
Edward H. Reichard, Charles Rice, Sid¬ 
ney P. Solow, Richard J. Stumpf, Petro 
Vlahos, William J. Wade, Waldon O. 
Watson and William L. Widmayer. 

The committee will consider scientif¬ 
ic or technical achievements—devices, 
methods, formulas, discoveries or inven¬ 
tions of special and outstanding value to 
the arts and sciences of motion pictures 
which have been used in film produc¬ 
tion during the Awards year. Its recom- 
Continued on Page 116 
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TOMORROW’S 
RECORDER 

PROFESSIONAL 

OTcncn o I tKtU 
by 

NAGRA 

^ THE STEREO RECORDER WITH THE BUILT-IN FUTURE 

Fulfilling a longstanding demand, the creators and 
manufacturers of the world famous Nagra tape 
recorders, now make available the same high- 
quality type instrument in the form of a two-track 
stereo recorder. 

With power self-contained, the Nagra stereo 
recorder surpasses in versatility any other stereo 
product offered today and is guaranteed to have 
the world renowned lasting qualities synonymous 
with all Nagra instruments. 

Unlike other recorders, whose usefulness can be¬ 
come limited with time, the forward looking func¬ 
tions that have been incorporated in the design of 
the stereo Nagra, will give the instrument a built-in 
future of expanding capabilities. 

- HIGHLIGHTS - 

Two high quality channels, modular and complete 
when delivered. 

NAB and the new and only NAGRAMASTER—the 
new way to record music. 

New and only two needle modulometer. 

New and only measurement of future disc cutting 
width at time of original tape recording. 

New and only microphone phase checking and 
reversing switch. 

New and only clutch coupling of left and right 
channel mixing dials when desired. 

New and only limiter under switch control. 

New and only adaption capability for latest low 
noise systems. 

PLUS ALL THE NORMAL FEATURES REQUIRED FOR STEREO RECORDING 

AND RETAINING THE BASIC FEATURES THAT HAVE MADE NAGRA WORLD FAMOUS 

DETAILED BROCHURE AVAILABLE ON REQUEST 

UNITED STATES DISTRIBUTION — SERVICE — SALES 

NAGRA MAGNETIC RECORDERS, INC. 
19 WEST 44th STREET, ROOM 715 • NEW YORK, NEW YORK 10036 • (212) 661-8066 

Exclusive Distributor in Canada Southern California — Service — Sales 

BRAUN ELECTRIC CANADA, LTD. 
3269 AMERICAN DRIVE 

MISSISSAUGA, ONTARIO, CANADA 
(416) 677-3243 

RYDER MAGNETIC SALES CORP. 
1147 NO. VINE STREET 

HOLLYWOOD, CALIF. 90038 
(213) 469-6391 
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What arrives in 
a station wagon 
scan hew 
in IS minutes? 

DALLAS 
DOLL? 

“Fastest shot in the West” 
Here’s a western platform dolly that can be used over 
the roughest terrain. Lightweight aluminum track can 
be installed by two men and levelled very quickly*— 
an end to those ten man/half day set ups. 

As an added bonus, the “Dallas Dolly” track can be 
used with the standard Elemack double wheel dolly 
with no change of wheels. 

HOW CAN YOU GET THE “FASTEST DOLLY SHOT 
IN THE WEST”? See Victor Duncan, Inc. where it’s 
exclusively available for rental, sale, or long-term 
lease. 

4/3 
*50'—two men—15 min. VICTOR DUNCAN, INC. 

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

Call -JL* First for 
is 16mm Equipment! 

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

BOLEX H-16 
EBM ELECTRIC 

BEAULIEU R16B (PZ) 
Auto. 16mm 
camera with 

power zoom (3-15 
sec. range). Fully 

auto, exposure 
control, or manual. 

Fully auto, prefocus control. Mirrored shut¬ 
ter. Sync and wild motor speeds. Servo 
motor. Shown with interchangeable Angenieux 
12-120mm auto, zoom lens and power pack 
grip. 100 ft. capacity. Wide range of acces¬ 
sories available including sync, generator and 
200 ft. daylight load magazine. 

PRICES ON REQUEST 

NAGRA 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. 

SONOREX VV 
Double 16 

Interlock 

Projector 

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. 

PRICES ON REQUEST 

BOLEX 16 PRO 

Lightweight, compact 16mm 
camera with built-in electric 

motor. 12V battery in handgrip. 
Variable speeds, 10-50 fps. Sync, filming; 
sync pulse generator or crystal. 100 ft. ca¬ 
pacity. Shown with Vario-Switar 16-100mm 
POE elec, eye zoom lens. 400 ft. magazines 
and other accessories available. 

$2,000.00 

ZOOM LENSES 
Angenieux Zoom (12-120mm) 

For Arri 16 $ 975 
For Bolex H-16 ... $ 975 
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) . . . $1395 

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 

ECLAIR / ECL 
Self-blimped silent pro. 16mm cam¬ 
era. Weighs 8V2 lbs. Intermittant 
pull-down claw mechanism, hard 
chrome plated stainless steel gate, 
175° plane shutter, reflex viewing. 
Comes with motor, two 200' coaxial 
magazines (or one mag.and 12-120mm 
Angenieux zoom lens), 12 volt NiCad 
battery, power cable, 220/110 volt 
battery charger, fitted soft case, 
rotating eyepiece. $6300.00 

PRICES SUBJECT TO CHANGE 

45 KEARNY at 
MAIDEN LANE 
SAN FRANCISCO 
94108 
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The Money-Makers 
FILMLINE’S professional color film processors 

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

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

Check the exclusive Filmline features below: 

MODEL FE-50: 
16 mm Color Processor 

Iqt Ektachrome Film. Speed 
50FPM $2250() 

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

•“FILMLINE OVERDRIVE FILM TRANSPORT SYSTEM” 
This marvel of engineering completely eliminates 

film breakage, pulled perforations, scratches and 

operator error. The film can be deliberately 

stalled in the machine without film breakage or 

significant change of film footage in solutions. 

The heart of any film processor is the drive 

system. No other film drive system such as 

sprocket drive, bottom drive or simple clutch 

drives with floating lower assemblies can give 

you the performance capability of the unique 

Filmline Overdrive Film Transport System. 

• "TOROUE MOTOR TAKE-UP” gives you constant film 

take-up and does not impose any stress or strain 

on the film itself. Completely independent of the 

film transport system. This FILMLINE feature is 

usually found in professional commercial pro¬ 

cessors but is incorporated on the FE-30 and 

FE-50 models as standard equipment. Don't 

settle for less! 

• "TEMP-GUARD” positive temperature control sys¬ 

tem. Completely transistorized circuitry insures 

temperature control to well within processing 

tolerances. Temp-Guard controls temperatures ac¬ 

curately and without the problems of other 

systems of lesser sophistication. 

•“TURBO-FLOW” impingement dryer. Shortens dry- 

to-dry time, improves film results, and carefully 

controls humidity content of your valuable (and 

sometimes rare) originals. Immediate projection 
capability is assured because the film dries flat 

without the usual curl associated with other 

film processors. 

“ZERO DOWN TIME” The reputation of any film 

processor is only as good as its reliability. The 

combination of the exclusive and special added 

Filmline features guarantees trouble-free opera¬ 

tion with absolute minimum down-time and with¬ 

out continual operator adjustments. Recapture 

your original investment in 2 years on mainten¬ 

ance savings alone. Filmline’s “Push the button 

and walk-away processing” allows inexperienced 

operators to turn out highest quality film. 

•“MATERIALS, CONSTRUCTION AND DESIGN” All 

Filmline machines are constructed entirely of 

metal and tanks are type 316 stainless steel, 

heliarc welded to government specifications. The 

finest components available are used and rigid 

quality control standards are maintained. 

Compare Filmline features to other processors 

costing more money. Feature-by-feature, a careful 

evaluation will convince you that Filmline offers 

you more for your investment. 

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

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

Partial listing of Filmlint Color Installations: — NBC- New York, 
NBC- Washington, NBC- Cleveland, NBC- Chicago, CBS & ABC Net¬ 
works, Eastman Kodak, Rochester. 
Laboratories: De Luxe Labs, General Film Labs (Hollywood), Pathe- 
Labs, Precision Labs, Mecca Labs, Color Service Co., Capital Film 
Labs, Byron Film Labs, MGM, Movie Lab, Lab-TV, Technical Film 
Labs, Telecolor Film Labs, Guffanti Film Labs, A-One Labs, All¬ 
service Labs, NASA Cape Kennedy, Ford Motion Picture Labs. 
TV Stations: WAPI-TV, WHP-TV, WMAL-TV, WXYZ-TV, WWL-TV, WMAR- 
TV, WJXT-TV, KETV-tv, WTOP-TV, WEAT-TV, WCKT-TV, WAVE-TV, 
WAVY-TV, KTVI-TV, WCPO-TV, KTAR-TV, WSYR-TV. 

AO-71 

Send for Literature. 

Time & Lease 
Plans Available. 

“When you buy quality Filmline Costs Less" 
(203) TR 8-2433 
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Canada’s 
largest and most complete 

rental house 

CINEVISI®N 
EXCLUSIVE CANADIAN DISTRIBUTORS FOR 

PA NA VISION 
Panavision Silent Reflex 

Hand Held Blimps • Pan • Arris 

ANAMORPHIC 
• Choice of 10 Prime Lens: 

From 25mm-1000mm. 
• High Speed Lens and Macro’s 
• Zooms: 45-95mm 

50-500mm 

Lenses SPHERICAL 
• Choice 16 Prime Lens: 

From 15-1000mm. 
• New High Speed Lens: 

From 28-150mm 
• New Zooms: 

23-460mm (20-1) 
20-120mm (6-1) 
25-250mm (10-1) 

C anon 
K-35 MACRO ZOOM 
25-120mm T. 2.8 
Focus from 2" of front element 
2x Tele Extender (50-240mm) 
Arri or Mitchell Mount 

18mm (T. 2.8) Matched Lens. 
Also 300mm + 500mm 
VARI-FOCAL ANAMORPHIC LENS 

Macro-Zooms: 40-135mm 
60-200mm 

Wide Angle: 30mm 

Helivision 
System 
Albert 
Lamorisse 

LIGHTWEIGHT HELICOPTER MOUNT 
• Will fit almost every helicopter camera 

from 8mm to Super Panavision and TV. 
• Weighs only 72 lbs. 
• Electronic Controls designed by Heden Electronics-Sweden. 

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

and 1000' 
Eclair 16 

GENERATORS 
AC and DC Blimped 
up to 1500 amp. 

Montreal 

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

SOUND 
Nagras 
Sennheisser 
Electro Voice 

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

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

CINEVISION 
T oronto 

2000 Northcliffe Ave. ■ Montreal, Quebec ■ (514) 487-5010 244 Simcoe Street ■ Toronto, Ontario ■ (416) 362-6611 
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FASTEST HANDLING SINGLE SYSTEM 
SOUND CAMERA IN THE WORLD. 
Canon Sound Scoopic 200. A single system sound-on magnetic news documentary camera. 
Designed for the TV news cameraman. Without compromise. And with features long demanded ... 

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

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

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

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

REGISTRATION PIN MOVEMENT. 
Assures perfect framing. 

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

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

ELECTRONICALLY GOVERNED MOTOR. 
Insures accurate sound speed. 

Feature for feature, Canon Sound Scoopic 200 adds up 
to getting the news faster than ever. See it in action at 
your Canon dealer. Or write us for more information. 

MODULAR TWIN SOUND HEADS. Snap 
and out in seconds. 

duhniiiiMluUi canon 
SOUND SCOOPIC 200 
Canon USA, Inc. 
10 Nevada Drive 
Lake Success, New York 11040 
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Free loan-for-trial. 
Free repairs for the first two years, 
no matter what happens. 
Plus a lifetime guarantee. 

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

(£\ A careful study of guarantees can 
vZ'i tell you quite a bit about a company. 
And that’s why we’re so proud of ours. 
For instance, every E-V Professional-line 
microphone has a 2-year UNCONDI¬ 
TIONAL warranty against malfunction; 
regardless of cause. Even accidental 
damage is covered, no questions asked. 
All absolutely free—except one-way post¬ 
age. And for a modest charge we’ll even 
hide the scars! 

But that’s just part of the story. Every 

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

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

Which brings us to our other unusual 
offer. 

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

A great guarantee and a time-tested 
loan-for-trial program. Plus a broad line 
of professional products that fit almost 
every studio need. We wouldn’t want to do 
business any other way. 
ELECTRO-VOICE, INC., Dept. 121AC 
681 Cecil Street, Buchanan, Michigan 49107 
In Europe: Electro-Voice, S.A., Lyss-Strasse 55, 
2560 Nldau, Switzerland 

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

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

a GULTON subsidiary 
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13i ILhemnwrinM! 
pound for pound, the most capable, most 
versatile professional 35 in the world! 
Heavy jobs: More and more chosen as the sole production camera on theatrical 
feature films. And lighter jobs: the continued camera choice where hand-held, 
in-close, fast moving sequences generate the thrills and intensity of the story. 
Any job: the Arriflex 35 is a unique, universal “system” camera. It grows from 
a hand-held wild camera to complete blimped sound-stage configuration. 

And in every use, no sacrifice of theater-quality, rock-steady footage. No ques¬ 
tion of its ruggedness and reliability. And no chance of losing the mood: Arriflex 
is fast—lenses mount instantly, lock rigidly with new Bayonet-Lock lens mount. 
Magazines change in 15 seconds. View-finder attachments, inter¬ 
changeable motors, numbers of incidental accessories make 
Arriflex the master of science, documentary, drama. It’s the source 
of inspiration and exploration for new filming styles and tech¬ 
niques. It’s the single investment that pays multiple dividends. 

Write for brochure. 

TVTffiTFLEX 
ITft CORPORATION OF AMERICA 
P.0. Box 1050, Woodside, N.Y. 11377 • 1011 Chestnut Street, Burbank, Calif. 91502 

ARRIFLEX-352C/B 
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Whatever you shoot in Canada, 

well 

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

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

Bellevue-Pathe 
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 
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the hard news 
camera - cp-16 

Whether you’re shooting good news or bad news your television 
or documentary filming assignment will be made easier with the 
all-new CP-16 Single System/Double System Sound Camera. Designed 
specifically for cameramen who are on the go, the CP-16 is 
manufactured of lightweight magnesium and provides maximum 
portability and comfortable hand-holding balance. What’s more, the 
CP-16 represents a breakthrough in crystal motor technology. Its 
drive system consists of a small, highly efficient DC motor, an 
extremely accurate crystal-control circuit and a compact 
plug-in rechargeable NiCad battery, all located within 
the camera body. There is no external power pack, 
no camera cable. 

FEATURES: 

• Camera body weighs 9 lbs., including 
motor, battery and control circuit. 

• Vi Amp-hr. plug-in battery provides 2000 
ft. minimum filming capacity per charge. 

• “Battery Eliminator” permits camera op¬ 
eration from AC line while charging in¬ 
ternal battery. 

• “Out of Sync Blink” warning light near 
eyepiece. 

• Removable hand grip with built-in star 
switch. 

• Quick release magazine latch. 
• Single lens turret designed for use with 

all “C” mount lenses. 
• Wired for installing filmagnetic recording 

unit. 
• Accepts 400 ft. or 1200 ft. Mitchell 

magazines. 
• Built-in filter slot. 
• Cordless double system camera operation. 
• Unconditionally guaranteed to meet speci¬ 

fications. 

(1) CRYSTAL CONTROLLED MOTOR - The ulti¬ 
mate in quality and reliable operation, 
incorporating high efficiency, low power 
consumption, high torque, solid state inte¬ 
grated circuitry and high accuracy (+15 
PPM/Temperature range 0-140°F) requiring 
only 9 watts of input power even when 
pulling a 1200 ft. magazine. 

Manufactured by the Academy Award-winning 

(2) LIGHTWEIGHT BATTERY OPERATION - Cam¬ 
era operates directly from a simple, light¬ 
weight, quick change NiCad rechargeable 
battery, thus eliminating the need for an 
expensive power supply. Handles six 400 
ft. rolls on one battery. No worries about 
running out of power..Extra batteries small 
enough to fit into shirt pocket 

Technology in the 

service of creativity. 

CINEMA PRODUCTS 

In the East: 

Distributed in the United States By: 

In the Midwest: In the West: 

THE CAMERA MART INC. 
456 West 55th Street, New York, N.Y. 10019 

(212) 757-6977 

VICTOR DUNCAN, INC. 
11043 Gratiot, Detroit Michigan 48213 • (313) 371-4920 

155 East Ohio, Chicago, Illinois 60611 • (312) 321-9406 

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

ALAN GORDON ENTERPRISES, INC. 
1430 N. Cahuenga Blvd., Hollywood, California 90028 

Sales: (213) 985-5500 • Rentals: (213) 466-3561 
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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 JBCJCULIIQU. 
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. 
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(IMBERIINE ABVENf URE 
On the Continental Divide, peripatetic Editor climbs a 
peak of the Colorado Rockies to observe filming of a 

By HERB A. LIGHTMAN documentary on Man in the Alpine Tundra wilderness 

BROWN'S CABIN, COLORADO—Lacking precise co-ordinates, I'm at a loss to pin-point exactly where I am as 
I write this, except to say that I'm at the timberline of Mt. Yale (just below its 14,100-foot summit), smack on 
the Continental Divide in the Colorado Rockies. There's no population center within miles—only spectacular 
mountain peaks topped with snow, tall pine trees and friendly birds and animals. I guess you could call it 
"God's Country" (for want of a better cliche) and let it go at that. And what am I doing in this breath-taking 
locale? I'm here with a crew from Alan Landsburg Productions (Hollywood) which has trekked up the 
mountain to film sequences of Dr. Dwight R. Smith, Professor of Ecology at Colorado State University, who is 
spending six months up here researching and filming the ecology of the Alpine Tundra, as this timberline area is 

(LEFT) Loading one of the two available pack horses with camera and sound equipment in preparation for the long trek up Mt. Yale in Colorado's 
University Range of mountains. (CENTER) Cinematographer Joe Longo and Assistant Cameraman Paul Desatoff press padded parka into service as 
an improvised "barney" to protect Arriflex from extreme cold. (RIGHT) In favorite between-camera-setups prone position, Longo contemplates the 
beauty of the Colorado sky. 

(LEFT) Dr. Dwight R. Smith, Man-in-the-Wilderness "star" of "THE NEW EXPLORERS" TV Special having to do with ecology of the Alpine 
Tundra, films wildlife of the area with Beaulieu R16B camera. (CENTER) From horizontal vantage point, Longo shoots scene of Dr. Smith against 
the spectacular Colorado mountainscape. (RIGHT) Named after the man who built it in 1885, Brown's Cabin served as base of operations for Smith 
during six-month sojourn, as well as habitat for visiting camera crew. 

(LEFT) Filming a sequence in which the star of the show erects a light-weight nylon mountain tent on snow-covered slope near the summit of Mt. 
Yale. (CENTER) Dr. Smith wriggles into mountain tent (which has double walls for protection from wind) and pulls his pack in with him. (RIGHT) 
Longo climbs right in after his subject with the Beaulieu to get a closeup of him preparing to bed down for the night. Is nothing sacred? 



(LEFT) A genuine Man of the Wilderness, born and raised in the 
Colorado Rockies, 21-year-old Army veteran Dan Herman served 
as super-efficient packer-wrangler-guide for the filming safari. He 
still carries a couple of .22 slugs in his anatomy from a shooting 
accident in which a hunting buddy mistook him for a fox. 
(RIGHT) Risking rape. Dr. Smith blows whistle that simulates 
the mating call of the Elk. 

(LEFT) Ultra-friendly Canadian jays (more familiarly known as 
"Camp Robbers" because of their taking ways) flocked about 
the area, begging for handouts. The author snapped this shot of 
one of them as he swooped down to snag a bit of cracker placed 
on top of Arriflex. (RIGHT) Snug inside the cabin, pr. Smith 
conducts various experiments having to do with the flora and 
fauna of the area, and records the test data. 

(LEFT) The professor returns to the cabin after several days of back-packing into the more remote areas of the region. His filmed study 
encompassed all natural elements having a bearing on the local ecology system—including plant and animal life, geology, water and weather. 
(CENTER) Cameraman takes a light reading on moss-covered stump during snowfall, while Director Don Ringe holds light-weight Sylvania Model 
SG-77 Sun Gun to cross-light moss. (RIGHT) An Army Air Corps veteran of World War II, Joe Longo is a gung-ho cameraman. 

(LEFT) Ringe and Desatoff hold Sun Guns, while Longo 
shoots scene of Dr. Smith stoking the stove. (RIGHT) At the 
crack of dawn, Longo takes meter reading to film scene of 
professor (in his long-johns) breaking through ice topping pail 
of water left in the kitchen all night. 

(LEFT) Paul Desatoff and Professor Smith, on temporary K.P., 
cook breakfast for the crew on old wood-burning stove. Members 
of the group alternated in preparing food and washing dishes. 
(RIGHT) Setting up for over-the-shoulder shot of Dr. Smith 
conducting experiments. 

(LEFT) The Director had prayed for a storm, and got his wish. After a suitably cinematic snowfall, the hardy crew prepares for the long trek down 
the mountain. (CENTER) Professor Smith comes out to lend a hand with the packing of the horses and to bid farewell to the camera crew and 
Editor who had invaded his silent domain. (RIGHT) Dan Herman leads the pack horses across frosty mountain meadow, as weary crew members 
straggle along behind. 
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Loading the Beaulieu, which was frequently 
used for hand-held "grab" shots, although the 
Arriflex was the "official" camera of the 
professional crew. 

called. The resultant film will constitute 
the third of Landsburg's "THE NEW 
EXPLORERS" series of TV specials 
having to do with a lone man in a 
wilderness locale. Making up the Lands- 
burg crew are: Director Don Ringe, 
Cinematographer Joe Longo and Assist¬ 
ant Cameraman Paul Desatoff. And then 
there's me—the Spirit of American Cine¬ 
matographer. 

Getting here was a real safari situa¬ 
tion. Landing in Colorado Springs on 
the jet from Los Angeles, we were 
informed that the hunting season for 
Elk was about to open and that we'd 
better make sure we had bright enough 
clothing to keep the trigger-happy hunt¬ 
ers from shooting us out of our boots. 
(They had blasted two guys right off of 
their speeding motorcycles the season 
before, mistaking them for God-knows- 
what-kind-of-jet-propelled wildlife.) I 
dived into a sporting goods shop and 
emerged with a package containing an 
insulated Day-glo orange jumpsuit that 
covered me from tip to toe. I was taking 
no chances on getting shot for an Elk, 
since I really didn't have the antlers for 
that scene. 

The four of us piled ourselves and a 
mountain of gear into a rented car and 
drove about 120 miles to the pictur¬ 
esque hamlet of Buena Vista, Colorado 
(pronounced “Bew-n\e Vista" by the 
local residents) where, since it was now 
after dark, arrangements had been made 
for us to rest up in a motel overnight 
before tackling the long trek up the 
mountain. 

I couldn't resist trying on my wild 
new jumpsuit and, when I emerged from 
my room positively glowing in this 
fluorescent orange creation with its nat¬ 
ty black cuffs, Joe Longo (a jocular 
joker, if ever there was one) took one 
look at me and said: "What the hell is 
this—Trick or Treat? C'mere, little boy— 
I'll give you some candy." 

I knew right then that I was going to 
like this guy. 

The next morning, crack of dawn, we 
drove twenty-some-odd miles to a re¬ 
mote patch of wilderness where, in a 
clearing, two men and two horses await¬ 
ed us. The first of these (the men, not 
the horses) was Charlie Combs, an ami¬ 
able cracker-barrel type whose sprightly 
energy belied his comfortable years. The 
other man was 21-year-old blond and 
bearded Dan Herman, an Army veteran 
who had been born and bred in these 
mountains and who was to serve as our 
packer-wrangler-guide. It was evident 
that he was one of those quiet, larger- 
than-life characters who can take all 
kinds of horrendous happenings in 
stride. 

After an exchange of introductions, 
the two Coloradans gave us the dread 
news that, because the hunters had 
booked all the livestock for miles 
around, we would have no saddle hors¬ 
es. In fact, we were lucky to get even 
the two tired pack horses, who now 
stood regarding us with swaybacked 
nonchalance. 

Having been hit with this shattering 
pronouncement, Longo muttered a few 
obscenities and promptly lay down on 
the ground, staring up at the sky from 
the prone position. Don Ringe had just 
returned with Longo from a filming 
stint in the jungles of Costa Rica and 
the backwaters of the Amazon, and 
they were still scratching the bites in¬ 
flicted upon them by 10,000 varieties of 
insects. Eyeing his horizontal camera¬ 
man, Don said: "If you think he's 
sluggish here, you should see him in the 
jungle. He's positively slothful." 

(LEFT) Dr. Smith is filmed placing rocks on tarpaper roofing of storage shed adjoining the main structure of Brown's Cabin—an added precaution 
against the force of the wind. (RIGHT) Happily shuffling along on his snowshoes, he blazes a trail through the virgin snow on the upper slopes of Mt. 
Yale. Having been acclimatized to the altitude for several months, he took it in stride—but the unaccustomed exertion at such heights nearly wiped 
out the camera crew. 
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(LEFT) Assistant Cameraman Paul Desatoff holds mini-slate, while Joe Longo marks the scene. (RIGHT) Longo sprawls flat on his back in the snow 
to get a low-angle shot of the professor removing his snowshoes. A considerable part of his prolonged stay in the mountains for "THE NEW 
EXPLORERS" TV special involved backpacking into remote areas where he would establish a campsite and stay for several days to study various 
natural phenomena. 
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Slothful—as it turned out—he ain't. I 
was later to see him clamber all over the 
uphill terrain like a mountain goat, with 
a heavy camera on his back. He's simply 
smart enough to rest up between strenu¬ 
ous spurts on an assignment. 

When the camera and sound equip¬ 
ment, plus our personal gear, had been 
expertly loaded onto the two reluctant 
pack horses, Charlie Combs took off, 
leading them up the trail. The five of us 
remaining wedged ourselves with almost 
obscene intimacy into the tiny enclosed 
Jeep that stood percolating nearby. 

''Where's the road?'' I asked, with 
childlike innocence. 

"What road?" said Dan, chuckling 
insanely. 

There wasn't any road! The cow-trail 
that led out of the clearing was so 
narrow that tree trunks scraped against 
both sides of the Jeep as we battered 
our way through. Very soon, the trail 
disappeared completely and it was cross¬ 
country all the way. The game little 
Jeep struggled up rock-studded slopes 
and plunged into roaring streams, get¬ 
ting bogged down good a couple of 
times. Along certain stretches the ter¬ 
rain was so rough that Ringe, Longo and 
I—packed into the tiny rear compart¬ 
ment of the Jeep—got tumbled all over 
each other, like beans in a set of 
maracas. At other times, all five of us 
had to lean to one side of the vehicle in 
order to keep it from sliding down a 
45-degree grade into the canyon below. 
Bracing! 

After a few miles of this nonsense, 
we arrived at a dead-end, with the 
terrain going straight up from there. The 
Jeep ground to a halt (its transmission 
sounding sick) and Danny said some¬ 

thing like: "Alright—everybody out. 
This is as far as the Jeep can climb. 
From here to the top it's /oof-power, 
man." 

I felt faint. 
"I'm going back for supplies. See you 

on top Saturday," said our blond Daniel 
Boone, cheerfully wheeling the Jeep 
about and rumbling off into the under¬ 
growth. 

Then began another one of those 
Bataan Death March numbers (See 
"ALASKAN ADVENTURE", American 
Cinematographer, November 1970) but, 
this time, minus the mud. 

It didn't seem half bad at first, 
climbing straight upward along a narrow 
trail that wound in dizzy switchbacks 
along the side of the mountain, but 
after a couple of miles of this mountain- 
goat choreography, we were huffing and 
puffing like senile steam engines and 
having to stop every few hundred yards 
for a 10-minute break. Longo and I, a 
couple of leftover tigers from World War 
II, were definitely having a rough go of 
it and I decided that our respective 
years of dissipation were finally catch¬ 
ing up with us, but then I noted that 
Ringe and Desatoff (both in their early 
twenties) were wheezing and groaning at 
least as loudly as we were—so it had to 
be the altitude. 

Lurching on for the final half-mile, 
like survivors of some grueling mara¬ 
thon, we passed a mound of stones 
marking the Continental Divide and 
crossed a saddle of land stretching be¬ 
tween two peaks named after Ivy-league 
universities (Mt. Yale and Mt. Harvard). 
Directly below, nestled in a shallow 
basin and surrounded by tall pines, lay 
the structure designated on U.S. Forest 

Service maps simply as "Brown's Cab¬ 
in''—and it is there that I now sit writing 
this deathless prose. 

Man In The Wilderness 

To recap the basic premise of "THE 
NEW EXPLORERS" series of television 
Continued on Page 94 

Director Don Ringe tries on the professor's 
heavy pack for size—then decides that he's 
just a "city kid", after all. 



A NEW TOOL FOR COMPOSITE CINEMATOGRAPHY 
How the Lumiscope screen, with no "hot spot" is being used for 
composite cinematography in making medical training films 

By RICHARD B. GLICKMAN, KAREN SIEGERT and SY WEXLER 

"The half-life of a medical education 
is steadily diminishing,” states Dr. Wil¬ 
liam F. House, Research Director for 
the Los Angeles Foundation of Otology. 
"The need for continuing education in 
all phases of medicine is recognized by 
those within the medical profession. We 
regard film as one of the key methods 
for providing this education. In order to 
keep informed, a doctor needs exposure 
to the new concepts and techniques 
which emerge at the numerous interna¬ 
tional medical conferences and in the 
plethora of medical journals. The de¬ 
mands of practice limit the time for 
travel or study. I have long felt that 
films, reviewing new diagnostic and sur¬ 

gical procedures, are one of the most 
powerful means for providing this spe¬ 
cialized information to the physician for 
the benefit of his continuing edu¬ 
cation." 

The Los Angeles Foundation of Otol¬ 
ogy is the educational arm of the 
Otologic Medical Group. The Founda¬ 
tion has an outstanding reputation for 
the quality of its educational activities. 
These include courses given in a unique¬ 
ly equipped instructional facility, publi¬ 
cations, and a program of film produc¬ 
tion which goes back ten years. 

Most of the outside productions of 
the Foundation have been made by Sy 
Wexler of Wexler Film Productions in 

Hollywood. These have been fully 
scripted productions, with subject mat¬ 
ter ranging from surgical techniques to 
education for the hearing handicapped. 
A number of these films have been 
awarded prizes at International Film 
Festivals. 

While the more conventionally made 
films were successfully transmitting 
their messages, Dr. House felt that the 
program had limitations. First, the costs 
of conventional production were such 
that they restricted the number of films 
that could be produced each year. Sec¬ 
ond, the normal channels for showing 
these films resulted in a limited audi¬ 
ence for the material. 

Film clips taken from recent medical subjects photographed with 
Lumiscope screen. (LEFT) Live subject with rear-projected slide of 
simple line diagram. (CENTER) Live subject with established set 
lighting. (RIGHT) Live subject with rear-projected color slide. 

Film clips of slide closeups shot directly off of Lumiscope screen. 
(LEFT) High-magnification microscope slide of cellular structure. 
(CENTER) Low-magnification microscope slide of portion of ear 
structure. (LEFT) Slide of X-ray re-photographed on to film from 
Lumiscope. 

(LEFT) Dr. Gordon Smyth in the midst of a lecture filmed with slide illustrations rear-projected on the Lumiscope screen. (CENTER) Dr. Georg von 
Bdkey, Nobel Laureate in Medicine for 1961, about to be filmed by Karen Siegert, Director of the Los Angeles Foundation of Otology. Dr. Bekesy 
has, so far, made two films for the foundation. (RIGHT) Shot in studio, showing spacial relationship of camera to podium and Lumiscope screen. 
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(LEFT) Permanent installation for filming at the Los Angeles Foundation of Otology has established production elements which are permanently set 
up for filming. (RIGHT) A production conference with Producer Sy Wexler, Dr. William F. House (Research Director of the Los Angeles Foundation 
of Otology) and Karen Siegert. 

To overcome the first problem, Dr. 
House felt that it would be necessary to 
develop a production format which 
would permit the making of films at low 
cost, without compromising the content 
or quality. This could best be done, he 
felt, by filming outstanding experts in 
the field lecturing on their subject, and 
using their own slides and films as part 
of the presentation. This would elimi¬ 
nate the need for detailed scripting, and 
required that the visiting expert spend 
only a very short time in the filming 
process. This was most important, since 
the time of these doctors is very limited. 
Often they have been flown to Los 
Angeles for the sole purpose of appear¬ 
ing in one of the films. The goal of the 
program was to film a one-hour presen¬ 
tation in one hour. 

The format of the speaker and his 
slides being photographed simultaneous¬ 
ly would permit the speaker to point to 
areas of special interest on the screen 
while explaining a particular point. This 
would tend to create a “live” quality— 
an important asset to a presentation of 
such a specialized nature. This quality 
would be lost if the conventional meth¬ 
od were used of shooting the slides as 
inserts and editing them into the fin¬ 
ished lecture. 

This seemingly simple program car¬ 
ried with it the economic restraints 
imposed by the desire to do as many of 
these one-hour films per year as possi¬ 
ble. This limitation alone ruled out the 
use of any of the commercial produc¬ 
tion facilities. It also eliminated the 
possibility of using any of the profes¬ 
sional composite process equipment for 
accomplishing the real-time composite 
of lecturer and slides. 

At the start, it was felt that the only 
major technical problem was to find a 
simple way of projecting enough light 
onto a screen for the purpose of simul¬ 
taneously photographing the lecturer 
and his projected slides. The image 
projected would have to be bright 
enough so as not to be washed out by 
stray light from the set lighting neces¬ 

sary to photograph the lecturer. The 
problem was made more difficult by the 
variable quality of the slides to be 
projected. It has been a common prob¬ 
lem to have to deal with both under-and 
over-exposed slides in a given presen¬ 
tation. 

Tests to accomplish these goals were 
initiated by Dr. House. The initial ap¬ 
proach was to use a high-gain front- 
projection screen, and film in black and 
white. This attempt was unsuccessful 
because: (a) it turned out to be difficult 
to keep stray light off of the projection 
screen, and (b) there was a great loss of 
definition and detail in the photo¬ 
graphed image. Also, without color, 
there was not enough information being 
transmitted. The highly-detailed medical 
photographs and drawings, which form 
an important part of each lecturer's 
presentation, depend on color and sharp 
delineation of detail in order to convey 
information. The results of these early 
efforts were so without promise that 
further attempts to accomplish the com¬ 
posite of lecturer and slides were aban¬ 
doned for some time. 

The next attempt made utilized a 
high-gain Ektalite screen. The film was 
Kodak EFB. Great pains were taken 

with the lighting setup. This attempt 
was also unsuccessful because the ex¬ 
tremely high-gain screen was so direc¬ 
tional, that the speaker found it nearly 
impossible to see on the screen what he 
was attempting to explain. 

At about this time, Sy Wexler was 
asked to work on the problem. Instead 
of front-projection, he began experi¬ 
menting with rear-projection tech¬ 
niques. The problem remained of pro¬ 
jecting enough light onto the screen so 
that the image would photograph with 
good clarity and resolution. A Carousel 
projector with a xenon-arc light source 
provided a high level of projected light 
on a conventional translucent plastic 
screen. Unfortunately a severe “hot 
spot" was present in the center of the 
screen. Because the lecturer had to be 
very close to the screen, stray light 
falling on the screen continued to inter¬ 
fere with the projected image. The 
speaker was also severely limited in his 
movements because of the lighting re¬ 
quirements. 

As these tests were proceeding, 
Karen Siegert, head of the Foundation 
film unit, heard a report about a new 
method of rear projection being used in 
Continued on Page 78 

FIGURE 1-Rear projection showing the "hot spot" effect 

The central ray bundle from the projector is transmitted almost directly through the translucent 
screen at A1. The diffusion characteristics of the screen "spread" each incident ray bundle as it is 
passed through the screen. Note that the only energy from the image at the edges of the screen 
which is visible at the camera is represented by the small arrows at the B1 and C1 positions. The 
small graph shows what the gain looks like from the camera position. 
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THE FILMING OF 

ANY 
SUNDAY 

Bruce Brown's cinematic 
^ paean to motorcycles and 

the men who ride them 

By BOB BAGLEY 
o 

If there is any one trend in film-mak¬ 
ing for the '70's, it might be expressed in 
the ungrammatical phrase, "Tell it like it 
really is." How simple to say, yet how 
difficult to achieve! Still, this is what 
Bruce Brown proposed to do for motor¬ 
cycling, both amateur and professional, 
in his film, "ON ANY SUNDAY". As his 
production manager, cameraman, head- 
holder, friend and associate, I was in¬ 
volved in every phase of planning, film¬ 
ing, post-production and releasing of 
"ON ANY SUNDAY". I would imagine 
this qualifies me to tell the story of this 
particular venture "like it really was". 

To begin with, Bruce is not the typical 
Hollywood producer. Though he is a 
genuine professional and his picture, 
"THE ENDLESS SUMMER" is regarded 
by most critics as the classic film on 
surfing, his approach is somewhat un¬ 
orthodox. The commercial aspect is sec¬ 
ondary to what moves and excites him 
personally. It's as if he sat in your living 
room and said, "Hey, I'm really fascinat¬ 
ed by motorcycles and the people who 
ride them. The guys who race are just 
amazing. I'd like to tell you some of the 
stories from rhy own association with 
the sport, and maybe you will share my 
enthusiasm and my respect for these 
guys." 

While no two producers can call upon 
the same resources of talent, time or 
money, I feel our experience in filming 
"ON ANY SUNDAY" will benefit any 
film-maker who is committed to making 
his own personal statement in his own 



personal way. Not everyone can 
afford the luxury of over two 
years of shooting more than 
300,000 feet of film as we did, 
but the problems of getting to¬ 
gether an efficient crew, locating 
necessary equipment, and keeping 
the momentum going until the 
project is complete are common 
to every production. 

Bruce has been a cycling en¬ 
thusiast almost as long as he's 
been a surfer, so the idea for "ON 
ANY SUNDAY" has been in his 
mind for a long time. However, it 
was by our production of a motor¬ 
cycle racing segment of ABC's 
Wide World of Sports which really 
got us going on the picture. 

Because Bruce's films appear 
somewhat unstructured in the 
conventional sense, it is easy to 
get the impression that production 
is easy-going, but this is far from 
the case. Bruce is very exacting 
about what he wants, and even if 
he has to do everything himself, as 
he often does, he usually gets 
what he goes after. This produc¬ 
tion entailed a great deal of care¬ 
ful planning. 

We knew, for example, that we 
would have to shoot reels and 
reels more film than we would 
eventually use. We knew that film¬ 
ing conditions would be difficult, 
even hazardous. We expected to 
do a great deal of traveling in all 
kinds of weather, from the 115- 
degree heat of Bonneville, Utah, 
to the 20-below-zero of Quebec. 
Therefore, it would be essential to 
select equipment that was sturdy, 
portable, and dependable. It was 
easy to conclude that we should 
shoot in 16mm; on the amount of 
footage we would need to cover 
motorcycling in depth, the cost of 
35mm negative alone would be 
prohibitive, even if the equipment 
were not too unwieldy for our 
type of filming. Too, we knew 
that, over a long time span, we 
could rely on the consistency of 
Eastman processing to maintain 
the kind of control we wanted. 

Always keeping in mind that we 
would have the film blown up to 
35mm for theatrical release, we 
recognized that the sharpness of 
the original image would be of 
paramount importance and that 

(LEFT) Bruce Brown adjusts helmet camera on motorcycle racer to get point-of-view shots for 
"ON ANY SUNDAY". (RIGHT) The author. Bob Bagley focuses telephoto lens for filming of 

sequence with the Photosonics IP High Speed Camera. Overcranked footage recorded expressions 

on cyclists' faces and lent a dreamlike quality to the film. 

we would require good lenses in a 
variety of focal lengths. Our years 
of filming surfing tends to make 
us lean a good deal toward the 
telephoto lens, and we intended to 
use similar equipment and tech¬ 
niques in situations where it is just 
about as difficult to zero in on a 
guy on a bike as it is to get a kid 
on a board. If we were to get more 
than a vaguely-identifiable blur 
when machines and their riders 
zoom off at tremendous speeds, 
soar over obstacles, or jolt up a 
mountain, high-speed photog¬ 
raphy would be a must. We would 
also need helicopter shots for 
tracking riders over impossible ter¬ 
rain. 

You don't need to be a motor¬ 
cycle rider yourself, as Bruce and I 
both are, to know that one of 
your major problems was going to 
be dirt. The cycle-churned dust 
would get in our lenses, mud 
would splatter camera and camera¬ 
man alike, rain and fog would 
affect our equipment, as might 
excessively high temperatures. 
Yet, much of the time we would 
have to take care of our equip¬ 
ment ourselves on location. So, 
again, we decided that we should 
select it on the basis of sturdiness, 
dependability, and ease of main¬ 
tenance. 

Sound would be a problem, 
too. We could have super-tele¬ 
photo camera shots, but how 
could we match it with telephoto 
sound? Or slow-motion sound 
with slow-motion camera work? 
Would music enhance the mood of 
a motorcycling picture? If so, 
what kind of music, and where 
could we get it? 

Also, we would need to evalu¬ 
ate various films and experiment 
with them. How many additional 
cameramen would we need for a 
particular assignment? Who would 
keep track of the footage once it 
was in the can? 

These are some of the problems 
we faced at the outset, and ob¬ 
viously there is no one solution 
for either equipment or personnel 
when you propose to handle so 
many varied situations. Though 
it's an oversimplification to say 
that for "THE ENDLESS SUM¬ 
MER", we put our surfboards 
under one arm, our cameras under 
the other, and went out and shot a 
picture, it did give us a lot of 
experience we could put to good 

Having scored with "THE ENDLESS SUM¬ 

MER", writer-producer-director-cameraman- 

narrator Bruce Brown repeats success with 

"ON ANY SUNDAY". 



On any Sunday a favored stretch of the 
Mojave Desert looks like this when as many as 
1,000 cyclists line up for a punishing cross¬ 
country race. 

use on this more complex assignment. 
We planned the same sort of personal 
approach, and though Bruce and I are 
much newer to cycling than to surfing, 
we had confidence we would learn a 
great deal as we went along. It might 
look as though, on any Sunday, we'd 
just go out and photograph some motor¬ 
cycle action, but on any Monday, we'd 
clean up our equipment. On any Tues¬ 
day, Wednesday, Thursday, we'd look at 
our film to see what we could use and 
what we could improve upon. On any 
Friday, we'd get ready to go out again, 
and on any Saturday, we'd be flying to 
our next location. After more than a 
year, we knew every skycap at LAX by 
his first name. 

Though Bruce had a concept of what 
he wanted to do with the picture from 
the beginning, there was a lot of trial- 
and-error in our shooting, probably one 
of the best reasons why the major 
studios are content to leave the filming 
of this sort of documentary to outfits 

(ABOUT THE AUTHOR: The association of Bruce Brown and Bob Bagley began when they 
went to junior high school together in Long Beach, back in the late '40's. After high school, the 
two more or less went their separate ways, Bruce into filming, and Bob into the business world, 
with time out to serve as aerial photographer's mate in the Naval Air Reserve. 

When at last Bruce asked, "When are you going to quit that cotton-pickin' job and come work 
for me?". Bob assumed his position as business manager for Bruce Brown Productions, one he 
held for ten years. In this time, the co-workers were associated on "THE ENDLESS SUMMER" 
and in producing numerous sports segments for ABC's Wide World of Sports, NBC Sports 
Specials, CBS Sport Spectaculars, as well as TV commercials and sales films. 

With the completion of "ON ANY SUNDAY", Bruce Brown Productions was dissolved. A 
new company, Bob Bagley and Don Shoemaker Films has been formed, with some impressive 
credits already on record in the specialty of sports action films. In addition to filming the 
Carlsbad Moto-Cross for Wide World of Sports and portions of the Baja One Thousand race, the 
new team has done "George Plimpton—Man Behind the Wheel" for Wolper Productions. 
Currently, "Peggy Fleming in Europe" is in the works as a sequel to Group One Production's 
Emmy-award-winning special, "Peggy Fleming in Sun Valley", on which Bob Bagley was 
cameraman. 

Though the item may be correctly classified neither under sport nor business. Bob is married, 
and he and his wife, Barbara, are the parents of three young children.) 

like ours. The first footage we shot, 
back in October, 1969, was with the 
two rather elderly Bolex cameras we 
had used in making "THE ENDLESS 
SUMMER". Although they have limita¬ 
tions, we have always found them useful 
for our one-man-crew type of operation. 
Even for J'0N ANY SUNDAY", in 
photographing the International Six- 
Day Trials in El Escorial, Spain, Bruce 
would simply load his Bolex and as 
many 100-foot loads of film as he could 
carry onto his own bike and follow the 
action as best he could. The portability 
and simplicity of operation of the Bolex 
was a plus in situations of this sort, 
resulting in some unique scenes. 

For the lion's share of our picture's 
footage, we went to the Arriflex. We 
chose the Arriflex-M because it has a 
gear-driven magazine, not dependent on 
torque motors. I don't think we used 
them as the manufacturer intended, 
with an 8-volt battery, producing up to 
50 frames per second. In order to shoot 
slow-motion, we would set the camera 
tachometer for 50 frames, using a com¬ 
bination 8-16 volt battery in the 8-volt 
position. Then we'd flip to 16-volts and 
presto!—100 frames per second. Ex¬ 
posure was calculated at 24 frames per 
second and opened up 2 stops, and, 
luckily, it usually ran within 10 frames. 
I understand Arriflex has since offered a 
modification to their cameras with tach¬ 
ometers which make it possible to cali¬ 
brate camera speed precisely, up to 80 
fps, but we figured this out as we went 

along. For each camera, we acquired a 
full complement of lenses, ranging from 
500mm down to 5.7mm in focal 
lengths. 

In some sequences, even 100 fps 
didn't produce the results we wanted to 
achieve so we also invested in the 
Photo-Sonics 16mm high-speed camera, 
Model 1P, which is capable of 400 fps. 
It was originally designed for instrumen¬ 
tation work, but it makes an excellent 
sport camera. We used it on numerous 
occasions as a general-coverage camera 
at 24 fps. For this camera, we also 
bought a large supply of high-speed 
film, MS7256 and EF7241, on 400-foot 
rolls. As it turned out, we didn't use this 
equipment at 400 fps as much as we 
thought we would. We discovered that, 
while you must slow the action enough 
for the viewer to see it, the whole feel 
of racing is destroyed if you slow it too 
much. Where this camera was particular¬ 
ly useful was in getting facial expres¬ 
sions. Bruce wanted to show the fatigue 
which comes to racers who participate 
in a Moto-cross race, which is usually 
run in three 45-minute legs. These men 
are athletes competing in one of the 
most physically demanding sports pos¬ 
sible, and if the viewer is to share the 
intensity of competition, he has to read 
it in the faces of the participants. We 
often found we could shoot for a mere 
half-second, filming at 200 frames. This 
would be enough to show the jarring 
which riders experience, for example, or 
the concentration of a racer so en- 

(LEFT) Streamlined at every possible point, this racing cycle streaks down the track. (CENTER) One of many hazards of the grueling Moto-cross 
race over the roughest kind of terrain is getting stuck in the mud. (RIGHT) Rounding a curve at full tilt, the motorcycle racer banks sharply and 
stabilizes himself with one steel-shod foot kicking up the dirt. 



(LEFT) Using high-speed Photosonics camera. Brown and Bagley film slow-motion champagne sequence of Grand National champion Gene Romero. 
(CENTER) Bruce and Bob shoot the breeze with Mert Lawwill, Malcolm Smith and Steve McQueen during break time. (RIGHT) The helicopter 
filming crew included cameraman Nelson Tyler (inventor of the Tyler Vibrationless Helicopter Mount), producer-director Brown and helicopter pilot 
Dave Jones. 

grossed he is unaware of the saliva 
running down his chin. 

Though Photo-Sonics has since intro¬ 
duced a new version of their 16mm 
high-speed camera with a reflex system 
built in, the one we were using was 
without a reflex viewer. We had a 
side-mounted view-finder built for us by 
Century Precision Cine-Optics in North 
Hollywood. Bruce and I had been get¬ 
ting lenses from these people for the 
past ten years, as we had found it 
difficult to locate extra-long lenses in 
"C" mounts. Generally, we found those 
from Century were light, super-sharp 
and fairly economical. 

Even with high-speed cameras, wide 
angle and telephoto lenses, we still 
could have missed a lot of the action. 
The plus going for us here was that 
almost everyone involved with the pro¬ 
duction is a rider. Bruce rides, and so do 
I. Don Shoemaker, our editor as well as 
cameraman, rides. Allen Seymour, who 
handles both sound and photography, 
rides. Steve McQueen, who helped 
finance the picture along with appearing 
in it, is an experienced rider. All this 
gave us the advantage of being able to 
anticipate where the action was going to 
be. The spectacular crashes in our film 
could not, of course, be rehearsed and 
staged as in a studio, but by setting up 
cameras at spots where we could logical¬ 
ly expect these to occur, we got them. 
We used Miller tripods with fluid heads 
for this kind of camera positioning. 

The hazards of this kind of filming 
became only too apparent when we 
almost lost a cameraman at Daytona. 
Dan Wright set up his camera on the 
outside of a turn, a good 200 feet from 
the track. Dan is an experienced sports 
photographer, and he didn't feel he was 
stationed in a dangerous spot. What he 
didn't realize was how fast a machine 
going 120 miles per hour could cover 
200 feet. Two cycles missed the curve, 
and Dan was caught between them as 
they spilled. He suffered a severe com¬ 
pound fracture of one leg, a compound 
fracture of his arm, and a dislocated 

elbow. He had to be hospitalized, of 
course, but what could have been a real 
tragedy fortunately had a happy ending. 
Dan recovered in time to cover the 
Trans-Pacific sailboat races, and then 
went on to Fiji for some more sailboat 
filming. 

Despite its hazards, the pre-posi- 
tioned camera also had its limitations. 
Bruce wanted each person in the audi¬ 
ence to visualize what his own eyes 
would see if he were going down the 
track, passing other riders, bumping into 
another machine, being passed, glimps¬ 
ing people in the stands. In other words, 
he wanted to give the feeling, the flavor, 
of racing by putting the viewer on a 
bike in the race. The answer to this was 

the helmet camera. These are manufac¬ 
tured for Gordon Enterprises by Bell 
Helmets, and have an adjustable mount 
for the camera. We usually used two 
cameras; sometimes one would face 
forward, the other back, or sometimes 
both would face forward. The cameras 
sit about at ear level on the helmet so 
we modified ours to put the center of 
gravity lower. This helped, though it 
was still asking a lot to put this 15-lb. 
monster on someone's head, and then 
ask him to go out and do 160 miles per 
hour in traffic on the banks at Daytona! 

The helmet camera uses a 5.7mm or 
a 10mm lens, and to get a good image 
size on the screen, you have to get in so 

Continued on Page 80 

Brown and Bagley shoot a sequence for “ON ANY SUNDAY". The film took two years to 
complete and utilized the skills of a score of cameramen. A total of 300,000 feet of 16mm film 
was shot, with the best of it edited and blown up to 35mm for theatrical distribution. 
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New from Beaulieu! 

Introducing the R16BTE 
“ENDO” Scientific Research 
16mm Camera. 

ESOPHAGO FIBERSCOPE. 

The Beaulieu 16mm “ENDO” camera has been 
specially designed as a scientific research cine¬ 
camera, and is ideally suited for endoscopic and other 
medical-type filming. 

The Beaulieu “ENDO” camera operator can instantly 
and automatically compensate for the rapid and unpre¬ 
dictable changes in exposure conditions encountered 
during endoscopic cinematography. 

The cameraman can also operate the “ENDO” camera 
on-off switch by remote control (usually by foot pedal). 
This is an extremely important feature in endoscopic 
filming, since the cameraman’s hands must be as free 
as possible in order to easily control exposure and other 
vital camera functions, and—at the same time—manipu¬ 
late the ultra lightweight camera body and endoscope. 

The new Beaulieu “ENDO” camera has also been 
provided with a clear viewing spot in the center of the 
ground glass, which allows unimpeded viewing during 
filming in the low light conditions usually found in endo¬ 
scopic explorations. Another aid in countering these low 
light levels is the mirrored shutter on the Beaulieu 16mm 
“ENDO” camera, which permits 100% of the available 
light to reach the film plane, and—alternately—100% of 
the available light to reach the viewing screen. 

In addition to endoscopic and other research-oriented 
cinematography, the Beaulieu 16mm “ENDO” 3-lens 
turret camera is also ideal for all types of normal film¬ 
ing, whether for professional purposes or simply for 
pleasure. 

OTHER BEAULIEU “ENDO” CAMERA FEATURES 
□ Extremely Bright ReflexViewfinder (specially 
designed for low light level photography) □ Thru-The- 
Lens Exposure Control □ Lens Interchangeability (“C”- 
mount) □ Frames-Per-Second Range: 2 fps through 
64 fps □ Camera Body Weight: 41A lbs. □ Nickel- 
Cadmium long-life Battery (interchangeable power sup¬ 
ply housed in camera handgrip) □ Plus, a full range of 
professional accessories, including a 200 ft. daylight¬ 
load 16mm Magazine, Microscope Adapter, etc. 

CINEMA JBJCaulu2iL 
A DIVISION OF HERVIC CORPORATION 

To receive literature on the Beaulieu 16mm “ENDO” camera, 
visit your finest camera store or write 
Cinema Beaulieu, General Office: 14225 Ventura Blvd., 
Sherman Oaks, California 91403. 
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Does the fact 
that MPL is a complete 
16mm laboratory under 
one roof have any special 

advantage for you? 

The answer is YES. 

It has very special advantages 
for you because: 
1. It assures you that your 
film will receive personal 
attention from the time it 
reaches MPL to the time it is 
completed and returned to 
you. 
2. It assures you that your 
film will have the uniformity 
of quality which depends on 
its being handled by a single, 
unified organization. (MPL 
doesn’t farm out your film 
like “piece work” to other 
labs.) 

3. It assures you top speed 
in getting your work done 
because first to last all the 

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

(901) 948-0456 

work on your film is done 
right here. 

There are very few com¬ 
plete 16mm laboratories in this 
country. MPL is one of them. 
MPL is the fastest-growing 
16mm laboratory in America. 
There must be a reason. 

Our services include: 
Processing/Printing/Editorial 
/Titling/Scripting/Sound / 
Optical Effects/VTR to film/ 
Super 8mm Prints. 

MPL stands ready to 
serve you. Send us your film 
today! 
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BAUER P6 STUDIO PROJECTOR 
16mm Double Band 

IMMEDIATE 

DELIVERY 

LIST 

PRICE 

$3705.00 

+ 

IMPORT 

SURTAX 

$161.98 

We Accept 

Tracies 

TECHNICAL DATA BAUER P6 STUDIO TECHNICAL DATA BAUER P6 STUDIO 

Reel Capacity 2.000 ft. (600m) 

Film Threading manual; for picture film and 
perforated 16mm tape. 

Projection bulb 24V-250W nuartz iodine 

Brightness approximately 600 lumens 
Power Requirements 115V-60 cycles A.C./450 Watt 

Drive Synchronous motor 

Speed 24fps. or 25fps. forward or 
reverse running 

Aperature 7. 16mm X 9, 6mm 

Take-up assembly load controlled, self compensat¬ 
ing friction 

Power Rewind fast rewind for picture film, 
rewind for magnetic film by 
driving motor 

Shutter 2 blades 
Claw 3 tooth, special hardened 
Film Dull down ratio 1:6 9 
Adjustment of frame 
line by moving claw assembly 

Picture Steadiness + 0.1% 
Tilting + 7 

Cooling system double fan on motor shaft 

Emergency stop if film tears, complete power 
cut-off 

Hour counter built in 

Reel Capacity of 
separate deck 2,000ft. (600m) 

Sound Reproduction of 
separate deck 

from either center track 
or edge track (chosen by switch) 

Sound recording of 
separate deck 

on either center track or edge 
track (chosen by switch) 

Sound reproduction 
picture side 

either optical or magnetic 
sound from picture film edge track 

Sound recording on picture film edge track 

Magnetic sound track 
widths (sep. deck) 

center track: 2.2mm 
edge track: 4.8mm 

Sound heads on sep. 
deck 

individual magnetic heads for 
erasing, recording and 
reproduction 

Sound monitoring 
while recording Yes 
Sound monitoring 
amplifier plug-in type with outputs of 

1.5V and 5-15ohm. With switch 
for either picture film or tape 
deck side 

Fly wheel on sep. 
deck 

on start of projector, automatically 
speeded up. On stop of projector, 
automatically slowed down 

Central feeding 
sprocket on sep. deck 

can be disengaged for easier 
positioning of tape film to 
start mark 

Amplifier solid state, with silicone 
transistors. Built in projector 
base 

Amplifier output 20W. sinus; 25W music power 
Built in speaker 3W (can be switched to off-half¬ 

power-full power 
Exciter lamp 6V/1A DC 
Silicone photo element type Siemens BPY 11 
Trick recording 
control 

for superimposing sound on 
sound for either picture film 
or magnetic deck tape 

Inputs Phono 
Microphone 
Pre-amp 

J50mv/500kilo ohm 
0.5mv/200ohm 
1.5v/600ohm (6db) 

Outputs Speaker 
Pre-amp 

8ohm/15Watt 
1.5volt/600ohm +6db 
1.5volt/600ohm, adjustable 

Frequency response optical sound —5 cycles . . . 7,000 
cycles +3db 

magnetic sound — 50cycles . . . 
12,000 cycles +3db 

Signal to noise ratio 45db 
Wow and Flutter picture film — ±4% (DIN) 

tape deck — ±3% (DIN) 

Weight approximately 66pounds 

JS* HAS MOVED TO 
* (214) 357-3045-OR 357-2725 2840 REWARD LANE DALLAS, TEXAS 75220 



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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A STUDY IN BLACK AND WHITE 
Brilliant new director Peter Bogdanovich and 
veteran cinematographer Robert Surtees, ASC, 
combine talents to create an outstanding film 

"Small-town life in America is not 
like 'OUR TOWN'," says director Peter 
Bogdanovich. "Especially in Anarene, 
Texas in 1951 

He is referring to his feature film, 
"THE LAST PICTURE SHOW", a BBS 
Production for Columbia Pictures, 
which has had the nation's top critics 
reaching for a whole new batch of 
superlatives. 

It is a film story about growing up in 
a small town that is running down, 
where being free means getting out—and 
it is worthy of the critical raves which 
are being heaped upon it. 

Though Bogdanovich is 31 years old 
and, therefore, could not possibly "re¬ 
member" accurately what small-town 
America was like in the nineteen-fifties, 
he has somehow managed to capture the 
atmosphere of the time and place with 
the utmost precision. There is nothing 
startling or "far-out" about the film's 
style. Rather, it may be said to pay 
homage to the straightforward, superbly 
crafted, unobtrusive finish characteristic 
of the "traditional" American films that 
were a mainstay of entertainment in this 
country during the period between 
1930 and 1950. 

For BBS Productions, which has pro¬ 
duced a series of poignant contempora¬ 
ry probes—"EASY RIDER", "FIVE 
EASY PIECES" and "DRIVE, HE 
SAID"—"THE LAST PICTURE SHOW" 

represents a departure. But "THE LAST 
PICTURE SHOW" is a look back which 
is less nostalgia than a slice of the way it 
really was. And filming the way it was 
meant capturing the way it looked and 
the way it felt to be young and vulner¬ 
able in a northern Texas town in 1951 
and 1952. 

To obtain an authentic look, Bogdan¬ 
ovich decided to go to a place that had 
the atmosphere and feel of the town 
novelist-screenwriter Larry McMurtry 
called "Thalia” in his original novel. 

Although there was a good deal of 
initial apprehension from the Anarene 
"locals" when the film crew arrived, 
once shooting actually began, the resi¬ 
dents assumed a variety of speaking and 
non-speaking parts and "the people 
proved more patient than they had any 
right to be. We tied the place up for two 
months!" says Bogdanovich. 

So that the non-Texans in the cast 
would get to know the terrain and 
speaking patterns, they spent a week on 
the location before a foot of film was 
shot, just soaking up the flatlands at¬ 
mosphere. 

But, like the sets, most of the actors 
were indigenous: Texans predominate in 
the supporting parts. Actors from sever¬ 
al Texas cities were hired to portray the 
high-schoolers, cowpokes and grease 
monkeys of Anarene. Many who came 
to watch quickly found themselves in 

front of the cameras, with a spontaneity 
Bogdanovich insisted on around the set. 
That kind of flexibility brought some 
amazing results. Example: Sam Bottoms 
was selected for the key role of Billy 
when he arrived to watch his older 
brother Timothy on the first day of 
shooting. Example: for the "skinnydip- 
ping" party, Bogdanovich picked some 
local high-schoolers, but feared they 
might be a little wary about making 
their film debuts in the altogether. "As 
it turned out, we had a great deal of 
trouble getting them to put their clothes 
on," says the director. 

The way it felt: "When I read Mc- 
Murtry's book, it touched a very respon¬ 
sive chord. I got very excited by the 
notion of doing an early fifties period 
piece and exploring the change that 
came with the demise of the small-town 
movie house and the introduction of 
television. A whole kind of dream world 
ended and a lot of other illusions began 
breaking up," observes Peter Bogdano¬ 
vich. 

Bogdanovich's aim of capturing the 
end of an era of dreams and possibilities 
echoes through all the episodes of the 
film. "THE LAST PICTURE SHOW" 
conveys the onset of age and responsi¬ 
bilities for a generation of kids born 
during the Depression and raised during 
World War II. Shot in black and white 
(Bogdanovich: "I thought everything 

(LEFT) In the final sequence of "THE LAST PICTURE SHOW", a BBS Production for Columbia Pictures, the doleful young hero (Timothy 
Bottoms) learns about life from his former mistress (Cloris Leachman). (RIGHT) All of the interior sequences were shot inside actual buildings on 
the location in Archer City, Texas, where the entire film was made. Skillful lighting by Director of Photography Robert Surtees, ASC, captures the 
realistic atmosphere of a dying small town in the fifties. 



(LEFT) Jeff Bridges and Timothy Bottoms arrive at a confrontation on the main street of the town. (RIGHT) The photography of "THE LAST 
PICTURE SHOW" is clean and sharp, reflecting a high degree of professional finish, but with absolutely no compromise toward glamorizing the 
town or its inhabitants. 

would look too pretty in color") to 
enhance the gritty, shabby feel of Ana- 
rene, "THE LAST PICTURE SHOW" 
will be familiar to anyone whose past 
includes a small town. A cast of talented 
youngsters—Timothy Bottoms and Jeff 
Bridges in only their second screen 
appearance, Cybill Shepherd and a host 
of supporting players making their de¬ 
buts—only heightens the freshness of 
the production and gives off an unmis¬ 
takable feeling of authenticity. 

When Sonny and Duane go to the 
movies the night the picture show 
closes, the night before Duane goes off 
to Korea, they see Howard Hawks' 
"RED RIVER". "I wanted a classic 
western to close the theatre," says the 
director, "a picture about Texas when it 
meant something in an epic sense." 
"THE LAST PICTURE SHOW" is an 
epic about the end of epics. 

For the director, the picture is a 
personal triumph—and deservedly so, 
for it reflects the talent and skill of a 
technician who has learned his craft 
well. 

Peter Bogdanovich made his startling 
directorial debut in 1968 with "TAR¬ 
GETS", the gripping and widely ac¬ 
claimed study of a sniper. The first 
American critic turned director, Bog¬ 
danovich has authored studies of Alfred 
Hitchcock, Howard Hawks, John Ford, 
Fritz Lang, Allan Dwan and Orson 
Welles and has completed a feature 
documentary on Ford, "DIRECTED BY 
JOHN FORD" (see American Cinema¬ 
tographer, November, 1971), which the 
American Film Institute will release this 
year. He also worked on a BBC-TV 
study of Howard Hawks in 1967, and 
has written countless articles for Es¬ 
quire, Saturday Evening Post and nu¬ 
merous other periodicals. But the 31- 

year-old native of New York City says. 

"I always considered myself a director 
who was making a living writing about 
motion pictures, not the other way 
around." Bogdanovich served as Assist¬ 
ant to the Director on Roger Corman's 
"THE WILD ANGELS" (1966), also 
doing a considerable amount of re-writ¬ 
ing on the script. He has directed and 
produced a number of theatrical pro¬ 
ductions off-Broadway and in summer 
stock. A genuine scholar of film, Bog¬ 
danovich feels his greatest affinity for 
the work of Ford and Hawks. He is 
currently directing and producing a 
comedy for Warner Bros, called 
"WHAT'S UP, DOC?" with Barbra 
Streisand and Ryan O'Neal. 

"THE LAST PICTURE SHOW" owes 
much of its visual and dramatic impact 
to the rich, gutsy black and white 
photography of Robert Surtees, ASC, 
three-time Academy Award-winner, 
whose previous assignment ("SUMMER 
OF '42") also dealt with nostalgic 
Americana, but was completely differ¬ 
ent in style. The photography of "PIC¬ 
TURE SHOW" is sharp and crisp, lean¬ 
ing heavily on extreme depth of field, 
and it has a dark, brooding intensity 
that delineates with graphic precision 
the hopelessness of a dying small town. 

"Bob Surtees is the first cinematog¬ 
rapher whose name I remembered as a 
kid going to the movies," says director 

Director Peter Bogdanovich (right) demonstrates a bit of action for Bridges and Bottoms. A 
well-known film critic and historian, Bogdanovich has special admiration for the work of 
directors John Ford and Orson Welles. 



Bogdanovich, who played out an old 
fantasy when he picked Surtees to film 
"THE LAST PICTURE SHOW". At age 
eleven, Bogdanovich went to see "KING 
SOLOMON'S MINES" with his father, a 
painter, and remembers his father mar¬ 
veling at the photography of Surtees, 
who won his first Academy Award (Best 
Color Photography) for the film in 
1950. Looking for a cameraman familiar 
with black and white, Bogdanovich 
chose Surtees after hearing a glowing 
recommendation from Mike Nichols, for 
whom Surtees shot "THE 
GRADUATE". 

Born in Covington, Kentucky in 
1906, Robert Surtees' distinguished 
career includes "THE BAD AND THE 
BEAUTIFUL" (Academy Award for 
Photography in 1952), "BEN HUR" 
(Academy Award for Color Photog¬ 
raphy in 1959), "INTRUDER IN THE 
DUST'', "MOGAMBO", "OKLA¬ 
HOMA" and "DOCTOR DOLITTLE", 
among many others. 

In the following candid interview, 

ers, seeing a relatively new picture on 
the tube, in black and white, will think 
something's gone wrong with their re¬ 
ceivers. The idea of shooting in black 
and white came from the director, Peter 
Bogdanovich. He had become well- 
known as a film critic (the only Ameri¬ 
can critic who liked American pictures) 
and also as a film historian, and had 
studied the styles of all of the outstand¬ 
ing films of the past. He is a great 
admirer of John Ford and Orson Welles, 
technically speaking, and has written 
books about both of them. He especial¬ 
ly liked "CITIZEN KANE" and in our 
preliminary meetings, before / was defi¬ 
nitely assigned to the picture, he asked 
what / thought about shooting his pic¬ 
ture in black and white. Naturally, i said 
it would be great. It would be a change. 
Gosh, / don't know how many years it's 
been since I've done a black and white 
picture. 
QUESTION: How did you arrive at the 
distinctive photographic style used in 
the film? 

things like lighting a wall so that streaks 
of shadow fall onto it. Instead, / decid¬ 
ed to light the walls with soft, flat light. 
As it was, we had to put most of our 
lighting units on the floor and hide 
them everywhere in the actual interiors. 

QUESTION: What kind of shooting 
schedule did you have? 

SURTEES: Eight weeks—which is like 
working at the speed of a quickie 
compared to the expensive features that 
are made, but we had to work that fast 
because of the amount of money avail¬ 
able. Then, too, it was really Peter's first 
feature (although he had made one 
previous low-budget feature on his own, 
which wasn't a success) and he had to 
figure things out—which takes a bit 
more time than usual, also. / will say 
that he's one of the brightest guys I've 
ever known. / worked with Mike 
Nichols on "THE GRADUATE"and I'd 
rate this fellow right up there with him. 
Mike is an effervescent sort of man, 

(LEFT) Lighting problems were intensified by the extreme depth of field style of the picture, plus the fact that the director often called for scenes 
in which the actors moved 360 degrees in the set, followed by the camera. (CENTER) An arc light, placed outside a window, was sometimes used to 
bolster effect of exterior sunlight when nature failed. (RIGHT) Two arc lights were pressed into service to light backgrounds for night-for-night 
location shooting. 

Surtees, a veteran cinematographer with 
a degree of verve, enthusiasm and imagi¬ 
nation surpassing that of most of the 
younger technicians in the industry, 
discusses the unique challenges and sat¬ 
isfactions of photographing "THE 
LAST PICTURE SHOW": 

QUESTION: I'd like to ask first, how it 
came about that "THE LAST PICTURE 
SHOW" was photographed in black and 
white instead of in color. 

SURTEES: That's the question I'm 
asked most often. It's generally under¬ 
stood in the industry that it's harder to 
sell a black and white picture to TV 
later on, because all features are shot in 
color now. They're afraid that TV view- 

SURTEES: Basically, what we did was 
go back and use some of the techniques 
of Orson Welles—but not as extreme, 
because we were shooting in all real 
interiors and on a very small budget. It 
takes a huge amount of foot-candles to 
get extreme depth of field shots indoors 
and we had neither the room in our 
"sets" nor the budget to accommodate 
a lot of big lighting units. As for style, 
Bogdanovich and / arrived at the idea 
that the photography should look as if 
it had been done by an experienced 
amateur who had a camera he could 
hold awfully steady and who liked to 
drop in on people and photograph 
them. This meant getting away from 
certain things we've done photograph¬ 
ically in every picture over the years— 

while Peter is much more serious. He's 
colder, too. He realized this and he 
fought it. 

QUESTION: In what ways does Bog¬ 
danovich's methods differ from that of 
other directors you've worked with? 

SURTEES: Well, for one thing, he 
doesn't shoot master scenes. He does 
each bit of the action separately and 
picks the next cut up from there. For 
example, there is one sequence in which 
two boys go all the way around a car 
pushing and arguing and it ends up with 
one boy getting hit with a beer bottle. 
It's a short sequence—it couldn't have 
run much more than 200 feet in the 
final editing—but it was made up of 34 
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separate cuts. At the time, / wasn't 
quite sure how well it would go togeth¬ 
er, but he put it together and it works 
beautifully. / wouldn't recommend that 
every director try that, however. Of 
course, Bogdanovich does all of his own 
editing—even the routine things that an 
assistant editor would ordinarily do. He 
works without an editor in the belief 
that, if you have another man involved 
(and even if you are working right over 
his shoulder), it will affect the final 
result. He has a point there. In the 
sequence / just mentioned, for example, 
unless you were Peter Bogdanovich, you 
wouldn't know how to put it together. 

QUESTION: It appears that you enjoy 
working with new young directors. 

SURTEES: Those fellows amaze me— 
the ones that are good, that is. Mike 
Nichols, when / worked with him, was 
32 and Peter was 29 when we started his 
picture. But neither one of them were 
young guys who were just starting out. 
Mike had proved himself to be probably 
the best director in New York on five 
plays before making his first film, so he 
wasn't some kid walking the sidewalks 
who suddenly jumped into being a 
director. The same is true of Bogdano¬ 
vich. He'd had so much contact with 
films, motion picture history and the 
work of various directors, that it gave 
him considerable background. / was 
afraid, at first, that he might become 
too mechanical—like doing a John Ford 
thing today and an Orson Welles thing 
tomorrow—but that wasn't true, actual¬ 
ly. He changed things considerably and 
came up with his own style. 

QUESTION: From the cinematograph¬ 
er's standpoint, which do you think is 
more difficult to shoot—black and white 
or color? 

SURTEES: From the technical stand¬ 
point, / still insist that black and white 
is much more difficult than color. 

QUESTION: Why? 

SURTEES: For example, in an actual 
interior, if you pan from a well-lighted 
figure to an area that is dark but too 
cramped to place lights where you really 
want them, you can just flatten that 
area out and get by. But in black and 
white, if you want a shadow, you've got 
to put it there, man. You can't depend 
upon fill light to take care of it. You 
really have to model the subject with 
light instead of counting on the colors 
for separation. Of course, the right 
makeup, wardrobe and sets become 
more important in color. You can some¬ 

times get by with the wrong makeup in 
black and white and you can help a bad 
set. You can use smaller lamps and get 
in behind chairs and break up walls by 
putting shadows on them. But, on the 
other hand, in shooting black and white, 
you have to do it. You can't count on 
the process you're using to do it for 
you. 

QUESTION: What reactions have you 
received regarding the use of black and 
white for this picture? 

SURTEES: I've heard a few comments. 
Either people like the photography very 
much or they don't like it at all. One 
reviewer said that it didn't have any¬ 
thing like "HUD" in it. Jimmy Wong 
Howe photographed "HUD" and it was 
beautiful. But "THE LAST PICTURE 
SHOW" couldn't be beautiful. That 
kind of photography would have been 
all wrong for this picture. 

QUESTION: Could you comment a bit 
more on your use of extreme depth-of- 
field in this picture? 

SURTEES: When Gregg Toland photo¬ 
graphed "CITIZEN KANE", the style 
called for a really exaggerated depth-of- 
field, which meant stopping the lens 
down as far as possible and using a 
tremendous amount of light. In order to 
stop down that far, he resorted to 
something that had been done in the old 
days of photography. He had the irises 
removed from his lenses and replaced 

Three-time Academy Award-winning Director 
of Photography Robert Surtees, ASC, likes 
working with new directors—those who have 
talent, that is. 

with slides that had very small holes 
drilled in them—something like the 
mattes used in the Spectra exposure 
meter to adjust for ASA ratings. Well, 
we didn't go that far. But I shot almost 
all of the picture, including the interi¬ 
ors, at F/8, occasionally stopping down 
to F/10. That still required a heck of a 
lot of light by today's standards—600 
foot-candles at F/10. 

QUESTION: What film stock were you 
using? 

Continued on Page 100 

Bogdanovich gives direction to Bottoms for sequence in which two boys move all the way around 
a car arguing and eventually fighting. Surtees says it took 34 separate cuts to assemble this 
relatively short sequence. Bogdanovich shoots no master scenes. 



Why not? 

You’ve heard it: don’t put them all in one basket. But suppose 
the basket’s big and reliable. And it lets you keep all the eggs in 
one, easy-to-use place to coordinate production and lower costs 
Then keeping them all in one place may make sense. 

Which brings us to something besides eggs —films; and the 
company that has been serving the film industry for over a 
quarter of a century —Cinema Research. 

You may already be using us for special effects, titles, 
16-16mm/35-35mm combinations and optical effects. But 
what about things like 16-35mm blow-ups that you may 
still be farming out to poorly equipped shops? At 
Cinema Research, the same personalized 
service, quality and modern equipment 
that helped us grow to the largest 
independent optical effects house on 
the west coast can be used for all 
aspects of your film production. 

The advantage to you? When we 
do it all under one roof, the same 
exacting standards of quality and time 
savings are applied throughout. And, 
usually, your total production costs are 
much less than when you scatter your film 
all over town. 

So when you know you can get the best quality 
at a reasonable price, wouldn’t it also be great to 
pick up your phone, dial one number, and know exactly 
what’s happening with your whole film production? 

That one number is (213) 461-3235. Just ask for 
Hal Scheib or Jack Glass. 

Or simply write or wire Cinema Research Corporation, 
6860 Lexington Avenue, Hollywood, California 90038. 

plete in-plant art department 
(direct aerial image blow-up titles) 
Eastman Kodak color analyzer 
(complete scene-to-scene color corrections) 
Bell & Howell additive color printing 
(color correct negatives with automatic dissolves) 
Research Products Optical Printers 
(sharper and cleaner blow-ups) 
Personnel that are “quality-conscious” 
(with over 20 years experience in 16-35mm blow-ups) 

Some of our most recent 16-35mm blow-ups —Masters of the Sky, Carl Boenish; On Any Sunday, Bruce Brown; Sunshine Sea, MacGillivray-Freeman; 
Woodstock Three Days of Peace and Music, Warner Bros; Mad Dogs and Englishmen, Joe Crocker; Medicine Ball Caravan, Warner Bros! 
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OCTOBER/NOVEMBER 

MEXICO 

THE WRATH OF GOD 
MGM STUDIOS 
RALPH NELSON-PRODUCER 

SALT LAKE CITY WYOMING 

TRUMAN CAPOTE'S "THE GLASS HOUSE' 
TOMORROW ENTERTAINMENT/CBS 
ROGER GIMBEL-EXEC. PRODUCER 

"JQ  CANADA 

KANSAS CITY PRIME 
JOE WIZAN-PRODUCER 
CINEMA CENTER FILMS 

HOMECOMING 
CBS STUDIO CENTER 
BOB JACKS-PRODUCER 

LOUISIANA 

SOUNDER 
MARTIN RITT-DIRECTOR 
RADNITZ-MATTEL PRODUCTION 

F SAID-PRODUCER CULP & COSBY-STARS 

SAN FRANCISCO 

PLAY IT AGAIN SAM 
PARAMOUNT PICTURES 
ARTHUR P. JACOB-PRODUCER 

LOS ANGELES 

CADES COUNTY 
20TH CENTURY FOX 
CHARLES LARSON-PRODUCER 

NORM HERMAN-EXEC. PRODUCER 

3C 
LOS ANGELES 

REARCATS 
FILMWAYS/CBS 
MORT FINE/DAVID FRIEDKIN-PRODUCERS 

FIRE ISLAND, N. Y. 

A CHANGE IN THE WIND 
GSF PRODUCTIONS 
DAVID GILL-PRODUCER 

r  ■■■■ Jgf LOS ANGELES FLORIDA  o—- 

HICKEY ANU BOGGS 
[ UNITED ARTISTS PRODUCTION , 

THE FROGS 
M. AMERICAN INTERNATIONAL PICTURES j 

TO SAVE HIS LIFE 
A CBS/TWENTIETH CENTURY FOX PRODUCTION J 

WALTER GRAUMAN-EXECUTIVE PRODUCER 

GEORGIA 

LIKE A CROW ON A JUNE BUG 
PRODUCERS FUNDING CORPORATION 
HARVEY BERNHARD-PRODUCER 

N. Y. & MIAMI 

ROGER OF MIAMI 
THE ROGER COMPANY 
JOHN AVILDSEN-DIRECTOR 

NEW YORK PHILADELPHIA MEXICO 

THURSDAY'S GAME 
ABC CIRCLE ENTERTAINMENT 
JAMES L. BROOKS-PRODUCER 

RED HOT LOVERS 
PARAMOUNT STUDIOS 
HOWARD KOCH-PRODUCER 

FORD COMMERCIALS 
J. WALTER THOMPSON-PRODUCER 

— MONTEREY 

HOT SUMMER WEEK 
THOMAS SCHMIDT-PRODUCER-DIRECTOR 
FANFARE FILMS PRODUCTIONS 

WE BELIEVE IN PROGRESS 

MEXICO 

HARUCASE 
ABC/HANNA-BARBERA PRODUCTIONS 
JOE BARBERA-EXEC. PRODUCER 

mutoaesmmmmm CALIF./HAWAII 

DIE THE YOUNG 
CROSSBOW FILMS INTERNATIONAL, INC. 
BOB DAVIS-PRODUCER 

f tfc NEWARK 1 

GETTING AWAY FRUM IT ALL 1 PAYUAY 
i ARP MOVIF P)F THF WFFK PAYDAY PRODUCTIONS 

L PALOMAR PRODUCTIONS RALPH J. GLEASON-EXEC. PRODUCER ^ 

A PLACE CALLED TODAY ■ DERIO PRODUCTIONS , 
RALPH DESIDERIO-PRODUCER A 

f .  —    HOLLYWOOD ^ 

NEW YORK 
(212) 868-2569 

MEXICO CITY 
549-0630 
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Don’t ask about the options, 
there aren’t any. 
Tie low price gets you the most modern, 
illy equipped combination 16mm and 
5mm optical printer you can buy — even 
you spend $20,000 to $40,000 more. And 
’s not a stripped-down model that needs 
lousands of dollars in options, but a 
)mpletely equipped printer ready to handle 
3ur most challenging jobs. And keep on 
andling them, thanks to the exciting new 
3hotoTron,” the solid state, electronic 
m drive that obsoletes cumbersome gears, 
Tafts, pulleys, belts and stop-action 
utches. 

lis fresh design approach — coupled with 
/er 25 years experience in the optical 
'inting business — allows us to offer you 
e Model 2101 with all the features 
armally considered options at a price Vz 
ss than the next-lowest comparably- 
quipped printer. Our brochure lists the 
andard items that you get for $68,000. But 
e didn’t list the additional “plus” factors. 
>lus” factors that make the difference 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. 

o 

and it’s 
the lowest! 

RESEARCH PRODUCTS 
ARE PRODUCTS OF THE FUTURE 



Optical “dolly” shots 
in Super 8: 

Beaulieu insists on 
variable speeds 

in an electric 
zooming system. 

Set your own zooming 
lime between 2 and 12 seconds 

Forward and reverse 
speed zoom switches 

In a costly cine-camera, you expect to find an elec¬ 
tric zoom with, at the very least, 2 or 3 zooming 
speeds... 
Beaulieu is more demanding than you are. The zoom 
system on the 4008 ZM 2 will respond from maximum 
to minimum focal length, at any zooming speed 
between 2 and 12 seconds - exactly the sort of ad¬ 
vanced feature you find on professional motion 
picture and television cameras. 
But why should Beaulieu have drawn the line here ? 
Macro filming. You can film in perfect focus down 
to a distance of 1 mm (less than 1/25” !) from the 
subject, without any additional equipment, and fill 
the entire screen with a tiny field measuring only 
21 mm x 15.5 mm (0.83" x 0.61”). 
Filming speeds. You can choose from 70 different 
filming speeds, ranging from slow-slow to highly 
accelerated motion. And if you are even more 
demanding, you can change speeds while actually 
filming. 
Viewing. 100 % of the light is directed into the view¬ 
finder, and the image is enlarged to fill your entire 
visual field. 
Other technical advances : “Reglomatic” system 
determining the ideal exposure. Critical focusing 
device. Long-lasting nickel-cadmium accumulator 
batteries. Interchangeable lens. Variable shutter. 
Remote control sockets. 8-64 mm Angenieux zoom. 
NEW! The 4008ZM2 is now equipped for sound 
synchronization (3 systems: Synchro-Pilot-E.T.S.- 
Erlson). 
Get all the facts on the Beaulieu 4008 ZM2, the Ulti¬ 
mate Super-8 ! See a demonstration at your finest 
camera store or write Cinema Beaulieu, 14225 Ventura 
Boulevard, Sherman Oaks, California 91403. We will 
send you a handsome full color 16-page brochure 
on the new Beaulieu 4008 ZM2. 

CINEMA Bexmlicu 
A DIVISION OF HERVIC CORPORATION 

— 

rz***!**- 
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TO TELL YOU SOMETHING 
Intricate stop-frame, rear-projection 
techniques and three-dimensional animation 
highlight multiple-graphic treatment of 

By WALLY GENTLEMAN approaches to successful communication 
President, SPEAC Ltd., Montreal 

The three-screen version of "HEL¬ 
LO ... I NEED TO TELL YOU SOME¬ 
THING" continues to be received with 
high enthusiasm by audiences attending 
the Chicago Museum of Science & In¬ 
dustry, sponsored by Illinois Bell. This 
film, the brain child of a very talented 
and sincere human being, Lew Sayre 
Schwartz, President of Cine/Graphique 
Inc., New York, follows a deceptively 
simple structure illustrating how com¬ 
munication becomes meaningful in our 
lives. The film puts forth the neglected 
premise that increased sensitivity be¬ 
tween people when they are trying to 
reach one another might be one key to 
successful communication. The further 

intention is not to teach, but to provoke 
greater awareness of the need for and 
problems of inter-personal communi¬ 
cations. 

The Staff of SPEAC Ltd., Montreal, 
Wally Gentleman presiding, enthusiasti¬ 
cally co-operated in this multiple graph¬ 
ic venture in many different ways, 
translating the creator's intent with 
specialised techniques. In this they were 
aided greatly by the pre-recorded tracks 
of artistes and the unique music of two 
young New York composer/singers, Bar¬ 
bara and Ernie Calabria. The duration of 
one musical composition dictated the 
speed of revolution of a cube revolving 
in limbo bearing upon all its faces a 

selected parade of typical United States 
citizens. 

To relay these images in the correct 
perspective as they turned relative to 
the camera position, a rear-projected 
stop-frame projector was installed upon 
two strapped I-beams pivoting about a 
centre to which was aligned a bi-pack, 
stop-frame Bell & Howell camera. The 
projector, supported by a triangular 
wheeled carriage running over a quarter- 
inch panel of hardboard on which was 
scribed degrees of movement per frame, 
was aligned to project a picture that 
would match the forward face of a cube 
revolving at the dead centre of the pivot 
point. The camera lens was also horizon- 

(LEFT) Closeup of floor increments and spring-actuated indi¬ 
cator for stop-frame filming. (RIGHT) Fundamental set-up of 
rear-projector and camera, showing black and white cube from 
which mattes were generated. 

(LEFT) Worrall geared-head on tripod, pressed into service to 
function as rotational base to spinning box dressed with graphics. 
(RIGHT) Animator positions clothes peg mannikins for stop-frame 
cinematography. 

(LEFT) Back of box with rear-lit transparency revealed by withdrawal of box lid by nylon cords to ceiling fixture. (CENTER) Revolving ball 
actuated by Bodine motor-driven pulley wheel to rear of sphere, half of which protrudes through seamless backing photographed with zoom effect 
of Angenieux lens. (RIGHT) Box lid raised by nylon cords to ceiling pulley arrangement black metal ball secured by magnet. 



(LEFT) Cameraman Richard Ciupka positions ball position in relation to printed background in box, as animator positions ball on Velcro-gripped 
base. (CENTER) Bi-pack Bell & Howell stop-frame camera with rear-projection screen in position for oblique image projection. (RIGHT) Animators 
Margaret Keif and Stan Heskins position stop-frame rear-screen projector during process photography of revolving box. 

(LEFT) Mitchell R35 camera in fixed position to grease-pencil markings on glass which indicate the future tracks of lead-weighted mannikins. 
(CENTER) Animator Stan Heskins working to floor increment markings for rotation of rear-projection screen at other end of I-beam radius. 
(RIGHT) Cameraman Richard Ciupka positions supplementary air-blower to projection gate to avoid image heat deformation of projected film. 

tally aligned with the projection lens. It 
will thus be seen that when the I-beam 
was exactly at 90° to the left of the 
camera position with relation to the 
optical axis, the rear-projected picture 
to high-diffusion screen would not be 
observed from the camera position. As 
the projector was rotated through 180° 
around the pivot point the camera 
would observe the picture on the screen, 
first as a narrow band of light becoming 
trapezoidal, then square when immedi¬ 
ately opposite the camera—the projector 
screen and camera being in complete 
horizontal alignment. Then progression 
through the trapezoidal opposing per¬ 
spective to become a sliver of light at 
the opposite side of the camera frame 
relative to commencement position. 
This effectively presented the perspec¬ 
tive of a cube face turning through 90°. 

In order to generate the masks neces¬ 
sary for setting a cube with motion 
picture faces in limbo, a one-foot-square 
black wooden cube with one white face 
was pre-shot on the identical apparatus 
before the actual rear projection of 
motion picture images. The white face 
of the black cube was lit against a black 
velvet background and rotated through 
180° using the same stop-frame floor 
markings that were to be used at the 
time of bi-pack assembly of images. This 
was exposed under high contrast film 
stock through a complete rotational 
cycle. 

The resulting developed negative was 
printed and extended optically on the 
optical printer for an eleven-second 
length of film equivalent and, on a 
reverse optical run, flipped left-to-right 
to render an exact duplicate of the 
movement. This resulted in prints of a 
series of rotating left-hand images and a 
separate length of right-hand images. 
These two films became the high-con¬ 
trast masks that would, when run in 
bi-pack with Eastman colour stock in 
the camera, allow the photography of 
the images on the rear-projection screen 
while effectively masking all back¬ 
ground exposure. The two high-contrast 
prints were optically combined to form 
a third high-contrast matte which, when 
in bi-pack with the previously exposed 
Eastman colour in a camera registrating 
gate, would effectively prevent re-expo¬ 
sure of the rear-projected image previ¬ 
ously copied, permitting any sort of 
background to be photographed, which, 
in this case, was designed to be a plain 
yellow limbo ground. 

Three image dissolves per face during 
the turn were required and these dis¬ 
solves were made at the time the timed, 
colour-balanced print was made at the 
laboratory. 

In order to prevent overheating of 
the projected film, a heat glass and 
air-blower was installed at the projector 
gate to avoid image deformation during 
the quarter-of-a-second exposure per 

frame. Camera and projector were syn¬ 
chronised and two painstaking camera 
assistants animated the turns of the 
pivotal apparatus on a stop-frame basis 
throughout the series of 288 frame runs. 
After the first run, the first high-con¬ 
trast mask was removed and the second 
bi-pack mask synchronised for the 
second re-exposure and the final expo¬ 
sure necessitated a further bi-pack mask 
change when photographed on a plain 
yellow background. 

This primitive apparatus, at cost of 
infinite labour, produced the final effect 
that claims so much attention of audi¬ 
ences viewing the Bell exhibit. 

Among the many problems produc¬ 
tion of this film entailed was the stop- 
frame animation of little peg men, the 
delightful creations of Miss Jill 
Schwartz, that stood 4" high. A meeting 
of thirteen professors was required to be 
animated and this was effected by 
mounting each individual model on a 
central darning needle, one end piercing 
the wood of the model, the other end 
being glued into a lead solder base. The 
base weighted the slight little figures 
upright and the centre needle allowed a 
rotary motion to simulate a walk. The 
forward progression of the walk was 
engineered by pre-selecting the course 
each individual member would take to 
arrive at the discussion table and cutting 
a corresponding slot in a black velvet 
plywood supported overlay through 
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which the support needles ran to the 
lead bases below, resting on window 
glass covered with fine machine oil. 
Maximum effect was achieved by using 
a 25mm Super Baltar lens on the stop- 
frame motored Mitchell R35 camera, 
the lens being switched to a Schneider 
105mm closeup lens to photograph the 
tiny faces drawn on half-inch-diameter 
heads. The heads were pivoted on cop¬ 
per wire necks threaded through a sup¬ 
porting bead and the balsa-wood arms 
were animated via soft wire armatures. 
The long shot animation of these people 
required memorising and actuating fifty- 
two moves per frame. The depth of field 
at such close quarters was maintained 
by working at F/22, with an exposure 
of a half-second per frame. 

Perhaps one of the most effective 
presentations of the film is a cross 
dialogue between a contemporary father 
and son demonstrating the perils of 
poor communication. During this short 
sequence, a forty-year-old father is aged 
to ninety and an Ivy League youngster 
is transmuted to a full-blooded hippie 
during synchronous hostile crosstalk 
then back again to visual normality. 

The erection of a 10x8 view camera 
at the side of the motion picture camera 
serves to indicate the actual positions on 
ground glass during the interruptions of 
the dialogue presentation for make-up 
changes to the actors. At the end of 
each selected dialogue delivery the body 
positions were marked in grease pencil 
on the ground glass of the view camera 

and the artists returned to their stage 
positions in alignment with the grease- 
pencilled image before commencing the 
next exchange of words. When these 
sections at the selected points were 
assembled with soft cuts the visual 
changes with synchronous dialogue 
demonstrated a startling progression of 
the change process in both protagonists. 

Cine/Graphique Inc. designed a 
black ball in an orange-coloured box to 
be symbolic of an imprisoned object 
breaking free. The box was built in 
high-grade plywood with a removable 
back to mount one-foot-square transpar¬ 
encies required. Since the box required 
a limbo ground, the foreground sloping 
run of no-seam paper lit with 4K soft 
lights had a separation between the 

table end and the wall face bearing a 
vertical continuance of the no-seam 
paper to allow for underlighting a 45° 
reflection face to illuminate the trans¬ 
parency. The animation of the box lid 
opening was engineered by attaching a 
nylon thread to each upper corner of 
the detachable front lid which was 
coupled to a variable-speed geared mo¬ 
tor output shaft concealed in the ceiling 
recess. The transparent nylon remained 
invisible to the camera lens as it opened 
the box at the various speeds required 
to reveal the black ball. 

The black ball was conceived as 
running into daylight and becoming 
suffused with colour and design to 
represent the joy of living and then to 
revert to the box in black despair on 

confrontation with the worst aspects of 
life. The initial movements of the ball 
were stop-frame animated by applica¬ 
tion of an electro-magnet on the under¬ 
side of a sloping table. Halfway down 
the table a partly patterned ball was 
substituted and the rolling continued to 
a third substitution point where the 
complex design filled the frame of an 
Angenieux 25mm-to-250mm zoom lens. 
At this point, a frame registration was 
taken and the camera re-aligned to an 
identical ball whose leading hemisphere 
was presented through a hole in a 
seamless backing and rotated from the 
rear by a pulley used as a drive wheel. 

The production of the film is a lively 
melange of incident involving memor¬ 
able music with perceptive lyrics, dance, 
mime, graphics, cell animation, optical 
printing, location and studio cinematog¬ 
raphy of compelling order. The interac¬ 
tion between and the re-inforcing power 
of a three-screen presentation presents a 
delightful and informative spectacle to 
the many thousands of people who 
continue to view this sincere and sweep¬ 
ing creation of its Producer, Mr. Lew 
Sayre Schwartz, who united a dedicated 
group of film-makers and artistes to the 
common aim of a meaningful contribu¬ 
tion to man's state of awareness. ■ 

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. 

Progression of mattes generated from rotating white faces of box (A) Right face. (B) Left face. 
(C) Optical assembly of rotating faces. (D) Camera matte used when shooting rear-projection. 
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BEL AIR CAMERA AND HI-FI 
9*7 WESTWOOD BLVD., LOS ANGELES 90024 

West Los Angeles Headquarters for ARRIFLEX 

BEL AIR CAMERA has long enjoyed an enviable reputation as an unequalled source of information and counsel on all subjects 
pertaining to professional and advanced 8 and 16 mm cinematography. BEL AIR's thoroughly competent staff is constantly 
available to assist in any cinematographic problem. And every available Beaulieu, Arriflex, Sonorex; Hervic/Minette, Heurtier, 
and Uher product is instantly available from stock. Bel Air will be happy to send you literature on any of these superior cinema 
products. Please accept our invitation to visit us at any time to see our vast stocks of cinematographic equipment. Or drop 
us a card or 'phone if you prefer. You will enjoy your association with Bel Air Camera. 

The ARRIFLEX 16BL camera is a self-blimped, lightweight, professional 16mm camera, “sound convertible" for double system/ 
single system recording. All cameras are equipped to accept the Arri single system recording module. All Arriflex 16BL cameras 
feature built-in 60Hz control signal generator, running light, and automatic electric clapstick with manual scene marker. The 
famous Arri precision registration pin movement, mirror shutter, reflex finder system with provision for interchangeable finders, 
standard type A finder, automatic closure eyepiece, ground glass with TV safe action markings, and customer's choice of zoom 
lens are standard equipment. Arriflex 16BL cameras may be optionally factory equipped with the “APEC" Arri Precision Exposure 
Control and the Arri Zoom Motor Control. Our competent staff members will be happy to describe these advanced creative film 
maker's features for you. 

The BEAULIEU R16B(PZ). One of the world's most advanced 16mm motion picture cameras. Has built-in power zoom with con¬ 
tinuously variable zoom speed from 3 through IS seconds and positive stop/start with manual override, coupled to the fine 
Angenieux 12-120 mm "auto" zoom lens. Mirrored shutter allows all the light to pass alternately to the brilliant reflex view 
finder and to the film. Fully automatic exposure control with manual override. Ultra-accurate speed control from 2 to 64 frames 
per second. Nickel cadmium battery screws into (and forms part of) camera handgrip — eliminating the need for battery pack 
hanging over the shoulder or battery belt attached around the waist. Ability to accept most standard “C" mount lenses, and 
(with the use of lens adapters) an extensive range of still camera lenses, is only a part of the outstanding features that make the 
Beaulieu R16B(PZ) the favorite choice of the TV-news film and documentary cameramen, and the "new cinema" producers. 
Available accessories include a 200 ft. magazine, 60 cycle sync generator, 500 mA and extra heavy duty 1000 mA ni-cad 
batteries, battery chargers, cases, etc. Inspect the BEAULIEU R16B(PZ) at Bel Air Camera where ALL your questions can be 
answered. Consider this fine instrument for your next sync/sound production. 

The UHER 1000/N Neo Pilot V«" Sync Tape Recorder, specifically designed for sound film synchronization is ideal for use with 
the Beaulieu, Arriflex. Eclair, and similar first line cameras. Its lightweight 7’/2 lbs., small and compact 11x9x3V2 inch size, 
and the ready accessibility of its operating controls in the ever-ready shoulder case, make it the perfect unit for on-location 
sound filming. An assured frequency response of 20-20,000 Hz at a stroboscopically controlled speed of 7'/2 i.p.s. combined with 
a full-track recording, produces precisely synchronized sound without variation. Ruggedly built and fully climatized. Has inter- 
ruptable automatic photo-electric level control, interruptable low frequency filter, sync signal test button, battery condition 
test button, off-the-tape monitoring, built-in monitoring speaker, and adjustable CCIR or NARTB record equalization. Mixer 
jacks, 600 ohm balanced, for adding sound sources. Operates on self-contained batteries, car battery, or 110/250 volt AC 
power. Complete with microphone, 5 Ni-Cad batteries, AC Power Supply/Charger, case, and camera connecting cable. 

The SONOREX Double/16 Sound Projector offers sound capabilities that far exceed those of a conventional 16mm machine. It 
permits single system optical playback and magnetic record/playback; it provides double system record and playback in perfect 
sync, and has extensive facilities for transfer, mixing, recording, and re-recording. Picture steadiness is better than 1/1000th 
of picture height. The projector uses a 24 volt-250 watt Halogen lamp, a 1 6.9 ratio shutter, and a fast lens for a light 
output of approximately 500 lumens. A solid state amplifier with a power output of 20 watts continuous into 8 ohms has inputs 
for microphone, phono, and balanced +6db line. Outputs include built-in monitor, separate main speaker, balanced +6db line, 
and unbalanced adjustable line. Film-end and film-break safety switches are built in. Standard accessories permit multi-screen, 
multi-media, and similar special presentations, as well as multi-projector interlocks. Transfers from ’/«" tapes to 200 mil 
sound tracks on 16mm magnetic film may be made on the Sonorex. This projector is a "must see" for all serious film makers. 

The BEAULIEU 4008ZM2 Zoom Macro represents the ultimate in advanced Super-8 motion picture cameras. The 4008ZM2 has 
double system synchronous sound capability (with automatic tape recorder start/stop control), continuously variable power zoom 
from 2 through 12 seconds, motorized macro focusing as close as 1 millimeter from the front element of its Angenieux f:1.9 
zoom lens (focal length 8 to 64 mm), without the need for added accessories. The 4008ZM2 accepts all standard C-mount 
lenses. And all 35mm still camera lenses as well (when used with suitable C mount adaptor). The super-luminous 27X magnifi¬ 
cation viewfinder functions with a mirrored guillotine-type shutter (set at 45 angle), which alternately directs ALL the light 
on to the film or into the viewfinder. The viewfinder is equipped with a fine-grain ground glass focusing screen. The variable 
shutter allows fade-ins and fade-outs. Self-resetting footage counter and resettable frame counter (1-100). Continuously variable 
film speeds from 2 through 70 frames per second. Single frame and remote control filming is provided for. Self-contained 
250 mA nickel-cadmium battery is readily recharged with a dual voltage 30 mA charger. Uses standard 50 ft. Super-8 cartridges. 
A Super-8 with which you can produce motion pictures of true professional quality. 

HEURTIER Super-8 STEREO SOUND Projector. This all new Super 8 projector — an innovation in Super-8 sound projectors — 
features a unique and revolutionary STEREO SOUND system. The Heurtier ST 42 STEREO'S integral magnetic sound system pro 
vides professional STEREO SOUND quality, and is supplied with dual speakers, two microphones, and a headphone set. Its “twin 
head" magnetic recorder (using the main track stripe and balance stripe for recording), can be used for simultaneous full 
stereo recording, or recording on either one of the two tracks separately — with complete "sound mixing" control. Among 
other features, the ST 42 STEREO projector offers sound superimposition, sound transfer, echo effects, a built-in public 
address system, an 18-frame sound/picture separation, and an INSTANT START heavy duty flywheel for the best possible sound 
recording and playback quality. The ST 42 STEREO sound projector is ruggedly constructed and attractively designed. It pro 
vides rock steady, critically sharp pictures, with a choice of projection speeds at 18 and 24 f.p.s., forward and reverse. PLUS 
. . . 800' reel capacity; SOM Berthiot 17-28 mm zoom lens. f:1.3; and completely automatic film threading from reel-to-reel 
Also available is the HEURTIER ST 42 MONO Super-8 sound projector, which is basically similar in design and construction fea¬ 
tures to the ST 42 STEREO sound projector model EXCEPT that it does not record STEREO sound. The ST 42 MONO s integral 
single magnetic track sound system provides Hi-Fi-quality monaural sound. 

HERVIC/MINETTE 16mm and Super-8 Viewer-Editors. Large, brilliant projected image (16mm: 32 x4.2": Super-8: 2.9"x3.8"). 
Four sided optical prism (instead of shutter) prevents flicker. Sturdy all-metal 16 mm body weighs 8 lbs., all-metal Super-8 
weighs 5’/2 lbs. Uses 6 volt 10 watt projection bulb. Optional 16 mm rewinds (2000 ft. capacity, weight 5 lbs.) fold for storage. 
Super-8 has built-in folding rewinds, 400 ft. capacity. Hervic/Minette Viewer-Editors feature a film pressure plate which main¬ 
tains picture sharpness whether film is in motion or stationary, plus a frame marker, focusing and framing controls, and dust- 
proof glass screen. Hervic/Minette 16 mm & Super-8 Viewer-Editors are precision made, smooth operating, of professional 
quality, and are built for many years of service. (Illustration shows 16 mm model). 

MULTILAPSE — a remarkable instrument for time-lapse cinematography. Operates the camera, lights (flood or strobe flash), 
motors, background curtain, etc., at intervals from 4 frames per second to 1 frame every 45 hours! Entirely automatic, it may 
be left unattended for days, making time lapse exposures every 41/2 minutes, or any other of many selected intervals. Has 
"shutter hold” to expose several frames at a time, exposure counter, shutter thrust adjustment, flash charge outlet for strobe 
batteries, fine adjustment for flash synchronization, and many more features not found in any other instrument designed for 
time-lapse operation. Fully portable, operates on regular 100/120v AC power source. Requires no accessory elements — 
operates with your normal equipment. Literature sent on request — but you really should come in to Bel Air Camera and see the 
MULTILAPSE for yourself. 

BEL AIR CAMERA AND HI FI. 927 Westwood Blvd.. Los Angeles. Calif. 90024. 

Please send me literature on the cinema products checked below. 

□ 1. □ 2. □ 3. □ 4. □ 5. □ 6. 

Name 
□ 7. □ 8. 

Address 

State Zip 

BEL AIR CAMERA AND HI FI WILL BE PLEASED TO QUOTE COMPETITIVELY ON YOUR SPECIAL REQUIREMENTS. 
WRITE OR PHONE (213) 477-9569 OR (213) 879-9616 
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Cut costs/improve service 
enhance prints 

with these PSC accessories 

FOCATRON® 
Takes all the guesswork out of focusing. Achieve 
perfect focus in a fraction the time required for 
manual focusing with the electronic Focatron. A 
probe in optical path takes a precise reading of 
image sharpness. Accuracy within ± .0005" is 
possible. For Acme and certain other printers. 

Producers Service Corp. 
Subsidiary Boothe 
Computer Corp. 
1200 Grand Central Ave. 
Glendale, Calif. 91201 

Please send information on: 

□ Liquid Gate. □ Additive 
Color Lamphouse. 
□ Photometer. □ Focatron. 

OPTICAL PRINTERS □ Acme Printers. 

ACME 

Name 

Firm _ 

Address 

City  

State  

ADDITIVE COLOR LAMPHOUSE 
A manually-operated unit for step print¬ 
ers. Easily installed on Acme printers. 
Adaptable to other makes. Provides for 
independent, precise control of the three 
color primaries.Eliminates common 
problems of subtractive 
lamphouses: filter 
fading, aging, non¬ 
reproducibility of fil¬ 
ters, inconvenience to 
operator and lack of 
control. Enhances 
prints, saves operating time and film 
costs. 16mm and 35mm models standard. 
70mm and continuous printer models 
available on special order. 

FILM GATE PHOTOMETER 
Spectra® 900 Film Gate-Photometer provides absolute, 
precise, dependable color-balance and density control 
for every printer set-up. Furnishes the accurate data 
needed to control costly print variables caused by faded 
filters, changing light sources, variations in print stock, 
etc. For Acme and Model “C” printers. 

4-LIQUID GATE 
Film scratches on originals are concealed, dirt is virtually 
eliminated, film damage greatly minimized and film life sub¬ 
stantially prolonged by use of the PSC/OTT Liquid Gate. Per¬ 
mits full potential of CRI, small format and large aspect ratio 
films and new, sharper print materials. A practical, precisely- 
controlled, dependable, automatic system. Made under a 
patent license from Eastman Kodak Co. 
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Motor Is In Hand 
At last... A crystal controlled motor smaller and lighter than any motor ever built for the Arri! The CRA-4 
is so compact it contains all the electronics within the motor housing (including our unique "out-of-sync” 
beeper) — making it ideal for hand held shooting! 

And for the ultimate in flexibility we’ve designed a companion flat base with a built-in footage counter 
for use in the Arri 120 S blimp. 

We pioneered the crystal motor for the Arri 35 with the electronics in a flat base for use in a blimp or on a 
tripod ... The CRA-4 has the same famous Cinema Products reliability and performance ... Try your hand 
at the newest in crystal controlled motors! 

Ed Di Giulio says: 

The crystal revolution is here! Crystal control is now a feature 
in all new professional cameras and recorders. Cinema Products 
has designed crystal motors for the BNC, NC, Mark II/S35R, 
and now the hand held Arri 35. We’ve even designed an ex¬ 
tremely compact crystal oscillator that can be installed inside 
the Nagra III. 

Our contributions to the crystal revolution are a part of our 
goal in keeping film makers abreast of the latest technology 
without obsoleting their valuable existing equipment. 

Technology in the 
service of creativity. 

CINEMA PRODUCTS 
2044 Corner Avenue, Los Angeles 
Calif. 90025 TELEX: 69-1339 
TELEPHONE: (213) 478-0711 
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IVIAKJNG 16mm COLOR F>RINTS 

FROM A 35mm ORIGINAL 

By SIDNEY P. SOLOW 
President, Consolidated Film Industries 

A rundown on various blow-up methods, plus precautionary 
tips for obtaining the most consistently excellent results 

Over the years, four different meth¬ 
ods have been developed for making 
16mm color prints from a 35mm origi¬ 
nal. The first of these is to make a 
reduction print directly from the origi¬ 
nal 35mm negative by means of an 
optical printer. (FIGURE 1) The pri¬ 
mary advantage of this method is that it 
yields excellent photographic quality in 
the print, but there are certain disad¬ 
vantages to it which render it impracti¬ 
cal in most cases. If the 35mm negative 
has been handled very much at all, it 
will inevitably have surface abrasions 
and pits which will show up in the print 
unless a liquid gate printer is used in 
making each print. It is possible to make 
16mm reduction prints by means of a 
liquid gate optical printer, but this is 
such a slow and expensive method that 
it is not recommended unless only a few 
prints are required. It also involves the 
risk of possible damage to the original 
negative as it is being run through the 
printer. 

There is an additional complication 
with direct reduction printing in that 
the timing of the 35mm negative for 
contact printing will not be correct for 
reduction printing if there are any 5253 
dupe negatives included in the edited 
35mm negative. This is because the 
Callier coefficient for type 5253 Color 
Intermediate film is different from that 
for type 5254 Color Negative film.* 

A 35mm negative containing both 
5253 and 5254 must be re-timed if it is 
to be printed with an optical printer. 
Fortunately, the Callier coefficient for 
type 5249 Color Reversal Intermediate 
is the same as that for type 5254 Color 
Negative, so that if the dupe negatives in 
the printing material have been made on 
5249 there is no need to re-time the 
picture for reduction printing. 

The second method for making 

16mm prints from a 35mm color nega¬ 
tive is to make a 35mm color master 
positive on type 5253 Color Intermedi¬ 
ate film and from this master positive 
make a 16mm 7253 color duplicate 
negative by means of a reduction print¬ 
er. (FIGURE 2) This color dupe can 
then be used to make any number of 
16mm release prints using a contact 
printer. The advantages of this method 
are that the original 35mm negative is 
not put through an optical printer and 
the release prints are contact printed 
from a balanced or equalized negative. 
In most cases this represents the most 
economical method for making 16mm 
release prints of a 35mm picture since 
the 35mm color master positive will 
have already been made for protection 
purposes. If ten or more 16mm prints 
are required, the additional cost of 
making the reduction duplicate negative 
will be offset by the savings resulting 
from the fact that the release prints are 

*The Callier coefficient is an expression for 
the difference in the way a film transmits 
specular as opposed to diffuse light. Ideally 
the “specular density” and the "diffuse den¬ 
sity” should be the same, but in reality they 
are not; and the degree of difference depends 
on the particular film stock. Since an optical 
printer makes use of specular light while a 
contact printer uses diffuse light, the differ¬ 
ence between the diffuse density and the 
specular density must be compensated for 
when printing a negative with an optical 
printer. If all of the negative consists of one 
type of film, one correction factor will apply 
for all of the timing. If the negative is a 
combination of 5254 and 5253, however, the 
correction factor will vary according to the 
film stock used in a given scene. 

contact printed. This method is still a 
very common procedure, but it does not 
represent the state of the art so far as 
the quality obtainable is concerned. 

The third method is to make a 7253 
reduction negative from 35mm separa¬ 
tion positives which have been made 
from the original 35mm negative. (FIG¬ 
URE 3) Making a reduction negative 
from 35mm separation positives is more 
expensive than making a reduction nega- 
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The author, Sidney P. Solow, President of 
Consolidated Film Industries, has done much 
to further the technology of 16mm-to-35mm 
blow-up methods. 



tive from a 35mm color master positive, 
but the quality obtainable is superior 
because of the fact that contrast build¬ 
up can be prevented in the making of 
the separation positives. The color ren¬ 
dition is also better in the final prints 
because color control is better from 
separation positives than from a color 
master positive. Although the quality is 
better than that obtained when using a 
35mm color master positive, it is still 
not quite equal to the best possible 
quality, and this method is generally 
only employed when a producer has 
separation positives on hand. The proc¬ 
ess is complicated, also, by the fact that 

tion negative from 35mm separation 
positives it is possible to get into the 
reversal system by making a reduction 
print from 35mm separation positives to 
16mm ECO (7252) which can then be 
intercut with other 16mm original mate¬ 
rial. This is the method of choice when 
35mm material is to be incorporated 
into a picture shot in ECO. (FIGURE 4) 

The fifth method and that which 
represents the "state of the art" in 
quality is to make an equalized 16mm 
reduction negative directly from the 
35mm original negative using type 7249 
Color Reversal Intermediate. (FIGURE 
5) It is necessary to make this CRI by 

it is not possible to time a dupe negative 
when it is being made from separation 
positives. Unless the separation positives 
are themselves equalized, the reduction 
dupe negative made from them will have 
to be timed for printing. Making release 
prints from a negative which must be 
timed is obviously more expensive than 
printing from a negative which is bal¬ 
anced so that it can be printed on one 
light. 

In addition to making a 7253 reduc- 

5254 
35mm 

COLOR 
NEGATIVE 

FIGURE 5 

(7249 16mm (7385 16mm 
Color Color Release 

Reversal Print) 
Intermediate 

Negative) 
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means of a liquid gate printer, and it is 
also necessary to use a printer which is 
especially adapted to maintain the prop¬ 
er emulsion orientation; but once this 
16mm CRI negative has been made, any 
number of 16mm release prints can be 
contact-printed from it which will be as 
good, if not better, than 16mm reduc¬ 
tion prints made directly from the 
35mm negative. The color reversal inter¬ 
mediate stock is an extremely fine grain, 
sharp film with excellent color rendi¬ 
tion. Since it is designed to prevent 
contrast build-up, a print from a reduc¬ 
tion CRI negative may even have less 
contrast than a direct reduction print 
from the 35mm original negative. The 

Continued on Page 86 
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LOOKING BACK AT 
The First Los Angeles International Film Exposition scores 
a smashing success and earns itself an encore for next year 

Now that the dust has settled and the 
final figures of the accountants are in, it 
can honestly be stated that the recent 
First Los Angeles International Film 
Exposition (more briefly known as 
FILMEX) was a rousing success. 

In spite of the fact that, for unavoid¬ 
able reasons, publicity and promotion 
for the Exposition (rather than Festival) 
was very late in being launched, mem¬ 
bers of the substantial audiences attend¬ 
ing the screenings expressed their enthu¬ 
siastic approval for the high quality of 
the programming, and this first major 
film festival (call it what you will) to be 
held in the center of American film 
production emerged with an impressive 
number of achievements. 

The non-competitive, 11-day event, 
staged at Grauman's Chinese Theatre 
and the Los Angeles County Museum of 
Art, November 4 through 14, was at¬ 
tended by 30,198 people. Thirteen na¬ 
tions were represented by a total of 53 
feature films and 54 short subjects. Nine 
American premieres included ANNA, 
directed by Jorn Donner of Finland, 
THE ARP STATUE from Great Britain, 
directed by Alan Sekers, BLUSHING 
CHARLIE from Sweden, directed by 
Vilgot Sjoman of "I Am Curious Yel¬ 
low" fame, BRAZIL: A REPORT ON 
TORTURE from the USA, directed by 
Haskell Wexler and Saul Landau, THE 
BYELORUSSIAN STATION, a film 
from the USSR directed by Andrei 
Smirnov, THE COW, a film from Iran 
directed by Daryush Mehrjui, MEMO¬ 
RIES OF HELEN, directed by David 
Neves from Brazil, RIP-OFF, a Canadian 
film directed by UCLA graduate Donald 
Shebib, and Andy Warhol's latest fea¬ 
ture film, SEX. 

Nine of the 43 programs presented 
were sold out: THE ART OF ANIMA¬ 
TION, FILM NOIR, ALFRED HITCH¬ 
COCK MARATHON, THE LAST PIC¬ 
TURE SHOW, MEMORIES OF HELEN, 
Charlie Chaplin's MODERN TIMES, 
Cecil B. De Mille's THE TEN COM¬ 
MANDMENTS (1923), SEX,and FILMS 
FROM THE UNDERGROUND. 

Among the unique aspects at FILM- 
EX was the presentation of two silent 
films with live orchestral accompani¬ 
ment. Cecil B. DeMille's 1923 version of 

THE TEN COMMANDMENTS was 
screened with a 25-piece orchestra play¬ 
ing the original score under the direc¬ 
tion of Louis Fratturo. Joseph von 
Sternberg's THE DOCKS OF NEW 
YORK was accompanied by an improvi- 
sational jazz quintet under the supervi¬ 
sion of John Green and Al Woodbury. 
Another innovation which proved suc¬ 
cessful was the scheduling of two short 
film programs (THE ART OF ANIMA¬ 
TION and FILMS FROM THE UNDER¬ 
GROUND) during evening hours, a time 

(ABOVE RIGHT) Double-deck Mark V Cinemobile moves into position in front of Grauman's Chinese Theatre in Hollywood in preparation for 
evening FILMEX performance. Cinemobile held "open house" each night for first week, complete with lights, camera and plenty of action. (BELOW 
LEFT) Famed science-fiction author and insatiable movie buff, Ray Bradbury, chats at Premiere Night performance of "THE LAST PICTURE 
SHOW" with film's director, Peter Bogdanovich. (CENTER) The Chinese Theatre, an historic landmark of Hollywood, was the perfect setting for 
FILMEX screenings. (RIGHT) Andy Warhol with Candy Darling, "superstar" of his film, "SEX", screened at the Exposition. 



(LEFT) Leatrice Joy, spry and sprightly star of DeMille's original "THE TEN COMMANDMENTS" (1923) says a few words before screening of that 
film with 25-piece orchestral accompaniment. She received a standing, cheering ovation from the young audience. (CENTER) Heated opinions were 
aired during panel discussion on "Artistic Freedom—Restraints and Responsibilities". (RIGHT) Ryan O'Neal, with wry friend, attended the Premiere 
Night festivities. 

spot usually reserved for feature pro¬ 
grams. A 10-hour Marathon screening of 
6 Alfred Hitchcock films provided not 
only another first, but also the most 
popular program of the Exposition. 

The Tribute to the American Cin¬ 
ema, in a series of morning screenings 
(which were free) and selected special 
evenings, offered rarely-seen works by 
major filmmakers. An added dimension 
to this tribute included the first investi¬ 
gation of the genre of films made in 
Hollywood in the forties to mid-fifties 
known as FILM NOIR. Seven of these 
films dealing with the darker side of 
urban life were screened in two days, 
with their directors concluding the 
screenings in a panel discussion. 

Space does not permit commentary 
on more than a very few of the 43 
programs presented during the course of 
the Exposition, but the following are 
among those which this reviewer feels 
were especially well-selected for screen¬ 
ing: 

THE LAST PICTURE SHOW-The 
choice of this fine film by Peter Bogdan¬ 
ovich as the Premiere Presentation of 
FILMEX was inspired and it launched 
the Festival in high style. 

THE DECAMERON-This filmiza- 
tion of eleven of Boccacio's bawdy tales 
by Pier Paolo Pasolini proved to be a 
sheer delight. Played with endearing 
innocence by a cast of effervescent 
Neapolitans, both amateur and profes¬ 
sional, it drew a tremendous response 
from the audience. 

MURMUR OF THE HEART (LE 
SOUFFLE AU COEUR)-This film 
proves how a director with the genius of 
Louis Malle can take a potentially ex¬ 
plosive theme and handle it with great 
skill, taste and sensitivity. 

RIP-OFF—This skillfully made fea¬ 
ture by ex-UCLA Cinema student Don¬ 
ald Shebib presents a hilariously funny, 
tenderly wistful view of a little-recog¬ 
nized facet of the current youth scene, 
done with a high degree of professional 
finish. 

In this writer's opinion, the one real 
bummer of the entire FILMEX program 
was Werner Herzog's incredibly boring 
and impossibly amateurish FATA MOR¬ 

GANA, a pompous, pretentious, pseu¬ 
do-arty melange of bad photography 
and obscure symbolism rivaling for 
sheer tedium the worst ever perpetrated 
by Godard or Antonioni. While a hand¬ 
ful of "Emperor's New Clothes” phon¬ 
ies cheered it, most of the audience 
walked out. Whoever put this dog on 
the program ought to hide, lest the 
disgruntled paying customers seize him 
and force him to sit through it eight or 
ten times—a hideous revenge. 

An item which went completely un¬ 
noticed by the audience, but is of 
special significance to film-makers, had 
to do with the screening of the Swedish 
feature, BLUSHING CHARLIE. 

Writing about this picture in a cri¬ 
tique tabloid distributed to the audience 
during the course of FILMEX, an ano¬ 
nymous reviewer wrote: "Photographer 
Rune Ericson has used a 16mm camera 
in rather a special way so that the 
blown-up color images look a lot better 
than the traditional method." 

The writer of that comment obvious¬ 
ly didn't know why it "looked a lot 
better" and the film itself didn't offer 
much clue to the general public. A 
sub-title in English simply said: 
"16mm— Filmed in Runescope". 

Readers of this journal (See Ameri¬ 
can Cinematographer, June 1970) may 

recall that "Runescope" is the name 
used in Sweden for the Super-16 format 
developed by famed Swedish cinematog¬ 
rapher Rune Ericson. The fact that this 
Super-16 production was able to fill the 
large screen at Grauman's Chinese with 
a sharp, clear image says a lot for the 
system as a viable feature production 
format. 

The Exposition was budgeted at 
$150,000. Expenses amounted to 
$106,000, far under budget, due to the 
extraordinary support of Hollywood or¬ 
ganizations including the major studios 
which provided over $25,000 worth of 
services and supplies. Income from pri¬ 
vate sources and ticket sales amounted 
to $85,000, leaving an operating deficit 
of $21,000. Methods for reducing the 
deficit are now being sought. The first 
in this series was a benefit premiere 
showing of Stanley Kubrick's A 
CLOCKWORK ORANGE on December 
18, through the courtesy of Warner 
Bros. 

The FILMEX Board of Trustees, 
which met on November 23 to assess 
the results of the first Exposition, unan¬ 
imously authorized the Director to pro¬ 
ceed with plans for the Second Annual 
Los Angeles International Film Exposi¬ 
tion. The date has been set for Novem- 
Continued on Page 112 

Photographed off the screen during showing of "THE TEN COMMANDMENTS" was famous 
parting of the Red Sea sequence. Leatrice Joy had told audience effect had been achieved with 
aid of a bowl of Jello, and audience applauded when the sequence appeared. 





ACL has what you need in«close. 
It loads fast, runs quiet 

and is light to carry— 

as easy to point as your finger. 

ECLAIR ACL, the new 16mm camera 
shoots 200 feet of film, 

changes magazines in less than 5 seconds. 
Weighs less than 9 pounds— 
is no bigger than a football 

and as easy to handle. 
Has worry-free accuracy. 

Uses any lens, 
and can take a lot of punishment. 

Also the price is a nice feature. 
ACL HAS CLOUT. 

It’s the professional’s camera. 

For a "nuts and bolts” brochure write or call: 
Eclair Corporation 73 S. Central Avenue, 
Valley Stream, New York 11580 
Call: (516) 561-6404 
7262 Melrose Ave., Los Angeles, Calif. 9004^ 
(203)933-7182 

SCENE SHOWN FROM LESLIE WINIK’S AWARD NOMINATED SPORTS FEATURETTE “THE WINNING STRAIL 
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THE KEY TO PRODUCING BIG-BUDGE! FILMS AT LOW COST 
Slowly, but surely, it is dawning on American 
film producers that the extended-frame 16mm format 
makes sense—and saves dollars—as witness this 
Super-16 feature, recently completed in New York 

By SIMON NUCHTERN 
Producer/Director 

How do you produce a quarter-mil- 
lion-dollar feature film for half the cost? 
Increasingly, New York producers are 
answering: 

“Shoot it in Super-16." 
A number of Super-16 features are 

going this route in New York. 
And for good reason: 

• Money savings. Super-16 costs 
(material, equipment, crews) can run up 
to 50 percent less than 35mm costs. 

• Quality. Super-16, when blown up 
to 35mm, retains a professional wide¬ 
screen quality. 

In October, 1971, August Films first 
screened BROAD COALITION, a fea¬ 
ture comedy filmed in Super-16 and 
enlarged to 35mm. Our experience with 
BROAD COALITION typifies Super-16 
production. Use our Super-16 experi¬ 
ence as a factor next time low budget 
and a good script force you to a 
go/no-go decision. 

Careful planning and willingness to 
experiment with new film technologies 
are keys to success, we believe. 

THE PROS & CONS 

BROAD COALITION was budgeted 
at $300,000. It was produced for 
$150,000. We were not trying to prove 
a point. We just were not able to raise 
any more money. In November, 1970, I 
was faced with the facts. We had 
planned to produce our film in 35mm 
color, with a wide-screen format. It is 
rare to see an American film in black & 
white (THE LAST PICTURE SHOW 
being a notable exception), and it is 
rarer still to see a film in a 1.33:1 aspect 
ratio. Blowing up conventional 16mm 
to 35mm has severe limitations. First, 
the optimum aspect ratio is 1.33:1; 
second, the blow-up ratio is 4:1. We had 
just produced COWARDS in 16mm and 
blown it up to 35mm. Although the 
optical negative was technically very 

Lining up a location interior shot for New York-based Super-16 feature, "BROAD COALI¬ 
TION". (Left to right) Assistant Cameraman Jeff Bolger, Cameraman Bob Megginson, Actress 
Irene Feigenheimer and Producer/Director Simon Nuchtern. Film, budgeted at $300,000 in 
35mm, was brought in for half that amount when shot in Super-16. 

good, I felt that the resolution was 
below that of theatrical standards; the 
grain was too noticeable, and the con¬ 
trast too high. 

As producer and director of BROAD 
COALITION I had some tough decisions 
to make. Bob Megginson (my Director 
of Photography and editor) and I had 
read the issue of American Cinematog¬ 
rapher devoted to Super-16. It was 
being used successfully in Europe. Why 
not here? The specifications seemed 
perfect. In effect, the production would 
be done as if it were in 16mm. I had 
already calculated that I could bring it 
in for half the budget if I stuck to that 
format. I considered the advantages: 

• Equipment. The Super-16 camera 
is a modified 16mm camera. We chose 
the Eclair NPR. This meant that we 
could approach the production as if it 
were a documentary. By using a small 
portable sound camera, the cameraman 
would have increased mobility; we 
would need a smaller crew; set-up time 
would be greatly decreased. In effect, 
Bob wound up hand-holding, shooting 
from a wheelchair, shooting on a tripod, 
and from a dolly, when necessary. The 
only additional piece of equipment we 
used was a soft “barney" to reduce the 
noise of the camera when we came close 
to the mike. 

• Reduced film costs. The script for 
BROAD COALITION called for a great 
deal of improvisation. Improvisation al¬ 
lows the whole team to truly collabo¬ 
rate on a film project—the actors and 
crew give more of themselves, the film 
contains a freshness and reality which is 
difficult to produce by sticking mainly 
to a script. But improvisation also 
means a lot more shooting and the need 
for longer shots. The director does not 
want to cut when a scene seems to 
“catch on fire". We had calculated on 
using 100,000 feet of 35mm color 
negative. This is equal to only 40,000 
feet of 16mm film stock. In reality, we 
wound up using 50,000 feet of single- 
perf 16mm. This would have resulted in 
125,000 feet of 35mm. What a saving! 



Moreover, 400 feet of 16mm runs 10 
minutes continuously, the equivalent 
length of 35mm only four. This means a 
lot when a scene is going well. Loading 
of the Eclair is practically instantaneous 
compared to the threading of a 35mm 
sound camera. In tight situations, we 
ran almost continuously. The greatest 
monetary savings, however, is at the lab. 
The workprint, of course, is also made 
in Super-16. Once the original is 
matched, it is blown up directly to a 
35mm printing negative. Had the pro¬ 
duction been done in 35mm originally, 
we would have had to make a 35mm 
interpositive for "safety". In Super-16, 
the original becomes the "safety" and 
the printing negative is only one genera¬ 
tion away. 

All this, of course, adds up to money 
saved in material, equipment, crews, 
actor-time. It sounded good. 

Overseas reports about Super-16 pro¬ 
duction, I knew, had been quite favor¬ 

able. Sweden, Denmark and Great 
Britain producers have used Super-16 
for several years and have developed 
some expertise in it. 

Still I wasn't convinced. I asked: 

• How much experience had American 
firms in Super-16 production? 

• Who were the U.S. experts? 
• Would I need special equipment for 

photography, editing, opticals? 

I reviewed problems with Al Greco, 
President of Radiant Laboratories, a 
New York film processing firm. 

"You'll have to modify cameras and 
editing equipment," Greco told me. 
"Another big problem: loss of picture 
quality in the blow-up process." 

Greco suggested I talk to Dick 
Swanek at The Optical House, New 
York special effects film laboratory. 
"He's one of the few genuine Super-16 
experts in the U.S." 

I called Swanek. 
"Can we do it?" I asked. Swanek's 

answer: a qualified yes. 

THE STRATEGY SESSION 

"We can produce a 35mm blow-up of 
quality equal to, or better than, film 
shot in 35mm," Swanek said. "But 
everyone in the film-making system— 
from cameraman to editor—must use 
proper equipment and material and do 
his job with precision. Early planning 
always pays off in film production. This 
is particularly true in Super-16 produc¬ 
tion where you have so many un¬ 
knowns." 

Swanek advised calling a meeting of 
camera technicians, film processors, di¬ 
rector, and film editor to discuss pos¬ 
sible problems. 

All donated their time to discuss (a) 
Equipment (b) Materials (c) Photo¬ 
graphic techniques. 

Engineers representing General Cam¬ 
era Company, Eclair and KEM Electron¬ 
ics-photographic equipment firms— 
recommended three modifications for 
our 16mm cameras: 

• Enlarging aperture to include sound 
track area in frame 

• Changing markings on groundglass to 
indicate wider format in viewfinder 

• Converting lens turret to re-center 
lens in relation to modified aperture. 

Film editing technicians also suggest¬ 
ed equipment changes. 

"Sound track area is used for in¬ 
creased image size in Super-16,” the 
engineers pointed out. "Conventional 
editing machines could scratch sound 
track area. Moreover, part of negative 
image won't appear on the machine." 

As a result of these warnings, we had 
a specially made editing head shipped 
from Germany. 

Dick Swanek recommended special 
film stock to assure quality enlargement 
from Super-16. 

"Use the wrong film and we may not 
be able to accurately match A and B 

negatives in blowup," Swanek noted. 
That alerted our film crew director 

to other problems. 
"We're going to need more lighting if 

we use those film stocks," our director 
told me. "A couple more quartzes. 
Some more backlighting." 

After three hours of discussion, I 
appreciated the difficulties. But I felt 

Nuchtern and Dick Swanek, President of The 
Optical House, examine 35mm blow-up test 
from Super-16 original, pronounced it to be 
"of professional wide-screen quality". 

confident we could produce a quality 
film. I decided to move forward. 

THE FINISHED PRODUCT. 

There was no doubt that Super-16 
would afford us considerable advantages 
over regular 16mm. The principal one 
would be the wide-screen format. Our 
camera was modified to give a 1:70:1 
aspect ratio. This meant that the blow¬ 
up to 35mm would be in a ratio of 
2.66:1 instead of 4:1. This lower ratio 
makes a noticeable difference in sharp- 

Assistant Cameraman Bolger and Director of Photography Megginson prepare for shooting with 
Eclair NPR camera, modified to the Super-16 format by General Camera, in conjunction with 
Eclair Camera Corp. All surfaces that would come in contact with sound track area of single-perf 
stock were machined down to avoid possibility of scratches and emulsion build-up. 



Nuchtern checks a camera set-up through 
viewfinder with markings on groundglass 
changed to indicate wider frame area of 
Super-16 format. 

ness, resolution, reduced grain and con¬ 
trast. The blow-up was handled by Dick 
Swanek of The Optical House in New 
York. 

Here I want to mention a new 
development that vastly improves the 
qualities and possibilities of Super-16. 
This is the special effect liquid gate (full 
immersion), manufactured by Oxberry 
and which was adapted by The Optical 
House to handle the Super-16 format. 
We were familiar with standard liquid 
gate blow-up. However, this method 
meant that film had to run continuous¬ 
ly, and was often prone to turbulence, 
those little air bubbles at splices that 
can cause so much havoc on the nega¬ 
tive! Film in the special effect liquid 
gate, however, is passed through a com¬ 
pletely controlled liquid environment 
maintained by a vacuum-liquid circulat¬ 
ing system. With this gate, the film can 
run forward, in reverse or freeze-frame. 
This enabled us to plan for wipes, 
optical zooms, follow-focus zooms, 
mattings, multiple screens, solarization, 
and any other effect otherwise available 
only by conventional dry-gate printing. 
In addition, we decided to zero-cut the 
original in order to avoid A and B 
matching, minimize the number of pass¬ 
es on the optical bench, and make sure 
that there would be no difficulties at 
the splices. The resulting blow-up of 
BROAD COALITION is the best I have 
ever seen, and our 35mm prints are 

technically on a par with any color 
production done originally in 35mm. 

Being the first in anything always 
presents special problems. When we 
decided to go with Super-16, we found 
very few people in New York who'd had 
any practical experience with this for¬ 
mat. I remember walking from one 
supplier to another with my earmarked 
copy of the American Cinematographer 
Super-16 issue under my arm. This 
minimized the amount of explanations I 
had to make. They could see it for 
themselves! 

We heard that General Camera had a 
Super-16 conversion. Dick DiBona, pres¬ 
ident of General Camera, told me that 
their Super-16 camera was on long-term 
lease to Universal Studios in Hollywood. 
So we bought a well-maintained used 
Eclair NPR with four magazines and 
two motors, and General Camera, in 
conjunction with Eclair Camera Corp., 
made the conversion to the enlarged 
format. In addition, we replaced the 
shutter for the new Eclair glass shutter 
in order to gain increased clarity 
through the viewfinder. We also had all 
the surfaces that come in contact with 
the track area of the 16mm single-perf 
stock machined down to avoid the 
possibilities of scratches and emulsion 
build-up. On the entire 50,000 feet of 
film shot, there was not one emulsion 
scratch. The problem of hair in the gate, 
a fairly typical problem of the Eclair, 
was minimized by frequent blowing-out 
of the gate. This is an easy maneuver to 
perform on the NPR, since the magazine 
can be removed and replaced with ease 
and speed. 

We chose Radiant Color Labs in New 
York to process the film and work with 
us through the answer print. Al Greco, 
president of Radiant Labs, showed a 
great deal of interest in our project. His 
engineers modified a Bell & Howell 
Model-C printer to print full-frame with¬ 
out touching either the original or the 
workprint on the track area. This would 
prevent the chance of a processing 
scratch during printing. He also adapted 
one of their 16mm analyzer projectors 
so that we could screen dailies at full 
frame both at sound speed and at 120 
frames per second. Then we ran a 
number of film tests to choose our 
camera original. Today, I would probab¬ 
ly choose Eastman color negative 7254, 
and then blow up to a CRI 35mm 
printing negative. But in 1970, CRI 
techniques were still too new and un¬ 
tried, so we decided to go with a 
reversal film. We tested the new ECO 
7252 versus the old 7255, with which 
we were very familiar, and decided to 
stick with 7255 since Eastman had not 

ironed all the grain and contrast bugs 
out of ECO 7252. This meant that we 
were limited to a film speed of ASA 25. 
Most of the scenes were interiors, and 
all on actual locations. This meant more 
lighting with limited power available. 
More lighting meant more set-up time, 
but we had a good crew. I asked Bob 
how he felt about it—he was willing to 
pay the price to get better quality. It 
meant shooting wide open, less depth- 
of-field, more follow-focus. This on a 
film that was going to be greatly impro¬ 
vised, where actors could move around 
unexpectedly. However, Bob has had a 
lot of experience in shooting news films 
and in-plant industrials, situations where 
the unplanned often happens. And he 
had shot COWARDS with 7255. We 
knew it could be done. 

After seeing the blow-up test from 
7255, projected on a large screen in a 
theatre in New York, we knew we had it 
made. I finished the casting, we secured 
our locations, rehearsed, and began pro¬ 
duction. Seventy-five long shooting 
days, 80 actors, and 27 locations later, 
the film was in the can. And only three 
days of re-shooting! Our last problem 
was editing. There are no standard 
editing machines that accommodate 
Super-16. Besides, 50,000 feet of main¬ 
ly improvised material is tough to han¬ 
dle through a standard Moviola. The 
answer would be a multiple-headed edit¬ 
ing system, one that could show at least 
two takes simultaneously. We contacted 
Bob Rowen of KEM Electronics and he 
told me that if I purchased a KEM 
console he would obtain a Super-16 
picture head. The optics of the KEM 
picture heads are so designed that they 
can be easily factory-adapted to show 
full-frame. Within a few weeks, we were 
editing on a KEM and seeing the whole 
wide-screen frame. The switch to Super- 
16 had saved me enough money so that 
I could afford the luxury of a KEM! 

Large budget or small, there is no 
substitute for content. In the struggle of 
form over content, or vice versa, con¬ 
tent should always prevail. However, it 
is no longer necessary for the film¬ 
maker with limited financial means to 
give up form for content in a theatrical 
effort. Super-16 is a viable alternative, 
and I believe its use will increase with 
time as the industry becomes more 
aware of its potential. It would be a 
great help if equipment manufacturers, 
labs, and raw stock manufacturers 
would accept the possibility of this new 
format. But the industry is slow to react 
to change. It is the role, the duty, of the 
small independent film-maker to prove 
that there are always new methods to 
solve problems. ■ 
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1971 KODAK TEENAGE MOVIE AWARDS 
A whole new generation of budding 
film-makers displays a high degree of 
professionalism in award-winning films 

A satirical take-off on a children's 
television show, praised by contest 
judges as "a professional film in many 
ways,” has swept the ninth annual 
Kodak Teenage Movie Awards to win 
the scholarship grand prize in a record 
year of nearly 1100 entries. 

Eighteen-year-olds Torv Carlsen and 
Christy Vaile, Stockton, California, 
clinched the top award with a co-pro¬ 
duced 14-minute satire, "CARAWAY 
STREET". Carlsen is a freshman at 
Delta College, Miss Vaile at the Universi¬ 
ty of California, Berkeley. 

The Super-8 color film, with magnet¬ 
ic sound, makes some strong social 
comments within a "SESAME 
STREET"-type format. In live action, 
animation and clever puppet sequences, 
razor-edged humor helps uncover insid¬ 
ious pride and prejudice. Songs are 
spread throughout the film and include 
a tune about taking a ride ... in a sports 
car, a limousine and a yacht. 

" 'CARAWAY STREET' is a humor¬ 
ous but realistic look at middleclass 
suburban America," says Carlsen, who 
previously won senior second prize in 
the 1970 awards with a subjective- 
camera comedy, "GUESS WHO'S COM¬ 
ING TO LUNCH". 

Judges found the Delta College fresh¬ 
man's most recent film effort to be a 
"devastating satirical take-off ... a tech¬ 
nical tour de force." In particular, they 
noted "exceptional concept, camera, 
direction and sound quality" in the 
grand prize winning film. 

As the 1971 scholarship prize win¬ 
ners, Carlsen and Miss Vaile will share 
an all-expense paid, six-week summer 
course at the University of Southern 
California Department of Cinema for 
college-level training in all aspects of 
filmmaking. Alternatively, they may 
share a $1000 scholarship to any college 
affiliated with the University Film Asso¬ 
ciation (UFA). 

A 3-minute animated abstract film 
featuring a clever mix of colors and 
sound won the junior (ages 12-15) 
category first prize and $150 cash for 
Peter H. Durbrow, 15, New City, New 
York. His winner "OH NO!" features 
dancing shapes—watercolor designs ap¬ 
plied directly to white leader film and 

artistic scratch film frames—set to a 
jazzy musical score. 

"I was always interested in animation 
and I wanted to do a different type of 
film," explains the high school sopho¬ 
more who hopes to become a cartoon¬ 
ist. "I decided to experiment with col¬ 
ors." 

Rating his experiment most success¬ 
ful, judges praised Durbrow's Super-8 
color movie for "excellent selection of 
music . . . good control of Super 8 
scratches . . . and fine sense of pacing." 

"Music is life presented in a different 
way" concludes the young hero of 
"DISCOVERY IN DARKNESS", the 
senior (ages 16-19) category first prize 
winner. Seventeen-year-old Kerry Lev¬ 
itt, Akron, Ohio, will receive $150 cash 
for his 16-minute drama about a teenage 
boy, recently released from a correc¬ 
tional institution, who finds he can 
relate to the world with the help of his 
guitar. 

Judges lauded the 8mm color pro¬ 
duction, which was eight months in the 
making, as "a film that can change 
people ... a sensitive film . . . very suc¬ 
cessful." 

A high school senior, Levitt, who 
plans to study cinema in college, is a 
cash award winner for the third time in 
the nationwide teen film competition. 
He previously won a junior category 
second prize in 1968 for "THE STEPS 
OF DONUT PRODUCTION" and a 
Special Award for Documentary in 
1970 for "THE SILENT PROTEST". 

Linda Klosky, 19, Hammond, In¬ 
diana, earned a $150 first prize in the 
One Reeler Category—for which all edit¬ 
ing must be done in the camera as the 
movie is filmed. For her 3-minute, 8mm 
color winner, "THE ARK, DIRECTED 
BY NOAH, SPECIAL EFFECTS BY 
GOD", she animated paper cutouts to 
recreate Noah's voyage on the Ark. 

"I had done another film on the 
creation," remarks the sophomore at 
the Minneapolis College of Art and 
Design. "'NOAH'S ARK' was to go 
along with the 'creation' and a third 
biblical story to make a trilogy of 
biblical animations treated in a light, 
happy way ... If my film can make 
people smile and feel happy, then I have 
accomplished my goal." 

"What imagination!" exclaimed 
judges who further praised Miss Klos- 
ky's "fresh ideas . . . great originality of 
technique . . . high degree of artistic 
ability . . . humor . . . and effective use 
of color." 

In the Sixteen Category—for all 
16mm filmmakers through age 
19—"SQUIGGLE", an imaginative film 
effort by 19-year-old Dan Bailey, Tem¬ 
ple Terrace, Florida, took first place 
($150) honors. An animated "squiggle," 
scratched on the film, confronts and 
eventually overcomes a real person who 
repeatedly interrupts its games in this 
unusual black-and-white motion picture. 

Commenting on his inspiration for 
the 6-minute film, the University of 
South Florida sophomore says 
". . . with film, I could present the 
viewer with an experience that is impos¬ 
sible in the viewer's mind—the mixing of 
a real person and something that isn't 
real." 

"The most original film I've seen in a 
long time," said one of the film experts 
participating in the final juding. "A 
truly creative film ... an imaginative 
concept, executed with genuine skill 

. . . outstanding sound track and voice 
mix," noted the others. 

An earlier Bailey production, "MILK 
COW", won a Special Award for Social 
Commentary in the 1970 awards. 

Other top winners in the pre-teen 
category are: 

—Jim Massara, Jr., 11, Springfield, 
Illinois, whose 3-minute animated car¬ 
toon, "THE BIG DRIP", was awarded 
second prize ($100). The 8mm color 
movie, which recounts the slapstick 
adventures of a plumber who tries to 
plug a leak with bubble gum, was 
inspired, according to Massara, by a 
mini-comic he saw in a comic book last 
year. "This animated cartoon displays a 
real sense of humor and is visually well 
thought out," said the judges. 

-Seven-year-old Kevin Lynch, San 
Diego, California, tied for third prize 
($50) with a 2-minute combination clay 
and puppet animation film, "SUPER¬ 
GLOB". The third grader—who says this 
first film was made "just for fun and 
entertainment''—spent between 12 and 
15 hours on the Super-8 color film 
Continued on Page 87 
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SHOOTING 

IHtOHOn? 

Samcine Arriflex35 
Accessories 

?RIFLEX CAMERAS ARE THE SAME ALL OVER THE WORLD. WHAT MAKES SAMUELSONS DIFFERENT IS THE RANGE OF ACCESSORIES AVAILABLE. 

LUMINJUM CASES 
ightwieght, robust RAIN DEFLECTOR 

The greater the storm 
‘the more effective it is. 

ANTI-WIIST COATED EYEPIECE 
The same British made coating 
originally developed for Spitfires 
and now used on Apollo Spacecraft 
and the Concord. Will not mist up 
no matter how cold the temperature . 
and hot the breath. 

UNDER WATER HOUSING 
Takes 9.8mm or 18mm 
lenses 400ft magazines. 

MONOCULAR VIEWFINDER 
A 6 x times magnification 
monocular with a cross line 
sight for use with long 
telephoto lenses or following 
small fast moving objects. 

DOOR 
nt T.V. viewfinding 

FOLLOW FOCUS MATT BOX 
Eliminates the need for a 5ft 
assistant to have a 4ft operator 
Focus scale easily seen by both 
In addition, provision for two 
rotating and sliding filters. 

RON FORD LEGS 
Stainless steel, lightweight, 
rigid, clean. 

ANY ANGLE EYEPIECE 
Constantly erect 
viewing in any position. 

SHOULDER MAGAZINE & HAND GRIP 
Useful where hand-held steadiness and 
headroom are at a premium. 

BATTERY BELT 
The most 
important 
aid to 
mobility. 

4 HAT -ADAPTOR 
xing on Arri tripod 
to a flat surface, to 
:hell tripod fitting 
i a dolly or a crane) 
h the spigot, to a 
ng stand. 

GIMBLE TOP TRIPOD 
For cameramen 
who spend their 
time at sea. 

IMPET MOUNT 
o fix a camera 

o any suitable 
urface. 

DISPOSABLE 
EYEPIECE COVER 
A hygenic must. 

LENS RELEASE TONGS 
Makes lens changing in a 
blimp childs play. 

RONFORD FLUID 
HEAD 
15 different 
settings for 
both pan 
and tilt. 

SAMUUSON 
FILM SERVICE 

LIMITED 103-305,Cricklewood Broadway 
ONDON NW2 6PQ. 
el: (01) 452 8090. Telex: 21430 

►»»>»! 
SAMCINE 

SALES 
LIMITED 

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

24-26 rue Jean Moulin 
94 VINCENNES,FRANCE 
Tel:323-58-30 Telex: 67 260 F 
Cables: Samcine PARIS 

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

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. 



get in the 
winner’s 

circle 

color 

deluxe 

MOTION PICTURE LABORATORIES 

HOLLYWOOD □ CHICAGO □ NEW YORK 
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FIGURE 2—Principle of the Lumiscope System 
The ray bundle incident near the outer reaches of the screen is first focused by the plano-convex 
lens. The effect of the diffusion screen is only to "spread" the ray bundle so that the viewing 
angles around C are not too critical, and the image may be seen from a number of positions 
around this location. From the correct location, note that the observer, or camera, is looking at 
the central ray in the bundle whether from the edge or the center of the screen. The result is high 
gain and no "hot spot". 

Japan. This utilized the Lumiscope 
screen, manufactured by Ryu Den Sha 
Company, Ltd. of Tokyo. This unusual, 
high-gain system for rear-projection had 
been widely accepted in Japanese televi¬ 
sion production. It provided a means for 
getting a composite of projected image, 
and performer in front of the screen on 
camera simply, and without having to 
make many compromises in set lighting. 
A small Lumiscope screen was secured 
and tests were made at Wexler Film 
Productions. These tests crudely simu¬ 
lated the types of setups desired. In one 
of these early tests, a 750-watt "Baby” 
spot was focused on the Lumiscope 
screen while a slide was being projected 
with a 500-watt Carousel projector. 
There was no noticeable degradation of 
the projected image as filmed under 
these conditions. 

For the final tests of the system, the 
500-watt Carousel projector, equipped 
with a 4-inch F/2.8 lens, was used. In 
addition to normally exposed slides, 
some under- and over-exposed material 
was included. The projector was posi¬ 
tioned eight feet behind the Lumiscope 
screen, and the camera located eight 
feet in front. These distances were 
derived from the formula shown in 
FIGURE 3 of the accompanying techni¬ 
cal description. The projector distance 
was selected to properly fill the screen 
with the 4-inch lens. This distance and 
the focal-length of the Lumiscope then 
determined the correct camera position 
for the maximum gain from the system. 
The tests were shot at different "f" 
stops and then analyzed for the combi¬ 

nation which best rendered both the 
speaker and the projected slide. The 
subject lighting was much like conven¬ 
tional set lighting. Two small flags were 
placed in front of the key and fill lights 
to minimize the amount of light falling 
on the Lumiscope. 

The results of these tests indicated 
that Lumiscope provided the means for 
easily achieving a photographed com¬ 
posite of slide and lecturer on 16mm 
film. Subsequent experience has demon¬ 
strated that the Lumiscope is even more 
versatile than indicated in the first 
cautious efforts. Some interesting points 
and observations: 

a. ) The size of the projected image 
does not affect the apparent 
brightness, 

b. ) Although the theory suggests that 
an optimum distance from cam¬ 

era to screen be used (for a given 
projection distance), we found 
that this distance can be varied 
several feet in our setup, 

c. ) Theory also indicates that the 
camera should be at 90° to the 
screen, but it can be panned 
about 15° off the optical axis 
without affecting the quality of 
the photographed image. This is 
also true for limited crabbing 
moves parallel to the screen, 

d. ) Because of the nature of the 
Lumiscope, it is possible to zoom 
in and photograph detailed parts 
of a given slide, 

e. ) There has never been a "hot spot" 
in the center of the screen, 

f. ) In the present setup, there are 
approximately 140 foot-candles of 
light incident from the set light¬ 
ing on the camera side of the 
Lumiscope screen. 

Since the initial activity, a second 
Carousel projector with a dissolve unit 
has been added to increase the flexibili¬ 
ty of the setup. The only change made 
relative to the Lumiscope is that the 
diffusion screen was changed in favor of 
a higher-gain material. 

The final form of the production 
facility is shown in FIGURE 4. The 
overall length of the room is 16 feet, 9 
inches and the width is 10 feet, 9 
inches. The ceiling height is 8 feet, 10 
inches and a simple lighting grid has 
been installed at an elevation of 8 feet, 
4 inches. The luminaires for the set 
lighting are all Colortran tungsten- 
halogen types. All filming is done with 
an Arriflex BL using a 12mm/120mm 
Angenieux Zoom at F/2.8. The stock 
used is Eastman 7252 ECO which is 
practical at ASA 25, because of the 
effectiveness of the Lumiscope. 

LUMISCOPE 

PROJECTOR 

DIFFUSION 
SCREEN 

CAMERA 

FIGURE 3—Schematic—Lumiscope System 

1 1 
a + b 

f: Focal length of LUMISCOPE 
a: Projection distance from projector to screen 
b: Picture-taking distance from screen to camera 
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FIGURE 4 

Sound is recorded double-system us¬ 
ing a Nagra recorder. The microphone is 
an electret condenser-type lavalier 
(Sony ECM 50) worn by the speaker. 

The production goals established by 
Dr. House are being met. It has become 
a routine accomplishment for less than 
two weeks to elapse between the first 
beep tone of the Nagra and the comple¬ 
tion of the first answer print. 

The other half of the original prob¬ 
lem has also been solved. Not only are 
low-cost, good-quality films being pro¬ 
duced, but a regular audience has been 
secured. This has been accomplished by 
having medical groups and hospital resi¬ 
dency-training programs subscribe to an 
annual series of ten "Otologic Semi¬ 
nars". To date, the first series of ten 
one-hour films has been completed and 
is being circulated to subscribers all over 
the United States and in several foreign 
countries. In this way, approximately 
1,000 doctors see a current film in their 
specialty every month. Production is 
underway on the second group of ten 
films. 

Experience has shown that the con¬ 

cept of the filmed lecturer works, both 
in the educational and economic senses. 
The Lumiscope was a decisive element 

in the total achievement. ■ 

LUMISCOPE, AS COMPARED WITH OTHER SYSTEMS OF COMPOSITE CINEMATOGRAPHY 

Optical composite systems are well known in the field of motion picture production. 
Travelling matte processes and front projection are both established techniques. The 
travelling matte systems require either special cameras or other special equipment and 
lighting, or else relatively expensive and time-consuming optical processing. Front 
projection requires no special processing, but does need special equipment and screen. In 
addition, the projection plate must be of exceptional quality to overcome the problem 
of graininess when it is rephotographed as part of the composite image. 

Rear projection is the oldest of the composite processes still widely in use. It has the 
advantage of being relatively straightforward and requiring no special optical treatment. 
The conventional rear projection systems consist of a translucent material onto which an 
image is projected. 

The two greatest problems in conventional rear projection are: (1) the occurrence of a 
hot spot in the center of the screen, and (2) the low brightness of the projected image, 
even using very powerful arc projectors. The two problems are closely interrelated. In 
order to minimize the effect of the "hot spot", the "gain" of the screen is kept relatively 
low. This results in more uniform brightness of the projected image, and the ability to 
see the image through a wider range of viewing angles. The concomitant of this is the low 
overall brightness of the image. The system also requires that great care be taken in 
lighting the performers and foreground in order to avoid the stray light falling on the 
screen. It should also be noted that the larger the picture being rear projected, the lower 
the brightness for a given projector. See FIGURE 1 for a graphical explanation of the 
"hot spot" phenomenon. 

The Lumiscope system permits composite photography in the rear projection mode with 
low-powered, inexpensive and readily available projection equipment. This can be done 
on screens up to six by eight feet in size with almost total independence of the amount 
of incident light on the camera side of the screen. 

To understand the Lumiscope system, visualize a large plano-convex lens interposed 
between the projector and camera. Referring to FIGURE 2, the effect of this lens can be 
seen to redirect the off-axis rays to point C. Theoretically, a camera placed at "C" would 
be able to photograph all the energy leaving the projector, except for the small 
transmission losses of the lens. However, if the camera were moved only a small distance 
from this point, the image would no longer be visible. This is not literally so in a real 
system, but there would be significant restriction on the freedom of camera movement. 

In order to overcome this limitation, a diffusion screen is added to the Lumiscope 
system. This screen is usually a rear projection type material, but its effect in this system 
is only to increase the viewing angle through which the image can be seen. The balance 
between "gain" and screen brightness must be decided for the particular requirements of 
the film-maker. 

The use of a large plano-convex lens would be completely impractical. By applying the 
fresnel principle and using plastic material, the Lumiscope becomes a practical "thin" 
lens. The entire assembly is supplied in a heavy-duty extruded aluminum frame. 
Provisions have been made for easily changing the diffusion material. Among the 
materials which are available in addition to conventional rear projection screen materials 
are rigid plastic and glass diffusion screens. Special pens with washable ink are available 
for use with the glass screens. Using these pens, a performer may mark on the glass and 
interact with the projected image. 

The interrelated factors in the system are: the distances of the camera and projector 
respectively from the screen, the degree of freedom required for the camera and the 
characteristics of the diffusing screen. The lens formula in FIGURE 3 establishes the 
relationship between the camera and projector distances for a given focal-length 
Lumiscope. 

For situations where very little camera movement is necessary, an extremely high-gain 
diffusion screen may be used. There will still be uniform brightness across the entire 
screen when viewed from the on-axis camera position. An extremely wide range of 
diffusion materials can be accommodated in the screen mounting position of the 
Lumiscope frame. Typically, for a given degree of camera freedom, the brightness of the 
Lumiscope image, compared to conventional rear projection, will be from three to 
twenty times as great. The uniformity of the field will be superior under all comparable 
situations. 

Lumiscope is manufactured by the Ryu Den Sha Company, Ltd. of Tokyo, Japan. For 
detailed information and applications assistance contact: RDS Lumiscope; P.O. Box 
4143, Valley Village Station; North Hollywood, California 91607. 
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(LEFT) Motorcycle racing champions Mert Lawwill and Malcolm Smith swap yarns with actor 
Steve McQueen, who financed the film and appears in it with them. (RIGHT) The author moves 
in with his hand-held Arriflex to shoot a closeup of one of the racers. 

"ON ANY SUNDAY" 
Continued from Page 47 

close that riders literally have their 
handle bars locked. Who can do this 
more effectively than the racers them¬ 
selves? So this is why a lot of motor¬ 
cycle racers became additional camera¬ 
men. I cannot overemphasize their 
cooperation; they just knocked them¬ 
selves out for us. In turn, they became 
so involved with photography that they 
would come into our offices to look 
over with us the footage they had 
contributed. We gave some, such as 
Mark Brelsford and Jim Odum, screen 
credit for photography, but a host of 
others contributed more than we could 
acknowledge, among them Mert Law- 
will, Frank Gillespie, Don Castro, Dave 
Smith, Cal Rayborn, Walt Fulton and 
Gary Nixon. 

The problems of filming cross¬ 
country motorcycling are completely 
different from doing professional racing 
on a track. Nobody, to our knowledge, 
had ever filmed a desert race. Five 
hundred to a thousand people form up 
in a single line ready to go pell-mell over 
a course of 100 to 150 miles. Bruce 
thought it would be tremendous if we 
could do it. If. If we could hire about 
twenty cameramen. If we could find the 
sound men and the Jeeps to transport 
them and their radio-controlled equip¬ 
ment. If we could afford a helicopter 
and pilot, all the equipment we would 
need. 

"It would be like filming a war," 
Bruce said. 

The scenes we brought back from the 

(LEFT) Brown and Bagley film scenes of McQueen, Lawwill and Smith for lyrical slow-motion 
“ride sequence" which winds up the picture. (RIGHT) Brown discusses cutting of a sequence 
with editor Don Shoemaker, who did a monumental job of wading through 300,000 feet of film 
and cutting it into an exciting feature. 

Southern California Mojave Race have 
elicited praise from reviewers of the 
film, and much of the credit for this 
must go to the team of Dave Jones, 
helicopter pilot, and Nelson Tyler, aerial 
cameraman. Nelson designed the vibra¬ 
tionless mount he uses, so, naturally he 
is familiar with it and efficient in its use. 
In our opinion, these two are tops, and 
we were fortunate to get them. 

As far as equipment was concerned, 
our only failures were the result of the 
dirt which is unavoidable with this kind 
of filming. It was worse than I can 
describe, however. Understandably, one 
of our first investments was a good air 
compressor for blowing the dust out of 
the cameras—after we had worn out our 
welcome down at our friendly neighbor¬ 
hood filling station. Eventually, we had 
a member of our staff devote the 
majority of his time to cleaning up the 
equipment every week. Worse than dust 
was mud. Sometimes we would shoot in 
streaming rain with the cameramen 
sloshing around in the mud with Baggies 
over their cameras and eyepieces so 
fogged up they couldn't even see. From 
a visual standpoint, though, we feel the 
weather difficulties added rather than 
detracted. For example, the heat waves 
which distort some scenes were deliber¬ 
ately planned for, as we consider them a 
very real part of cycling. 

Just the same, it takes a pretty 
rugged crew to maintain unflagging en¬ 
thusiasms under some of these condi¬ 
tions, not the least of which is constant 
travel. We filmed about 17 national 
races in the U.S., from Bonneville, Utah 
to Peoria, III. or from Sedalia, Mo. to 
Daytona, Florida. Bruce, Don Shoe¬ 
maker, and Allen Seymour made several 
cross-country auto trips with the riders 
to authenticate the travel hardships. 
This didn't win them too many points 
with the wives and families left behind, 
but the gals suffered through the project 
with us without too much complaint. 

As I said, we accumulated over 
300,000 feet of film, but without the 
capable editing of Bruce and Don, it 
would not have been much of a picture, 
despite all the blood, sweat and tears. It 
was a great day for us when we per¬ 
suaded Don to give up his nice steady 
job and move his family—lock, stock 
and barrel—down to the beach to join 
us. He brought with him his years of 
professional experience with ABC and 
other Hollywood film producing outfits, 
and also a point of view compatible 
with ours. When you can get a skilled 
editor who also has a cameraman's eye 
and photographic ability, you get the 
rapport which is needed in a group 
where everyone does, not only his own 
Continued on Page 90 





THE EXPLORERS 
DAVID L.WOLPER 

PRODUCTION 

Main and End Title Designed and Produced by PERRI & SMITH 

perric. 
film and graphic design 

633 north la brea avenue 
hollyiuood, California 90036 

(313)931-1603 
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Expensive cameras deserve 
the best treatment avail¬ 

able, especially when 
they are ill and in need 

of servicing. That’s why 
we at Alan Gordon 

Enterprises are ex¬ 
tremely proud of our 

Camera Service 
Department. When 
you bring in your 

Arriflex, Eclair or oth¬ 
er professional camera, you can rest assured that 
the factory-trained technician who performs the 
operation is as knowledgeable as any man in the 
business ... that’s why we call him “The Camera 
Doctor.” 

Our technicians handle each repair assignment 
exactly as a fine physician treats his patients... 
and quickly return sick cameras to their tripods 
with lenses gleaming and a hearty sync-pulse. If 
your camera has a cold and is in need of repair, 
servicing, winterizing, modifying or a combination 
of these services, be sure and call Alan Gordon 
Enterprises and ask for “The Camera Doctor.” 

Most pros do. 

Shipping Your Camera to AGE Inc. for Repairs 

Cameras shipped to AGE Inc. for repairs must be sent freight 
pre-paid and fully insured. We recommend that a list of 
problems be included with the camera. Our technicans will 
analyze the problems and prepare an estimate. Those in a 
hurry can request repairs without estimate. 

SERVING THE WORLD 

aian gordon enterprises me. (u=- m 
1430 N. CAHUENGA BLVD. • HOLLYWOOD, CALIFORNIA 90028 

SALES (213) 985-5500 • RENTALS (213) 466-3561 
\J> 
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For 
AMGEMIEUX 
Lenses: 

9.5 - 95 

12.5-75 
12-120 

12-240 

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

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 

Type BTL35A- 

FOUR holders with kit $65.00 

Type AE3GS - 

FIVE holders with kit $45.00 

FOUR holders with kit  40.00 

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

PHONE 503-292-5569 

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 

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

STAR EFFECT 
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. 

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. 

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. 

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

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

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

Selected by NASA for Apollo flights and earth resources programs 

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. 



For The Film Maker and TV Maker... The Best and Newest Books In The Field of... 
■ ■■■■■■■ H ■■■■■■■■■■ WWW IT 

MOVIE FILM PRODUCTION 
m JJL 

1/2-PRICE BONUS SALE! BUY 3 OR MORE ROOKS AND GET ONE BOOK AT Vi PRICE! 
739. MOTION PICTURE & TELE¬ 
VISION FILM IMAGE CONTROL & 
PROCESSING TECH, by Corbett 
Thoroughly covers image con¬ 
trol & processing techniques. 
For all those involved in movies 
or TV film processing. Hundreds 
of diagrams. Only $19.75 

846. ART IN MOVEMENT: 
NEW DIRECTIONS IN ANIMATION 

by Halas & Manvell 
Far more sophisticated tech¬ 
niques are available to the 
film-maker in a field of art that 
was immobile in the past. Com¬ 
bines aesthetics with experi¬ 
ment. Only $17.50 

830. THE TECHNIQUE OF THE 
FILM CUTTING ROOM 

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

517. MOVIE & VIDEOTAPE 
SPECIAL EFFECTS|by Brodbeck 
First guide to working with 
videotape. An enormous range 
of special effects that can be 
accomplished on film and video¬ 
tape. Only $8.95 

807. THE TECHNIQUE OF DOCU¬ 
MENTARY FILM PRODUCTION 

by Baddeley 
The thorough guide to planning, 
scripting, production & distrib¬ 
uting fact films. Used as a text 
at leading universities. 

Only $10.00 

818. THE TECHNIQUE OF THE 
MOTION PICTURE CAMERA 

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

16 3S«?m 

HANDBOOK 

528. PROFESSIONAL 16/35mm CAMERAMAN’S 
HANDBOOK by Verne Carlson 

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

I.A.T.S.E. Official Bulletin. 

“This book should be owned by 
every student & professional en¬ 
gaged in making motion pictures.” 

International Photographer. 

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

Rangefinder. 

Over 130 photos and illustrations fully cover the 
installation, operation and use of 17 cameras, 
magazines, lenses, accessories and equipment. A 
must for all in film or TV. Only $15.00 

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

814. THE TECHNIQUE OF 
SOUND STUDIO by Nisbett 
Major chapters cover: micro¬ 
phone balance, studios, sound 
levels, sound effects, mono & 
stereo. Important volume for 
student & professional. 

Only $13.50 

530. 8mm/16mm MOVIE 
MAKING by Henry Provisor 
A comprehensive study of all 
aspects: techniques, opera¬ 
tions, setup, casting, scripting, 
lighting, equipment, opera¬ 
tions. A complete course. 

Only $8.95 

842. WIDE-SCREEN CINEMA 
AND STEREOPHONIC SOUND 

by Wysotsky 
Covers wide-gauge systems, 
panoramic films, circular pan¬ 
oramic cinematography, 3-D 
sound transmission & stereo- 
sound-recording for films. 

Only $15.00 

506. HANDBOOK OF BASIC 
MOTION PICTURE TECHNIQUES 

by Brodbeck 
One of the best books ever. 
Techniques proven by the U.S. 
Army Signal Corps and pro¬ 
fessionals. Only $8.95 

805. THE TV DIRECTOR/ 
INTERPRETER by Lewis 
This book describes how the 
director is the interpreter of 
the program action to his 
audience. Only $8.95 

847. BASIC MOTION PICTURE 
TECHNOLOGY by Happe 
A comprehensive survey of the 
technology of film and its ap¬ 
plication in television. Special 
effects, film processing & du¬ 
plicating. Clear & simple dia¬ 
grams. Only $10.00 

841. THE WORK OF THE 
FILM DIRECTOR by Reynertson 
The basics in editing, screen¬ 
writing, music, sound, camera 
movement, on-set & location. 
Technical know-how to carry 
out director’s function. 

Only $13.50 

808. THE TECHNIQUE OF FILM 
ANIMATION by Manvell 

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

685. THE TECHNIQUE OF FILM 
EDITING by Reisz & Millar 
The combined knowledge of 10 
members of the British Film 
Academy. Only $13.50 

OTHER POPULAR TITLES 
For Improved Techniques In Your Field! 

802. DOCUMENTARY FILM by Rotha. 
History & development of the fact film 
. . . trends & uses in various nations. 

Only $10.00 
810. TECHNIQUES OF FILM & TELEVISION 

MAKE-UP by V.J.R. Kehoe 
Only $16.50 

812. DOCUMENTARY IN AMERICAN 
TELEVISION by Bluehm.Thedocumentary 
movement is exploited critically in this 
knowledgeable & often controversial book. 

Only $8.95 
820. TECHNIQUE OF THE TELEVISION 

CAMERAMAN by Peter Jones. Instruction 
in all the techniques for smoothly 
filmed or recorded television. 

Only $10.00 
822. TECHNIQUE OF EDITING 16mm FILM 

by Burder. 
Only $9.50 

829. THE FOCAL ENCYCLOPEDIA OF FILM & 
TELEVISION TECHNIQUES edited by 
Spottiswoode. The first major work of its 
kind. More than 1,000 pages. 

Only $37.50 
941. ANIMATED FILM by Roy Madsen. 

Only $14.75 

y2 PRICE BONUS! 
Order 3 or more books from this ad and buy 
any additional book at half-price! This is a 
great opportunity to add to your technical 

and save money, too! 

MAIL COUPON TODAY! 

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

Please send me the following books: 

AC-172 

No.. 

No.. 

No.. 

.No.. 

.No.. 

.No.. 

. No. 

.No., 

Orders for 2 or more books sent postpaid in 
U.S.A. & Canada. Add 50£ shipping for 1 book. 
N.Y. residents add sales tax. 

□ I have ordered 3 or more books, send Book 
No at half price $  

Enclosed is check or money order for $  . 

(Rated companies can send purchase order; ship¬ 
ping charges additional.) 

Name (please print) 

Address 

City 

State Zip 

Add 10% for overseas delivery (except A.P.O./F.P.O.) 
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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: 

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

BLOW-UPS FROM 
16mm TO 35mm 
Continued from Page 67 

reduction CRI should be balanced so 

that the release prints can be printed on 

one light. Here again, the Callier coeffi¬ 

cient problem becomes important. The 

laboratory must resort to extraordinary 

testing procedures to ascertain necessary 

exposure corrections in order to obtain 

an equalized 16mm CRI from a 35mm 

negative. Sometimes it is necessary to 

notch the 16mm CRI negative in order 

to smooth out the timing. 

If a producer does not already have a 

35mm color master positive or 35mm 

separation positives on hand, making a 

reduction CRI is also the most economi¬ 

cal way to make a large number of 

16mm release prints. In any case, it is 

the way to get the best possible quality 

in 16mm prints from 35mm originals, 

and it is the method now commonly 

used in making 16mm prints of pictures 

for television, schools, homes, airplanes, 

ships at sea, or institutional exhibitions. 

ARION ANNOUNCES LOW COST 
MULTI-PROJECTOR PROGRAMMER 

A new, low cost line of multi-projec¬ 

tor programmers, called Dijitel, have 

been added to the programming equip¬ 

ment manufactured by Arion Corpora¬ 

tion of Minneapolis. Dijitel program¬ 

mers are available in three, six or nine 

channel models, ranging in price from 

$425.00 to $825.00. The Dijitel uses 
the reliability of computer logic to 

control any combination of projectors 

plus dissolve controls, lights, and special 

effects. 

Digital data can be recorded on a 

single track of magnetic tape for fully 

automated presentations thus eliminat¬ 

ing the need for multi-track, multi-tones 

or pulse activated punched tape. Digital 

data is unaffected by line noise, radio 

interference or voltage fluctuations. Be¬ 

cause tape speed does not affect the 

reliability of the signals, any cassette or 

reel-to-reel tape recorder can be used to 

record and playback the digital data. 

Both digital data and audio can be 

recorded on the same tape using a stereo 

tape recorder. 

Digital data can also be transmitted 

over a single, two-wire, low voltage 

cable for live, remote control, multi-pro¬ 

jector operation thus eliminating the 

massive cabling and expensive installa¬ 

tion necessary with conventional remote 
control systems. 

For more details write Arion Corpor¬ 

ation; 825 Boone Avenue North; Minne¬ 

apolis, Minnesota 55427 or call 

612/544-8622. 
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1971 KODAK TEENAGE 
MOTION PICTURE AWARDS 
Continued from Page 75 

which features by-play between a gray 
"glob” of clay and a green plastic 
monkey. "Remarkable for this age 
group," commented judges who also 
praised Lynch's "good pre-planning 
.. . good editing . . . good pacing." 

-"HAPPINESS IS THE WACKY 
WONDERFUL WORLD OF WEDG¬ 
WOOD", produced by the 10-and-11- 
year-old students in Mrs. King's Class 
123, Wedgwood Elementary, Florissant, 
Missouri, tied for third place ($50). A 
brief summary of activities and pro¬ 
grams presented throughout the 
1970-71 school year, the 10-minute 
movie was excerpted from a 40-minute 
documentary about the school prepared 
by the class to be shown to parents and 
students. "A good choice of film project 
for a group," said judges who selected 
the 8mm color film for an award. 

In the junior category, other top 
winners are: 

-"THE FLY AND THE FROG", a 
4-minute animation which won second 
prize ($100), was produced by 15-year- 
old Jay E. Sumsion, Richland, Washing¬ 

ton. It features the inept attempts of a 
green clay frog to catch an elusive, 
fuzzy fly. The Super-8 color silent film 
was called "a good stop motion anima¬ 
tion" which "made good use of charac¬ 
ter's expression" and "built suspense" 
by awards' judges. 

—Tom Bertino, 12, Berkeley, Califor¬ 
nia, spent 15 hours on his first film, 
"HERE TODAY, COIN TOMORROW", 
a $50 third prize winner. The 7-minute 
animated cartoon follows the adven¬ 
tures of Floristand, who finds a rare 
coin, loses it, and then finds it again. 
Judges remarked that the eighth grader 
"shows considerable talent" and praised 
his "interesting animation technique" in 
the Super-8 black-and-white movie. 

Other top winners in the senior 
category are: 

—A prolific filmmaker, 17-year-old 
Howy Hess, Santa Maria, California, 
whose most recent of over 30 film 
productions, "WHY FRANKEN¬ 
STEIN", took second prize ($100). In 
the "filmic-poem," an unusual Franken¬ 
stein's monster—designed as a powerful 
soldier of death—is destroyed because, 
as a loving, natural being, he does not 
suit the purposes for which he was 
created. "A gripping picture," said 
judges, "excellent quality . . . remark¬ 

able camera angles. . . very good tech- 
| nique ... fine acting." 

—Started as a school project, "EASY 
REITER", a first film effort by 16-year- 
olds Tom Birkett and Duffy Reiter, 
both of Stockton, California, earned 
them third prize ($50). A luckless 15- 
year-old high school student, portrayed 
in the Super-8 color film by Reiter, is 
the hero of this live action movie which 
took approximately 168 working hours 
to produce. During judging, the 27-min¬ 
ute film was lauded for "excellent use 
of camera, framing . . . good story idea 
.. . and good choice of musical back¬ 

ground." 
In the One Reeler category, other 

top award winners are: 
— Ron Howard, 16, Burbank, Califor¬ 

nia, won second prize ($100) for 
"DEED OF DARING-DO", a 31/2-min- 
ute live action film which shows the 
daydream adventures of a young boy 
roaming around a western movie set. 
"Well-executed," said contest judges 
who particularly noted the "good story 
line . . . effective use of camera angles 

. . . and very good cuts" in the Super-8 
color production. 

—The splendid sets—"too good to 
waste"—available in nearby Cripple 
Creek, Colorado, inspired Russell Kern, 

Bauer introduces 
the P6 Studio: 

AN ADVANCED 
DOUBLE-SYSTEM 
16MM SOUND 
PROJECTOR. 

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

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

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

Ol 
PRODUCT BAUER 

ALLIED IMPEX CORP . DIVISION OF AIC PHOTO. INC 
168 GLEN COVE ROAD. CARLE PLACE. N Y 11514 
• Bauer a Reg TM of Robert Bosch Photokino GmbH 

For more information, write Dept. AC-1 

Prices are subject to change without notice 
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Beaulieu R16B 
(PZ)* 

with 
built-in 
Power 
oom 

NEW INTEGRAL POWER ZOOM 
is coupled to the fine Angenieux 
12-120mm “auto" zoom lens, providing 
an infinitely variable zoom range 
from 3 seconds thru 15 seconds. 
Zoom speeds can be changed while 
running. Zoom speed is continuously 
smooth and even, with instant and 
absolute Start-Stop. 

A 16mm Motion Picture Camera System 

The Beaulieu R16B ''Automatic'' gives you important features 
of 16mm cameras costing and weighing more than twice as 
much. Features: Fully automatic exposure control system. Lens 
interchangeability. Mirrored shutter. Extremely bright reflex 
viewfinder. Camera body weight — 4*4 lbs. Plus a full range 
of professional accessories, including a "sync" generator and 
200 ft. daylight-load 16mm magazine. 

FOR SALE or RENT 
Get it at Camera Mart... Use it Anywhere. 

CAMERA MART 
456 W. 55th ST., NEW YORK, N.Y.J0019 • (212) 757-6977 

RENTALS O SALES O SERVICE 

18, Colorado Springs, to make "A FIST- 
FULL OF SPAGHETTI", a rough-and- 
tumble western which was awarded 
third prize ($50). The Super-8 color 
film, the 27th produced by the Colora¬ 
do State University freshman, was 
praised during judging as a one reeler 
which "displays a real grasp of pictorial 
continuity." 

Other top winners in the Sixteen 
Category are: 

-Sixteen-year-old Carl WiHat, Mill 
Valley, California, won second prize 
($100) with his first 16mm film, 
"WASHINGTON AT VALLEY 
FORGE". Set to the comic jug band 
song which inspired its young producer, 
the 2-minute animated cartoon takes a 
tongue-in-cheek look at George Wash¬ 
ington and his troops during the winter 
of 1777-78. Judges cited the "amusing 
spoof" for its "exhuberant animation 

. . . excellent pacing . . . and good sense 
of humor." 

-"DO YOU LIKE THE RAIN?" is 
"like a single thought or poem, a fa¬ 
ther's unspoken question to his son," 
says Charlie Richards, 16, Des Moines, 
Iowa, of his third prize ($50) winner. 
The 31/2-minute black-and-white produc¬ 
tion, which explores the relative merits 
of rain in words, music and images, was 
the high school senior's first film effort. 
"A sensitive little gem of a film with 
real feeling in the photography and in 
the use of music," commented awards' 
judges. 

Films with excellence in a particular 
aspect were given Special Awards ($25). 

The annual competition is sponsored 
by Eastman Kodak Company in cooper¬ 
ation with the University Film Founda¬ 
tion on behalf of University Film Asso¬ 
ciation, whose members serve as judges, 
and the Council on International Non¬ 
theatrical Events (CINE), which chooses 
films from among the winners for show¬ 
ing at foreign film festivals. 

This year's judges were Peter Dart, 
associate professor, Division of Radio, 
TV, and Film, University of Kansas 
(chairman); Guy Brown, 20, Paramus, 
New Jersey, 1970 Grand Prize winner; 
J. Blair Watson, Jr., director. Office of 
Instructional Services, Dartmouth Col¬ 
lege; Rose Blyth Kemp, vice president, 
planning and development, Columbia 
College; James Card, curator of motion 
pictures and vice director, George East¬ 
man House; Graeme Fraser, vice presi¬ 
dent, Crawley Films Limited; Thomas 
W. Hope, consultant and publisher of 
Hope Reports; George W. Colburn, pres¬ 
ident, George W. Colburn Laboratory, 
Inc; and John Flory, consultant, Motion 
Picture and Education Markets Division, 
Eastman Kodak Company. ■ 
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COMPILED AND 

EDITED BY 

Two Veteran Cinematographers 

ARTHUR C. MILLER, A.S.C. 

AND 

WALTER STRENGE, A.S.C. 

THIRD EDITION 

AMERICAN 
CINEMATOGRAPHER 
MANUAL 

wncui muenim 
AMERICAN SOCIETY OF CINEMATOGRAPHERS 

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

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

NAME  

STREET  

CITY STATE ZIP  

California residents please remit 5% Sales Tax (.75 per Manual). 
Foreign Buyers please pay by International Money Order or U.S. Funds 
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"ON ANY SUNDAY 
Continued from Page 80 

// 

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 

specialty, but also doubles in brass 
wherever he's needed. Our usual proce¬ 
dure was for the whole group to view 
the film we had obtained the previous 
Sunday, discuss it, and decide the prin¬ 
ciples it represented. Then Don would 
take the film to his editing table, select 
appropriate scenes, and have a work- 
print made. Along with this, he kept a 
detailed log so we'd know what footage 
was where. 

About this time, we recognized we'd 
have to face up to a fact of life 
confronting every independent film¬ 
maker—namely, that making a film is 
one thing, and selling it another. We 
made a three-reel 16mm promotional 
film to show to the distributor and the 
press at special previews. While we never 
quite regained the three week's time this 
required, we are convinced it was a 
necessary step. Once the distribution 
aspect was locked up, we could go 
ahead with the final editing, sound 
recording, and the 35mm blow-up. 

If you are to have professional qual¬ 
ity, making the blow-up is not just a 
simple matter of enlargement, as the 
color and densities must be balanced 
and corrected. This is particularly im¬ 
portant when the original was shot, as 
ours was, over a long period of time, 
under adverse weather and lighting con¬ 
ditions, with a variety of film emulsions 
(7255, 7256, 7241, 7255), and often 
with forced development of the film. 
We selected Cinema Research Corp. to 
do the job for us, not only because we 
were so satisfied with the work they did 
on "ENDLESS SUMMER", but also 
because they offer a complete range of 
service. We could save time and main¬ 
tain greater control in getting our titles 
and special effects done along with the 
blow-up. 

Except for Don, we are not very 
technically-oriented people, but we 
were impressed with the equipment 
Cinema Research had acquired since 
"ENDLESS SUMMER". Their Eastman 
Color Analyzer proved invaluable, as we 
could work closely with their crew and 
actually see and select the color values 
we preferred. These could be translated 
precisely to the optical printer, as the 
Bell & Howell additive head identically 
matches the color analyzer with very 
minute increments of color balancing, 
and the vibrationless electronic drive 
gives better quality. Since our picture 
was enlarged to a 1:85-1 ratio instead of 
the normal 1:33-1, it was sometimes 
necessary for Cinema Research to scan 
or crop some frames to re-center the 
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SHOOTING IN 
CANADA ? 

Rent from the complete 
rental house 

IINIEQUIP 

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 

image optically for the correct framing. 
They also worked closely with the 
Technicolor people to assure us quality 
release prints. 

When it came to making the sound 
track, Don had a lot of innovating to do 
in matching the action with appropriate 
sound. When you watch a cycle on film, 
you have every right to expect that the 
sound will increase in volume as the 
machine approaches and diminish as it 
goes by. This is not the case; the actual 
sound, coming out the back of the 
motorcycle, gets loud and stays loud. 
The viewer is unaware that he is watch¬ 
ing slowed motion a lot of the time, as 
to his eye it is still incredibly fast. Much 
of the time, therefore, sync-sound, done 
when the action was filmed, was unsatis¬ 
factory. We had hired Bill Amberg, who 
has his own producing company, to help 
us with both sound and camera work, 
and he had some suggestions. We tried 
radio-controlled mikes, wireless mikes, 
playing the track backwards, positioning 
the mike on the opposite side of the 
racing track, but nothing quite worked. 
In the end, we found the most authentic 
sound was obtained by putting a Nagra 
recorder on a racer, taping a mike under 
his leathers, and having him go out and 
get the appropriate sound for us. Fre¬ 
quently, Don and I spent hours trying 
to duplicate sound effects for a single 
scene. 

Bruce's very personalized narration 
is, of course, the sound the audience 
remembers best, but we also felt a 
musical track would enhance the pic¬ 
ture's values. However, the problem 
here was one of communication. We felt 
we lacked the proper terminology to 
describe what we were after to someone 
used to working in the major studios. 
Bruce, though, had heard some music 
by Dominic Frontiere which he liked, 
and when we commissioned this man to 
do our music, the communication prob¬ 
lem evaporated. The entire score was 
written, arranged, conducted and re¬ 
corded by Dominic, and I have never 
seen such total commitment. We owe a 
lot to him. 

"Commitment", though, is the magic 
word in making a picture such as ours. 
If I have given the impression that every 
moment was sweetness-and-light, big- 
happy-family, never-a-cross-word sort of 
thing, that is naturally an exaggeration. 
However, we are a tightly-knit group 
with a tremendous enthusiasm and a 
genuine affection for the entire motor¬ 
cycling fraternity. If our picture 
achieves the success we hope it will, it is 
because a bunch of guys were dedicated 
enough to work 'round the clock if 
necessary on any Sunday. Or any other 

day of the week. ■ 

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 W 
frosted plexiglass. U.L. approved. 
28" x 33" x 60" with light box 
$139.95, without light box $119.95, 
other sizes, prices on request. 
(Packing charge for deliveries out¬ 
side New York City Area.) 

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

3. EDITORS SWIVEL CHAIR Seat 
and back-rest are deeply up. 
holstered with Durafoam. Mounted 
on heavy gauge steel seat pan 
17" x 16". Adjustable backrest. 
All welded tubular steel frame. 
Without casters $39.25, with 
casters $42.66. 

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

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

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

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

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

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

For Editing Equipment catalog write: 

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

THE BOOKSHELF 
By GEORGE L. GEORGE 

Film book publishers are decidedly 
on a nostalgia kick, partly as a reflection 
of the mood of the times, partly be¬ 
cause that type of book sells well during 
the holiday season. 

Lawrence J. Quirk, a particularly apt 
exponent of the trend, comes up with 
three historic surveys, THE FILMS OF 
FREDRIC MARCH, THE FILMS OF 
INGRID BERGMAN and THE FILMS 
OF PAUL NEWMAN, all from Citadel 
Press. Uniform in their large format, 
they include the usual spread of well- 
selected stills (close to 400 each), com¬ 
plete filmographies with cast-&-credit 
lists, synopses and press reviews, and 
perceptive studies of each performer's 
life and career. 

Another window on the past, VON 
STROHEIM by Thomas Quinn Curtiss 
(Farrar, Straus & Giroux) is an incisive, 
fact-filled survey. Stroheim's adventur¬ 
ous life and intense personality are fully 
discussed, stressing his artistic and social 
insights, his battles to retain his films' 
integrity, and his tragic rise and fall as a 
director. 

* * * 

Mary Astor's autobiography, A LIFE 
ON FILM (Delacorte), spans Hollywood 
history from 1920, when she started in 
films at age 14, to her 1964 retirement 
with over 100 features to her credit. 
This is a candid and informative view of 
an industry in constant renewal, as seen 
by an intelligent and talented actress. 

* * * 

A glittering past is conjured up by 
Alan G. Barbour in two large size, 
attractively illustrated Macmillan books: 
A THOUSAND AND ONE DELIGHTS, 
alive with memories of the great movies 
of the 40's, and THE THRILL OF IT 
ALL, the hoofbeat saga of the B-West- 
erns from The Great Train Robbery 
(1903) to The Marksman, fifty galloping 
years later. In WARNER BROS. PRE¬ 
SENTS (Arlington), Ted Sennett com¬ 
bines erudition with nostalgia in his 
evocation of filmmaking in the 30's and 
40's, when that studio's array of top 
creative talent provided some of the 
most popular and trend-setting screen 
fare. 

* * * 

Another aspect of the reading pub¬ 
lic's interest in the past shows itself in 
the reprinting of significant out-of-print 
books. Perhaps the most important is 
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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 

Huntly Carter's THE NEW SPIRIT IN 
THE CINEMA, a 1930 item re-issued in 
the Arno Press series, Literature of the 
Cinema. It is an extraordinarily lucid 
study of the sociological trends of world 
film production, analyzing its economic 
and esthetic contents as an aftermath of 
the introduction of sound. 

* * * 

Equally unique in its field is THE 
BUSINESS MAN IN THE AMUSE¬ 
MENT WORLD, written by Robert 
Grau in 1910 and now part of the 
20-vol. facsimile collection from Ozer 

Publishers, Moving Pictures: Their im¬ 
pact on Society. A prominent booking 
agent, Grau was a keen observer of the 
nickelodeons' growth, the film invasion 
of vaudeville houses, and the transition 
from stage to screen as the most popular 
form of entertainment. His fascinating 
narrative chronicles an era of the indus¬ 
try's expansion and sketches its leading 
protagonists. 

* * * 

A 1931 study of the movie business 
is the Dover reprint of Benjamin B. 
Hampton's classic HISTORY OF THE 
AMERICAN FILM INDUSTRY. It is a 
producer's authoritative view of a turn¬ 
ing point that saw the defeat of the 
Trust, the rise of the star system and the 
battle for the theatres. Another Dover 
classic is Eisenstein's NOTES OF A 
FILM DIRECTOR, first published in 
1948, in which the Soviet filmmaker 
sets down the esthetic concepts and 
practical examples that contributed im¬ 
mensely to the advance of film as an art 
form. 

* * * 

Professional interest in early film 
theoreticians will be rewarded by two 
further reprints from Dover. In 1945, 
Bela Balazs, a Hungarian scriptwriter 
and director working in Germany, pub¬ 
lished THEORY OF THE FILM, in 
which he discusses significant aspects of 
the cameraman's craft, from the emo¬ 
tional impact of close-ups to the lighting 
of Garbo's face. Hugo Munsterberg, a 
German psychologist who taught at 
Harvard, wrote THE FILM, A PSYCHO¬ 
LOGICAL STUDY in 1916-the year 
after Griffith's The Birth of A Nation— 
and it was the first book to analyze the 
psychology of the audience. 

* * * 

And speaking of Harvard, Stanley 
Cavell, who teaches philosophy there, 
looks at movies through a metaphysical 
viewfinder in his intriguing THE 
WORLD VIEWED (Viking). This is not 
for the average film technician or schol¬ 
ar, but if you are interested in unusual 
perspectives, you may well be surprised 
by what you find there. ■ 

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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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 

ALL DAY 
Developing 
Ektachrome 
7252*7241-2 

and 

Printing 
Ektachrome 
7QQQ silent & 
1003 sound 

PLUS 

16m m*8mm/super 8mm 
Internegatives 

CRIs* MASTERS 
release prints 

at 

bebell 
MOTION PICTURE LAB DIVISION 

416 West 45 St. 
New York 10036 
(212)245-8900 
WRITE, PHONE FOR PRICE LIST. 

TIMBERLINE ADVENTURE 
Continued from Page 41 

specials, let me quote the succinct de¬ 
scription articulated by Director Don 
Ringe: "It is a series of five shows that 
place a highly-educated, well-trained sci¬ 
entist (biologist, entomologist, etc.) into 
an uninhabited area—a unique ecological 
environment—for a period of several 
months all by himself. He is provided 
with several Beaulieu 16mm cameras 
(his sole motion picture equipment), a 
variety of lenses and a remote-control 
device which permits him to film him¬ 
self performing whatever activities he 
would actually be engaging in under 
such conditions of field research.” 

The "star" of this particular episode, 
having to do with the timberline envi¬ 
ronment known as the Alpine Tundra, is 
Dr. Dwight R. Smith, a Professor of 
Ecology in the College of Forestry and 
Natural Resources at Colorado State 
University. Having taken a leave of 
absence from the halls of academe in 
order to appear in this film, he has 
grown a handsome black beard and 
appears very hale and hearty. 

Dr. Smith greets us warmly, obvious¬ 
ly glad to have some short-term com¬ 
pany, although he has clearly been 
enjoying the splendid isolation of this 
mountain retreat. Charlie Combs arrives 
with the pack horses and our gear is 
unloaded and stored inside Brown's 
Cabin, which is to be our home away 
from home for the next several days. 

Taking its name from the stubborn 
miner who built it almost a century ago, 
after having slogged his way across the 
great plains from the eastern seaboard, 
Brown's Cabin is a masterpiece of fron¬ 
tier architecture. Its walls, looking as 
sturdy today as when they were built, 
are constructed of logs dove-tailed with 
such precision that one could scarcely 
force a knife blade between them. The 
main cabin is a two-story affair with a 
steep stairway and two rooms on each 
floor (which once housed a comfy 
arrangement of 12 miners), and there is 
a low-ceilinged shed off to the side that 
must have originally been used for 
storage. The cabin, for all intents and 
purposes, now belongs to Charlie 
Combs, who took it over on a mining 
claim in 1966. 

"What a wild pad!" says Longo. "It's 
got walls like a fortress, but the roof 
looks a little ridiculous—just boards 
covered with tarpaper. How could it 
survive the snow load without reinforce¬ 
ments?" 

"Well, it's been here 86 years," says 
Charlie, with laconic logic, and that's 
the end of that. 

The term "Alpine Tundra" fascinates 
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me, conjuring visions of frozen wastes 
and I ask Dr. Smith why it is applied to 
this particular region. 

“That's the correct scientific term," 
he tells me, “and it's quite similar in 
some ways to the tundra areas you 
might find in the Arctic Circle. It has 
many of the same species of broad¬ 
leaved plants, shrubs and grasses that 
exist in the Arctic Circle. The same is 
true of insects, bird life and, to some 
extent, mammals. The tree line varies 
from 11,000 feet at the Northern 
boundary of Colorado to nearly 12,000 
feet where Colorado and New Mexico 
join and it extends from there to the 
mountain peaks which are over 14,000 
feet in this area. This cabin is located 
almost precisely at the North-South- 
East-West center of Colorado. The wind, 
at this altitude, has a unique 'flagging' 
effect on the trees. The wind strikes 
them on their windward side, dessicat- 
ing the buds. Also, they are more 
vulnerable to frost damage on the wind¬ 
ward side, so that, as a result, the limbs 
grow just on the lee side. In addition, 
the ends of the branches are literally 
sheared off by the winds, as if you'd 
taken a pair of hedge clippers and gone 
over the trees. The result of all this 
environmental stress is that the trees 
have a wind-blown, sculptured look 
which is very dramatic. The whole area 
is a photographer's paradise." 

Speaking of photography, and in 
view of the fact that he will have filmed 
about 90% of the footage that goes into 
the finished picture, I ask him what 
background he's had in cinematography 
prior to this assignment. 

"I hadn't really done any cinematog¬ 
raphy before," he tells me. I'd shot 
quite a few still pictures with my 35mm 
Pentax camera and a very limited 
amount of 16mm movie film for re¬ 
search and study purposes, but all on an 
amateur basis—hardly what you could 
call cinematography. They've provided 
me with three Beaulieu 16mm cameras 
to use up here and it's very fine equip¬ 
ment. The Beaulieu was a very good 
choice because, for an amateur like 
myself, its automatic exposure control 
and other automatic features make it 
very simple to operate. I could have 
used a good deal more training in the 
basics of making films before I accepted 
this assignment, but I did go down to 
the Beaulieu office in Los Angeles 
where a gentleman there gave me some 
very good instruction in the use of that 
camera. Also, I took a night class in 
photography at Colorado State Univer¬ 
sity. It was conducted by Dale Sanders, 
a professional photographer in the area, 
and dealt with the practical aspects of 
Continued on Page 97 

f anotheft f)‘m CAMART PRODUCT 

SHOOT MULTIPLE 
IMAGES FROM A NOW 

SINGLE SUBJECT WITH THE 

CAMART OPTICAL 

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

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

Additional Prisms & Accessories Available. Prices on Request. 

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

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

16-35mm & 

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

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

ROTATOR LENS FOR 
CAMART OPTICAL 
FX UNIT FOR 

TV Cameras 
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family of 16mm Ektachrome films, 
B&W Negative & B&W Reversal. 

2. Color & B&W Dailies. 13. Exclusive TRIAD® Additive Com-1 
puterized Duplicating Process. 

4. Color Internegative/Positive with 
TRIAD® Additive Scene-To-Scene 
Color Corrections. 

5. Editorial Services — Creative Edit¬ 
ing, Conforming, Editing Room 
Rental, Interlock Projection Facili-j 
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. 

i & 
.i I1,;.; r * ?!. 

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 

QUESTIONS & ANSWERS 
Conducted by CHARLES G. CLARKE, ASC. 
and WALTER STRENGE, ASC. 

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

QWe have been producing three 
fashion films annually, using 

16mm Commercial Ektachrome, making 
release prints without sound. On our 
next production (working with a low 
budget, of course) we would like to add 
sound, including narration and back¬ 
ground music, and make about 10 
prints. How can we add sound at low 
cost to our 16mm Commercial Ekta¬ 
chrome original master? 

A To obtain the type of sound track 

you require, the usual procedure 

is to begin with the use of magnetic 

tape. Record your narration on one 

tape, then record your music on a 

second tape. If you have two-channel 

facilities available when rerecording, 

you can combine the two tracks on a 

single tape, thus obtaining the level of 

narration and music that you wish. 

Where such facilities are not available 

your best bet is to engage a professional 

sound recording studio to do the work 

for you. From the resultant single tape, 

the recording studio can then transfer to 

an optical negative sound track for 

Ektachrome printing. In the cutting, 

sync your picture with the sound track 

to prepare it for release printing. 

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

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

A To take a reading of a back-light¬ 

ed subject with the meter, the 

meter should be used in the normal 

manner—that is, at the position of the 

subject, and with the heliosphere light- 

collector aimed at the camera lens. 

As a back-light illuminates only a 

portion of the camera-side of the sub¬ 

ject, it will illuminate the same percent¬ 

age of the heliosphere, which represents 

the camera-side of the subject, and thus 
the meter will precisely indicate the 

correct exposure. 

Qln photographing a Chinese junk 
coming in towards a rocky prom¬ 

ontory, I wish to achieve the effect of 
the craft coming through a fog, and 
becoming more clearly defined as it 
approaches. I have Harrison fog filters 
Nos. 2 and 4. Are there any special 
directions, filter factors, etc., to be 
observed in order to get the effect 
described? I will be using 16mm Ekta¬ 
chrome. 

A Fog filters alone may not give the 

desired effect of increasing clarity 

as the subject approaches, because fog 

filters affect both background and fore¬ 

ground to about the same degree. Used 

with real (or artificial) fog, such filters 

are useful to enhance the effect of the 

fog, especially in the foreground where 

real fog usually thins out. Smoke, which 

is light in tone, may sometimes be used 

where artificial fog-making facilities are 

not available; here, fog filters can be 

useful in blending background with the 

foreground. 

When fog filters are used, the result¬ 

ant effect is best determined through 

actual test, if the photographer is not 

already familiar with it. Usually, the 

result is much less "foggy” than it 

appears to the eye through the camera, 

depending, of course, on the aperture 

used and the subject contrast. By com¬ 

bining fog filters, additional effect is 

obtainable. In color photography, bright 

hues often pick up in the background, 

and even a fairly pale blue sky will come 

through on film where it was unnotice- 

able through the camera. 

Interesting fog effects can be impro¬ 

vised when time permits, by shooting 

through parallel glass cells into which 

small amounts of cigarette smoke are 

introduced or exhausted. No factors 

need be considered for fog filters; they 

lighten the scene enough to make up for 

any transmission loss; in fact, it is 

sometimes necessary to stop down the 

lens. 

QAre butt splices made with a tape 
as durable as conventional lap 

splices? 

A Butt splices made with Mylar tape 

are said to be stronger than any 

other type of splice known. 
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TIMBERLINE ADVENTURE 
Continued from Page 95 

outdoor photography and the filming of 
wildlife. In addition, I had a number of 
discussions with Fred Shook who teach¬ 
es cinematography at CSU—I wish I'd 
had time to take his course—and he 
went out with me on two weekends to 
shoot some footage of water fowl. We 
shot several rolls of film with the 
Beaulieu which, coincidentally, is the 
camera he uses in teaching cinematog¬ 
raphy at the university.” 

What Are We Doing Here? 

On the way to Colorado Springs, 
while we were on the plane, Don Ringe 
had explained to me why the camera 
crew from Hollywood was going up to 
Brown's Cabin at this point, and exactly 
what its mission would be. 

"The format of the show calls for a 
scientist, living alone in a specialized 
environment for six months, to do his 
thing and document his own activities 
on film,” he told me, "but there's a 
point beyond which you can't push 
that. In this case, the high altitude of 
the location makes it difficult for any¬ 
one living just a few hundred feet above 
sea level to work and function. The 
season of the year and the fact that the 
cabin is located in a mountain pass 
surrounded by high peaks cuts down the 
hours of sunlight and limits his shooting 
ability to quite an extent. Consider, 
also, that Dwight is a PhD, not an ASC, 
and the mechanics of professional film¬ 
ing are new to him. So, just after he 
arrived in the early summer, we sent a 
crew up for a few days, led by Larry 
Savadove as Director and Vilis Lape- 
nieks as Cinematographer, to shoot 
some scenes of Dwight moving into the 
cabin and just generally surveying and 
checking out the area. Then he was left 
alone for several months to shoot what¬ 
ever he could shoot while studying 
wildlife, plant life, weather, water, geol¬ 
ogy—the whole realm of the ecological 
system of this area. He's shot a lot of 
very good footage during his months 
alone in the location. But now winter is 
here and it will be only a week or so 
before the real blizzards begin. The area 
will then be completely inaccessible. 
The only way Dwight will be able to get 
out is by air. We've made an arrange¬ 
ment with the Army to send a Huey 
helicopter in to get him. Our mission is 
to show the effect of winter on the 
environment and the hardships of sur¬ 
viving at this altitude in an extreme 
degree of cold. Dwight doesn't always 
work out of the cabin. He very often 
Continued on Page 99 

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

Gentlemen: 

I want to sell (items & description—attach separate 

sheet if necessary)  

Please rush me your quote by return mail: 

Name  

Firm _ 

Street . 

City — -State. -Zip 

Advanced scheduled processing techniques move your jobs rapidly 

through a world of quality control. 

☆ 16mm Ektachrome 
M-4 process 

☆ Super 8mm Ektachrome 
SO-105 

☆ 16mm Ektachrome ECO-3 
process 

☆ Super 8mm & 16mm 
B/W Reversal 

☆ Silver Sound Track 7389 

☆ W 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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CINEMA WORKSHOP 

Continued from Page 20 

to align azimuth visually, and a special 
azimuth alignment test tape must be 
employed. This test tape is simply a 
high-frequency signal recorded by a 
machine with a critically adjusted azi¬ 
muth. The procedure is simple. Play 
back the test tape on the recorder. Note 
the level reading on the VU meter. Then 
adjust the head azimuth very slightly to 
either side and note the level reading on 
the meter. If the level increases in one 
direction and decreases in the other, 
keep turning in the direction of the 
increased reading until a peak level is 
reached. This is the optimum adjust¬ 
ment. (Note: also check gap visually, as 
there could be smaller, secondary peaks 
in level on either side of the main peak 
or proper adjustment.) 

Once the playback head is adjusted, 
the record head is aligned in a similar 
manner. Record a steady tone onto a 
blank tape, monitoring off the playback 
head. Adjust the azimuth, as before, for 
a peak reading on the VU meter. Heads 
with improperly aligned azimuth will 
suffer from severe loss in signal strength 
and exhibit poor signal-to-noise quality. 

SECOND EDITION 

By CHARLES G. CLARKE, ASC 

Professional Guidance For Aspiring Cinematographers 

SUBJECTS INCLUDE: Camera, camera mounts... Lenses, wide-screen lenses 
...Filters and Filter effects... Day-for-night photography... Exposure for 
color and black and white films... Light meters and their use... Color 
temperature meters... Equipment for set lighting and its control... Camera 
angles and techniques... Special lighting problems... Color psychology 
... Composition ... Special photographic effects... Set operation on the sound 
stage ... New film emulsions... Forced development data. 

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

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

$io°° 

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

Please send me copies of PROFESSIONAL 

CINEMATOGRAPHY @ $10.GO ea., postpaid. No 
C.O.O.’s. Single book orders will not be billed. 

Check or money order must accompany orders 

for single bocks. 

Name     

Street  

lity      

State   zjp  

California residents please remit 5% Sales Tax 

(50r per copy). Foreign buyers please pay by 

International Money Order or US funds. 
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TIMBERLINE ADVENTURE 
Continued from Page 97 

backpacks further up the mountain, 
even higher than we are now, where he 
has to exist under very stringent, cold 
conditions, while functioning as camper, 
scientist, cameraman—all those things at 
once. It's pretty unreasonable to expect 
all that of the man. So that's why we're 
going in now with a professional cam¬ 
eraman, Joe Longo. The idea is to give 
Dwight the freedom to act more natu¬ 
rally, to just let him do his thing and 
not be concerned with a locked-down 
remote camera or what he has to shoot. 
We want to get shots of him climbing 
the mountain on snowshoes with a 
heavy pack on his back, while the snow 
is falling. We want scenes of him setting 
up his campsite in temperatures below 
zero, with winds blowing at 40 miles an 
hour—which are things that he couldn't 
possibly shoot himself.'' 

All this is very interesting, but I keep 
wondering how Don expects Nature to 
provide all these special effects on cue. 
Little do I know that he has a private 
pipeline to God. 

The filming begins with a sequence 
showing Professor Smith communing 
with the birds. Shortly after he moved 
into the cabin, six Canada Jays (some¬ 
times known as ''Camp Robbers” be¬ 
cause of their proclivity for carrying 
things off) had taken up residence near¬ 
by, providing him with a certain com¬ 
panionship and amusing him with their 
antics. That they are very tame is 
attested by the fact that, while I am 
loading my Nikon, one of them perches 
right on the camera and supervises the 
job. 

The Arriflex is set up and, while it 
rolls, Dr. Smith sits on a kind of narrow 
porch alongside the cabin and holds a 
bit of cracker in his mouth or places it 
on top of his head. The birds swoop 
down, quick as a flash, and carry off the 
morsels. It makes a very charming 
sequence. 

Comes lunch time and Longo dips 
into his kit bag and comes up with a 
veritable smorgasbord, consisting of two 
kinds of Italian salami and three vari¬ 
eties of cheese. 

"I always carry a few emergency 
rations," he explains, as we scarf up the 
welcome goodies. 

The afternoon is taken up with the 
filming of sequences showing Dr. Smith 
performing more or less routine man¬ 
euvers in the area—checking the weather 
station he has set up nearby, studying 
the effects of environmental stress upon 
the trees and shooting various scenes 
with his Beaulieu. 
Continued on Page 105 

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 and Beaulieu at only $85.00 
Model 125E for the Eclair camera priced at only $99.50 

Call or write now for further information. Leopold Enterprises, South 
729 West Sunrise Blvd. • Fort Lauderdale, Fla. 33311 • (305) 764-1315 

Canadian Distributor: Photographic Analysis, Ltd. 
8 Brian Cliff Drive, Don Mills (Toronto), Ontario • (416) 445-6410 

IEDPDIS 
ENTERPRISES, INC. 

One time 
makes the 

customfit to all. 

Hands 
off 

the ugly 
Leo-Pod! 

Mounting for 
flat base camera. 
Also available for 

Eclair Camera. 

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. 

Tilts to 30 degrees 
up or down. The 

Leo-Pod does 
the moving, 

not the cameraman. 

Telescoping 
camera support 

New...from Alan Gordon Enterprises 
Single-Frame 
Drive System 
for Arriflex 
16mm Cameras 
The new Arriflex Single-Frame Drive System fits any Arri 16 without modifica¬ 
tion. It is an ideal accessory for converting your Arriflex to an animation or 
special effects single-frame camera. Three models are available: 

FEATURES: Model STG — Same as SPG except supplied 
' ,. with solid state interval timer. 

• All models can be supplied for operation on Single-frame pulse rates, 1-per- 
115VAC or 24VDC. second to l-every-10 seconds. 

• All units operate on cine mode by depres- Additional interval timers avail¬ 
sing a switch mounted on camera motor. able covering a wide range of 

• Motor indexing switches are protected from pulses. 
motor-inductive kick by transistor circuit. Price  $590.00 

• All models easy to install, easy to operate. ,, . , . 3 Model DTG — Same as SPG except supplied 
with two interval timers, one 

Model SPG — Includes AC single-frame drive controlling picture interval and 
motor. Can be single-framed one controlling length of ex- 
manually or electrically. posure. 
Price . . . . $540.00 Price . . . $650.00 

Available exclusively from: 

aiangordon enterprises me. 
SALES AND RENTAL DIVISION: 1430 N. Cahuenga Blvd., Hollywood, Calif. 90028 

Telephone: Sales - (213) 985-5500 / Rental - (213) 466-3561 
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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 (416) 864-1440 

"LAST PICTURE SHOW" 
Continued from Page 55 

SURTEES: Outside / used Eastman 
Plus-X negative. It's rated at ASA 80, 
but l had plenty of light for the stop / 
needed. Inside I used Double-X. It has 
more grain, but is rated at ASA 250 and 
can be pushed almost to ASA 1500, if 
necessary. 

QUESTION: Did you push any of it? 

SURTEES: No. It was so fast that / 
didn't have to. / could have gotten 
better quality by using the Plus-X in¬ 
doors, as well, but that would have 
required even more light and, in this 
picture, the quality wasn't as important 
as having it look real. 

^mageJ_Je-srices]ii.co3rporateca. 

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

All$Ibs.ofit. 

The new fttellavox ftp? will become 
a giant in the recording industry. 

Up till now, perfect stereo location recording 
meant lugging unportable portables. 

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

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

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

Another exclusive: Our many tape head assem¬ 
blies with up to four heads. They plug in. Are 
quickly exchanged in the field. And each one con¬ 
tains the components to equalize the electronics 
precisely for a particular tape speed, track config¬ 
uration and tape oxide. With Neo-pilot for mono 

and “Synchrotone” for stereo sync recording! 
Then there’s our 10Vfe"real adapter. It gives you 

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

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

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

SKJJUVOX 
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 

QUESTION: Aside from the sheer 
necessity of having enough light, what 
would you say was your greatest prob¬ 
lem in achieving the extreme depth-of- 
field effect. 

SURTEES: Maintaining the proper bal¬ 
ance between key and fill light. In color, 
for example, all that the film can handle 
is a ratio of about 10-to-1 between the 
brightest object and the darkest object 
and, on night exteriors, you usually 
light at about 4-to-1. But black and 
white film can accommodate a bright¬ 
ness contrast ratio of about lOO-to-1, 
which is completely different from col¬ 
or and much more dangerous. Let's say 
that you shoot a scene at a certain ratio 
and you want to stop down further for 
the very next scene. As you stop down, 
you automatically pick up contrast—so 
you have to figure out just how much 
extra fill to add for compensation in 
order to get the second scene to look 
like the first. It can be very tricky, 
especially if you've been shooting noth¬ 
ing but color for a good many years. 

QUESTION: Your exteriors had a dark, 
brooding quality and very rich skies, 
which indicates that you must have 
made extensive use of filtration. Isn't 
that so? 

SURTEES: Yes. / went back to the old 
black and white Western type of pho¬ 
tography, which isn't done anymore, 
where you have 20 or 30 filters that you 
use for different types of scenes, as 
called for. To say how and where you 
use each filter would be misleading, 
because you could give the same set of 
filters to a different cameraman and he 
would get a different result. In using 
filters, you sometimes under-expose or 
over-expose on purpose to get a particu- 
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tar effect. You might use heavy contrast 
filters (even as high as a 25 red or 21 
orange) in your tong shots to make the 
sky darker—but this also corrects every¬ 
thing else in the scene. The whites 
become whiter; the darks become dark¬ 
er. When you move in for the cioseups, 
it's a good idea to change to something 
like the old Aero-2 filter, which gives 
you more control. Or, if you still have 
to use the heavy-contrast red or orange 
filter, you balance the lighting by eye 
through the camera. When you look up 
it doesn't look like you've got any light 
on the subject at all, but you're photo¬ 
graphing what you see through the 
filter. If you're stuck with using a red 
filter in a closeup, the face will go 
chalky where the sun hits it—so, by 
artificially lighting it, you work it over 
so that it doesn't look chalky. You 
knock down the sunlight by putting a 
net up to shade the face and you 
balance your light by looking through 
the camera. / think that one of the 
reasons / was asked to photograph this 
picture is because not many fellows 
shoot in black and white anymore and 
I'm one of the few left over from the 
old black and white days. You know, 
what they need now is 21-year-old 
cameramen who have 60 years of expe¬ 
rience. 

QUESTION: There's no way for them 
to gain that black and white experience 
anymore, is there? 

SURTEES: No—that's the trouble. All 
that experience is gone. / hate to see 
black and white go completely. I think 
we've lost a great tool, because it's 
absolutely right for certain types of 
stories. It's like the difference between a 
painting and an etching. The work that 
Arthur Miller used to do in black and 
white, for example—it was like an etch¬ 
ing-just beautiful art. It's simply not 
possible to get the same kind of half¬ 
tones in color that you can get in black 
and white. 

QUESTION: Can you tell me a bit 
about the lighting units you used on this 
picture? 

SURTEES: As I've said, we were going 
for depth of field on the interiors and 
often had the lens stopped down to 
F/10. What you need at that aperture is 
a flash bulb! For the 600 foot-candle 
key required in many of our scenes we 
couldn't very well get by with quartz 
lights, although I did sometimes use 
them to fill in for night stuff. My main 
objection to quartz lights, except for 
fill, is that / have no control over them. 

Plan now to attend the 

FIRST INTERNATIONAL 
FILM PRODUCTION WORKSHOP 

JULY 23 - AUGUST 6, 1972 

at GENEVA PARK ON BEAUTIFUL LAKE COUCHICHING 
90 miles north of TORONTO, CANADA 

Professional Staff from LOS ANGELES, MONTREAL, TORONTO 

— for: beginners, intermediate, advanced filmmakers 

120 Hours Solid Training in Cinematography, Cameras, Lighting, Sound, 
Directing, Editing, Scripts, Budgeting, Special Effects, Animation 

Special Sessions in AERIAL and UNDERWATER Filming Available 
at Extra Cost 

All Types of 8mm and 16mm film; Television, Industrial, Documentary, 
Educational, etc. 

Low tuition includes all equipment, film, room, meals, and trip to world's most advanced 
• theatre. Total price $495.00. 

BRING THE FAMILY! This is a modern resort with a great summer recreation. 

Program including trips to ONTARIO PLACE, ANIMAL WORLD, HURON INDIAN VILLAGE 
for wives and children at low rates. 

WRITE: WORKSHOP, BOX 1259, STATION Q, TORONTO 7, CANADA 

New Hahnell6mm splicer. It’s motorized. 
Instead of hand-scraping 
(and the risks thereof), 
Hahnel’s new battery- 
operated 16mm splicer 
uses a 6000-rpm sapphire- 
coated scraping wheel to 
produce a clean, wedge- 
shaped, jump-free, blip- 
free splice. In seconds. 
Consistently. 

What’s more, it lets 
you cut right on the image 
line, so you never lose a 
single frame. 

The Hahnel wedge-shaped splice 
is invisible on the screen. 

And cementing is 
easier, too: there’s a light 
right under the spot where 
the film-ends meet. 

For single- and 
double-perforated 16mm 
films, magnetic, optical or 
silent. Under $50* (not 
including batteries). 

Hahnel also makes 
motorized super-8 and 
standard-8 splicers and 
editors. All are unfair to 
hand labor. 

UNFAIR 
TO HAND LABOR 

11 HAHNEL 
ALLIED IMPEX CORP DIV OF AlC PHOTO. INC 

168 GLEN COVE ROAD CARI E PLACE, N Y nsi4 

Prices may be subject to supplementary duty For more information, write Dept. AC-1 
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the automatic thermal unit 
With recirculating system /Type 316 S.S. construction 

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

price: 
$1295 

cools or heats as set 

1/10 degree temperature 
maintained 

smaller models available 

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

CRYSTAL! 
CONTROLLED 

CAMERAS/RECORDERS I ]rn.ageJ_Je-srices]rico3rporateci 

r j/'-Zs/'/r <r£ 

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

/ can't get them to cast a sharp shadow. 
Even so, we kept the lighting equipment 
to a minimum. We had only two arcs, 
whereas on a picture of this size you'd 
ordinarily use at least five. We'd light up 
the whole town with just two or three 
lamps. Of course, they weren't interest¬ 
ed in having the backgrounds brightly 
lighted. / made a test in advance to 
show them what they were going to get, 
so they fully understood what the result 
would be. We made trucking shots down 
the main street at night with no camera 
car. We had to use a station wagon—but 
it worked out. 

QUESTION: It would appear that some 
of those actual interior locations were 
so small that you'd have trouble getting 
large lighting units into them—let alone 
a camera, crew and actors. 

SURTEES: / found that I could use the 
smaller studio-type lights if / could get 
them dose enough to the people. The 
only time we used the arcs on interiors 
was for an effect-a shaft of light 
coming through a window or something 
like that. We did a lot with a few units, 
just as Jack Marta used to do when he 
was photographing the "ROUTE 66" 
TV series some years ago. He traveled all 
over and just plugged his few lights into 
the line current. He did a tremendous 
job, as good a job as I've ever seen on 
interiors—and with so little equipment. 
One of my problems was that this 
director liked to do 360-degree scenes, 
where the actors walked all around the 
place with the camera following. We 
never stopped moving throughout the 
whole picture. Such scenes are a cinch if 
you can do them in a series of cuts, but 
a continuous pan is something else. We 
were always hiding lamps behind furni¬ 
ture and on the floor. We used all kinds 
of gadgets, like suction cups to hang 
baby spots on a wall. When you get it all 
lined up, you're still not sure whether 
you're going to make it. The only thing 
that keeps you going in situations like 
this is how many years you've been in 
the business. Actually, I've never seen a 
shot that couldn't be made—if you have 
sufficient time to do it. 

QUESTION: The photography in this 
picture is very clean—that is, free of 
trimmings and frills. Is that due to the 
fact that you had such a small amount 
of lighting equipment available? 

SURTEES: Not really. / don't use back¬ 
light anymore—unless it's established as 
coming from a practical lamp or some¬ 
thing like that-and / don't break up the 
walls with shadow patterns. / think 
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that's old-fashioned and "motion pictur- 
ish" and it would have been all wrong 
for this type of picture. Now, if you 
were shooting a glamour picture, it 
would be different. You'd tend to go 
back to the old style, with all the 
trimmings. 

QUESTION: What kind of power source 
did you use to run your lights? 

SURTEES: / had one little generator to 
carry the full load and the only trouble 
we had, from time to time, was over¬ 
loading the generator, We kept the 
generator on the bus we traveled in and 
once it set the bus on fire. That bus was 
used to move the entire company 
around. There were no separate cars. 
The director and the actors all piled into 
the bus with the crew and it was sort of 
fun. There was a great spirit on this 
picture, l/l/e were considerably under¬ 
manned and everybody did as much as 
they could to help one another. 

QUESTION: What kind of lenses did 
you use on the picture? 

SURTEES: The entire picture was pho¬ 
tographed with one lens—a 28mm. l/l/e 
used it for every shot, although it did 
cause something of a sound problem 
with camera noise when we would move 
in for the closeups. 

QUESTION: I can't remember seeing 
anything that looked like a zoom shot 
in the picture. Did you use a zoom at 
all? 

SURTEES: Bogdanovich won't even al¬ 
low a zoom lens on the set. He detests 
zooms, even when they're used just to 
follow someone. Orson Welles had told 
him that a zoom creates artificial move¬ 
ment and, technically, he's correct. A 
zoom shot is merely a magnification of 
an object. It doesn't give you at all the 
same perspective as you'd get, for exam¬ 
ple, if you dollied through a doorway. 
However, there were many times when 
it was necessary to move the camera just 
a couple of feet to tighten up the 
composition during a shot. Using the 
zoom for this purpose would have saved 
literally days on the picture, but Peter 
would insist on laying track and dolly¬ 
ing that couple of feet. He has his 
integrity—which is very important to 
him—and you have to respect him for it. 

QUESTION: There are various degrees 
of closeness in the director-cinematog¬ 
rapher relationship. Just how closely did 
you and Bogdanovich work together on 
this film? 

ERNESTO CAPPAROS, ASC 
Director of Photography 

Now Available for Commercials or Theatrical Filming 

MU 8-0263 - New York City 

Transfer LOJ 

■■ 

6mm 

$15.00 PER HOUR 

Fast Personal Service 

7044 Hollywood Blvd. ^ Suite 6 
HolUwodd, OmiM 90028 

film production f 1213) 466-8239 
services, ltd. I X ^ 

CAMERA CREWS/PRODUCTION ASSISTANCE ANYWHERE IN THE WORLD 
P. O. Box 8037 • San Francisco, California 94128 

 mdiirafe * 
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* •••■**•••••"* P. 0. Box 38-517 • Miami. Florida 33138 USA • (305) 754-4141 

CHANNEL 8 COLOR LAB 
FOR BEST TELEVISION TRANSMISSION 

7389 
TAMPAl 

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

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

905 JACKSOIM STREET/P.O. BOX 1410 
TAMPA, FLORIDA 33601 / 813 229-7781 
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SEAMIN' 
ADVENTURE 

for ‘barefoot’ vacationers 

EXPLORE EXOTIC 
CARIBBEAN ISLANDS 

WEST INDIES, BAHAMAS 
VIRGIN ISLES 

No plush resorts... just darn-good 
fishing... skindiving... sailing. 

Comfortable cabins... 
Good "Grub 'n Grog”. 

10 DAYS 
UNDER SAIL 

from $200 

Mail today for free adventure booklet 
CAP’N MIKE: 
P.O. Box 120, Dept. S 
Miami Beach, Florida 33139 

NAME 

ADDRESS 

CITY 

| STATE 

^WINDJAMMER/ 
V CRUISES J 

SURTEES: Very closely. There's a great 
deal of person-to-person contact when 
you're working with him. You're with 
him all the time. You're with him at 
dinner and after dinner and you never 
stop talking about the picture. He asks 
for your opinions—not just on the pho¬ 
tography, but on story points, too. And 
he makes changes according to what 
people suggest—if he thinks they're 
right. If he doesn't think they're right, 
he always has a lucid reason why not. 
But I'd say he's very much open to 
suggestion—except on the subject of the 
zoom lens. It's fun to talk with him, 
because he's an expert on the history of 
the film industry. He told me that when 
he was 11 or 12 years old, his father— 
who was an artist—took him to see 
"KING SOLOMON'S MINES" and he 
said that from that day he remembered 
the name Surtees and swore that some 
day he'd make a picture with me. He's 
probably cured now. 

QUESTION: And how about you? 

SURTEES: As / said, / like working 
with new directors, if they have talent— 
and he's really talented. / said to him, 
"Peter, you're going to be alright. 
You're going to be a big director be¬ 
cause you're just stubborn enough to 
get what you want." / said that because 
/ couldn't talk him out of anything, and 
I'm pretty good at talking directors out 
of things once in a while. I'd say, 
"Peter, how can we get that shot? It's 
impossible to walk around with the 
camera like that. Where will / put the 
lights?" He'd say, "You'll get it." And 
then he'd walk away. And, by God, I'd 
manage to get it and he'd have what he 
wanted. I'd just shake my head and say, 
"You win again!" ■ 

ROCHESTER FESTIVAL SEEKS 
ENTRIES 

Movies On A Shoestring, the Roches¬ 
ter International Amateur Film Festival, 
is looking for films for its 14th annual 
show to be held April 29, 1972 in Roch¬ 
ester, New York. 

Films on any subject, in black-and- 
white or color, silent or sound, 8 or 
16mm may be submitted. The only stip¬ 
ulation is that the film has not been 
made for theatrical or commercial enter¬ 
tainment. Each film accepted for show¬ 
ing during the Festival will receive a 
special Movies On A Shoestring trophy. 

Closing date for submissions is March 
18, 1972. 

For additional information and appli¬ 
cation forms, write: Movies On A Shoe¬ 
string; P.O. Box 7604; Rochester, New 
York 14622 

ttir 
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 

k Lowel Link Kit. You 
can quickly interlock 

its rugged, modular components 
into hundreds of versatile rigs . . . 
even an on-the-spot ‘cooky’. All 
without tools. And if 
you carry a Lowel 
Quartz Kit as well, 
you’re equipped 
for vi rtual ly 
any location 
lighting con¬ 
tingency. 
Next time you 
goon location, 
go with the 
world’s most 
flexible 
portable 
I ighting 
system. That1 

won’t forget anything . . . even if 
you don’t need a cookaloris. 
For more information, visit your 
Lowel dealer or write/call: 

421 West 54th Street 
New York, N.Y. 10019 
(212) Circle 5-6744 
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SYSTEM 
CdS EXPOSURE METER 

brightest 
sunlight 
candlelight 
moonlight 

microscope 
and 

enlarging! 

Outdoors, studio, 
darkroom, laboratory 
-wherever, whenever 
and whatever your 
exposure problem, the 
incredibly sensitive 
Luna-Pro SYSTEM CdS 
meter reads you the 
precise answer. As no 

n|nC* other meter can! 
Illllo Three optional lock- 

on attachments in¬ 
stantly convert the 
Luna-Pro from a re- 

cnnt and fleeted-and-incident OpUl QIIU light meter to a: 

Variable Angle ‘spot’ 
Meter; Photomicro 
graphy Meter and En¬ 

larging Meter. You may never need them all 
but when you do, your Luna-Pro’s ready. It’s 
famed 2,000,000:1 sensitivity range and unique 
convertibility SYSTEM make the Luna-Pro your 
best long-term investment. See this ‘avid 
reader’ at your camera dealer. 

SPECIFICATIONS: Smooth, one-hand operation ■ 
Measures reflected and incident light (with built-in 
hemispheric diffuser) ■ For still and movie cam¬ 
eras ■ 30° light acceptance angle * sing!e“see- 
saw” selector button for high and low range ■ 
Automatic "memory” needle lock ■ Computer 
range: ASA 6 to 25,000; f/1 to f/90; l/4000th sec. 
to 8 hours; Cine from 8 to 128 fps m EV-3 to EV 
+24; .016 to 32,000 foot candles ■ Weighs only 
7 ounces. 

* OPTIONAL ATTACHMENTS 
for every light measuring need 

VARIABLE ANGLE 
ATTACHMENT 

KLING PHOTO COMPANY 
P.O. BOX 1060, WOODSIDE, N.Y. 11377 

ENLARGING MICROSCOPE 
ATTACHMENT ATTACHMENT 

TIMBERLINE ADVENTURE 
Continued from Page 99 

At one point they film a closeup of 
him blowing a whistle which, I am told, 
simulates the mating call of the Elk. As 
he sounds off with this weird instru¬ 
ment, I am tempted to run for the 
rocks, having visions of a whole herd of 
impassioned bull Elk thundering down 
upon us with God-knows-what in mind. 
But nothing happens—and I breathe a 
sigh of relief. 

That evening, suffused with the spirit 
of brotherhood, I volunteer to cook 
dinner and the wood-burning stove is 
fired up for the production. When the 
food is served, my companions, gagging 
only slightly, tactfully refrain from dev¬ 
astating comment, but it is unanimously 
agreed that henceforth Longo, our very 
own Galloping Gourmet, will do the 
cooking. 

At 7 p.m., Dr. Smith cranks up the 
radio to put through his nightly com¬ 
munique to Charlie Combs, located in 
beautiful downtown Buena Vista. He 
rattles off a list of needed groceries to 
be delivered on the next pack train and 
concludes with the statement: “Send up 
a bottle of Scotch for the camera crew 
and a box of Baby Ruths for me.” 

Afterwards we discuss the project at 
hand and I ask the professor to tell me 
about some of the experiences he's had 
during the filming and his reactions to 
them. 

“I was furnished with a Remo-Rado 
system, which is used for operating the 
cameras by remote control," he tells 
me, “but I've used that only to a very 
limited extent—primarily where I've 
been portraying my own activities. I 
simply set the Beaulieu camera on a 
tripod and then moved into the frame 
and began doing my thing, whatever 
that was—taking vegetation measure¬ 
ments, and so forth. I have three Beau¬ 
lieu 16mm cameras and two types of 
basic lenses—a 300mm telephoto and a 
17mm-68mm zoom lens. 

"Actually, I think the 12mm-120mm 
zoom would have been more convenient 
in getting closeups of some of the 
smaller animals—like the pika or cony, 
for example, which is a little rock 
rabbit. This is a rather shy animal and I 
couldn't pull in as tightly as I would 
have liked because I would frighten the 
animal if I got too close. About 30 to 
35 feet away seemed to be about as 
close as I could get to the pika and this 
simply wasn't close enough for a tight 
shot with the 68mm. 

“I did find that the sound of the 
camera would frighten some animals, 
even though I might be as far away as 
50 feet. I obtained information on how 

WESTERN 
Cilte 

Comp/efe^v 
Producers' Services! 

COLOR PROCESSING 
— VIDEO TIMING 

“FRONT-END SERVICE” 
EASTMAN COLOR NEGATIVES 

& POSITIVES 

OPTICAL PRINTING 16mm to 16mm 
35mm to 16mm — 8mm PRINTING 

SOUND RECORDING, DUBBING, 
MIXING 

EQUIPMENT RENTAL & SALES 

A quality-oriented lab — 
We do the job right! 

$ 
DENVER 

312 So. Pearl St. - Denver, Colo. 80209 

Cine Craft 
8764 Beverly Blvd. - Hollywood, Calif. 90048 
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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... 

Rentals • Sales • Service 
1331 Ponus Ridge 

New Canaan, Conn. 06840 

to construct a blimp, but never got the 
job done. However, I have used a 
turkish towel wrapped around the cam¬ 
era and this has reduced the sound 
considerably." 

I ask the good professor if his prob¬ 
lem might not be solved by using the 
300mm telephoto lens for this kind of 
shooting, and he says: "Oh, I do use the 
300mm lens—although it's not always 
convenient to do so. I've used it primar¬ 
ily to get intimate closeups of small 
wildlife species, such as the marmot, the 
marten and the pocket gopher. You 
don't often see the pocket gopher come 
out of his tunnel onto the surface, but 
with the 300mm lens I was able to get 
so close that I could fill the frame with 
just his head. 

"I was also able to get, I hope, some 
good footage of a young buck mule deer 
and three does that were feeding in the 
basin just across from my cabin. On 
several occasions I was able to shoot 
scenes of these deer without frightening 
them, simply by quietly opening the 
kitchen door and setting up the tripod 
with the camera and the 300mm lens 
inside the kitchen. The sound of the 
camera created no problem and they 
were never aware that I was filming 
them. The 300mm lens brought them 
up close enough so that a single animal 
would fill the frame. As a matter of 
fact, in the case of the buck deer, I had 
to pan him up and down as he was 
feeding in order to keep his head in the 
frame.” 

Is Nothing Sacred? 

The next morning, just as the sky is 
beginning to get light, the professor 
wends his yawning way down the stairs 
in his long-johns to light the fire in the 
kitchen stove and get things started— 
only to find himself surrounded by the 
eager-beaver camera crew intent upon 
documenting his every move for poster¬ 
ity. He is one of the few men I know 
who can manage to look dignified clad 
in long-handled underwear and he takes 
the whole thing with good grace. He is 
photographed stoking the stove with 
wood, lighting a fire and cracking 
through the layer of ice that has formed 
on a pail of water left in the kitchen 
overnight. 

The sole illumination used for light¬ 
ing these interior scenes consists of a 
couple of the light-weight, amazingly 
efficient Sylvania SG-77 Sun Guns, 
hand-held by Ringe and Desatoff. 

Commenting on the lighting situa¬ 
tion, Longo remarks: "The propane 
generator in the cabin here is sufficient 
for recharging the Beaulieu camera bat¬ 
teries and running a couple of low-watt- 

NEW, IMPROVED! 

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

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

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

equipment 

specialists  

all under one 
umbrella 

the BRENNER CINE-SOUND organization covers 
every aspect of Cinematography equipment. Un¬ 
der our umbrella we have a unique team of 
personnel and services, backed by many years 
of expertise related to Sales, Service, Rentals 
and Repairs. 

□ Whether your requirements are: Cameras, 
Lenses, Motors, Magazines, Tripods, Power Sup¬ 
plies, Lighting, Editors, Meters, Projectors, Tape 
Recorders or Screens BRENNER CINE-SOUND has 
it in stock with product names such as: 

ANGENIEUX, ARRIFLEX, ARRIVOX, AURICON, BEAU¬ 
LIEU, BEYER, BOLEX, CANON, COLORTRAN, GUIL¬ 
LOTINE, ELECTRO-VOICE, ELECTRO DYNE, MAG- 
NASYNC, MAIER-HANCOCK, MILLER, MINERVA, 
MOVIOLA, NAGRA, NEUMANN, O’CONNOR, OX- 
BERRY, PERMACEL, REVOX, SENNHEISER, SHURE, 
SPECTRA, SONOREX, ZEISS. 

For more information on Equipment, 
Sales, Service and Rentals, call, write or 
use coupon. 

BRENNER 
C I INI E® S O U INI □ 

5215 Wisconsin Avenue, N.W., 
Washington, D.C. 20015 

(202) 244-3800 

Please mail me additional information: 
□ Service □ Sales □ Rentals 

Name 

Arlrlrpss 

City 

State Zip 

age bulbs in the room at night, but the 
crew that was up here before said it 
wasn't powerful enough to run their 
quartz lights. So, the only thing we 
really can use are battery-powered port¬ 
able lights like these little Sun Guns. 
They're very effective. We get 10 to 15 
minutes of light on a charge, but that's a 
lot for filming. The redeeming feature is 
the fact that the batteries can be re¬ 
charged in about 45 minutes, and you're 
back in business again. If you carry 
extra batteries, you don't have to be 
held up while the others are recharg¬ 
ing.'' 

Although there is only a slight 
amount of ambient daylight coming 
through the windows when he shoots 
the kitchen sequence, he fits dichroic 
filters onto the lamps for consistent 
color temperature. 

Later in the day, when the golden 
rays of the setting sun come shining into 
the room, he leaves the filter off to light 
a scene of Dr. Smith sitting near the 
window, conducting an experiment. 

The script calls for this sequence of 
the professor backpacking up toward 
the summit of the mountain, where he 
sets up his campsite in the snow for an 
overnight stay. Our ''star'' has had 
several months to get used to the 
altitude, so he slings the bulky pack 
onto his back and goes loping up the 
mountain at a brisk pace. The rest of 
us—city-slickers all—trudge laboriously 
after him and are soon huffing and 
puffing mightily. Up near the top, the 
air is even more rarefied than it was at 
the cabin level and each breath of the 
cold thin air feels like a knife stab in the 
chest. 

As Dr. Smith unpacks a compact 
blue nylon mountain tent and begins to 
pitch it on the snowy slope, he tells us a 
tale that is hair-raising in more ways 
than one: "I had backpacked into Silver 
Creek, about 10 miles from here, to film 
some scenes Larry Savadore wanted of 
the tent pitched in a rocky pocket. I 
selected a site at the base of Mt. Yale 
and set up the tent in a sort of chute 
between two rocky ridges. That evening, 
at about 8 o'clock, just after I'd crawled 
into the sleeping bag inside the tent, a 
strong electrical storm began to build 
up, complete with thunder and light¬ 
ning. I was lying there with my eyes 
closed and was aware of the lightning, 
but it didn't bother me—although I 
couldn't go to sleep. At about 9:30, I 
had the impression that someone was 
flashing a powerful searchlight through 
the tent and I opened my eyes to find 
very bright lights moving around—appar¬ 
ently inside the tent. Part of this was 
due to the fact that the blue nylon of 

HAM! 
The book 

that takes the mystery 
out of movie making 

'low 
Budget 

Features" 
A “HOW-TO” HANDBOOK FOR 
INDEPENDENT PRODUCERS 

Packed with up-to-the-minute 
information on: 

• FILM FINANCING 
• ORGANIZATION 
• SCRIPT BREAKDOWN 
• PRODUCTION BOARDS 
• SHOOTING SCHEDULES 
• COST ESTIMATING 
• UNION CONTRACTS 
• TALENT CONTRACTS 
• EQUIPMENT 
• CREW REQUIREMENTS 

and hundreds of other topics 

- PLUS - 

Source Directory 
Craft Dictionary 

and 

27 Page 
Sample Budget 

(COMPLETELY WORKED OUT) 

$20-00 

(Plus Tax in Calif.) 

SEND CHECK WITH ORDER TO 

“LOW BUDGET FEATURES” 
1054 N. CAHUENGA, DEPT. A 

HOLLYWOOD, CA. 90038 

NO COD’S ON SINGLE ORDERS 

   J 
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QUICK-RELEASE DEVICE 
Fits all cameras and tripods. 

Consists of camera fixture, which fastens perma¬ 
nently to camera, and tripod fixture, which 
mounts on tripod and has positive lock with 
7 lb. safety spring. Complete Device: $9.95. 
Additional camera fixtures: $5 each. 

TRI-LOCK CORPORATION 
P.0. Box 650 Whittier, Calif. 90608 

In CANADA 
Editing a cinch — with the 

K E M 
Time saving Film Editing Tables 

(4, 6, and 8 plate models). 
Phone or Write 

UBRO Film Technical Sales & Service 
19 Sealcove Drive (416) 621-2679 

Etobicoke 652 (Toronto), Ont., Canada 

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 

HARRISON CAMERA & LIGHTING CORP. 
3131 B N.E. 188th Street, North Miami Beach, Fla. 33160 

Phone: (305) 949-3337 

the tent was being moved violently by 
the wind and was flapping back and 
forth, producing a friction that caused a 
flashing of light. But, in addition, I 
noticed a ball of fire building up, 
apparently where there was some kind 
of metal—the zipper or one of the three 
poles used in the construction of the 
tent. It would start at one of these 
points and just seem to sort of roll from 
the front to the back—and sometimes 
from one side over and down the other 
side of the tent. This was the first time 
I'd had so close an expv ience with what 
is called 'St. Elmo's Fire' (or sometimes, 
'ball lightning'). It's a build-up of static 
electricity and, apparently, it's not par¬ 
ticularly dangerous. But I could feel the 
hair on my arms standing up—and I 
could feel it in my beard." 

A spooky scene, indeed! 
By the time Dr. Smith has his tent 

pitched, it has grown quite cold and 
Longo notices that the low temperature 
is causing the motor on the Arriflex to 
run a bit slow. He immediately takes off 
his heavily-padded parka and wraps it 
around the camera as an improvised 
"barney". 

"If I'd had any idea it would get this 
cold, I'd have brought along some of 
those little metal hand-warmers," says 
Joe. "They're about the size of a king- 
size pack of cigarettes. You put fluid in 
them and light them and they will glow 
for five or six hours, without any danger 
of fire. I use them on my own Arri-BL 
when I'm working at low temperatures. 
I take one of the smaller hand-warmers 
and put it in a felt-lined coffee can and 
fit it over the motor, securing it to the 
camera with shock cord. I put the 
regular Arri barney on the camera and 
gaffer-tape another hand-warmer inside, 
without zipping it up. This prevents the 
film from getting too brittle and keeps 
the torque motor on the magazine 
warm. I also put a couple of hand-warm¬ 
ers inside my film case. There's no 
danger of condensation and they keep 
the film pliable, so that it's easier to 
load the magazines. I wish I had a 
couple of those hand-warmers here 
now." 

Don Ringe says he wants a dusk shot 
of the professor sitting by the fire in 
front of his tent and cooking dinner 
while dictating notes into his recorder. 
Since it is now the "magic hour", Longo 
takes the 85 Daylight filter off of the 
lens, so that the scene will go a bit blue. 
He underexposes one stop and shines 
the Sun Gun (minus dichroic filter) 
onto the professor's face to simulate the 
warm glow from the campfire. It should 
turn out to be a very convincing effect. 

When the campfire sequence has 
been filmed, Dr. Smith crawls into the 

'All Solid State, integrated Circuit Design 

Free Editing Equipment Cata¬ 
log on request. Write or call: 

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

SALES * RENTALS * SERVICE 

I Offers today’s 
most comprehensive 
professional 
Motion Picture Training 
Work in modern studios with the latest 
equipment. Professional instructors. Co-ed. 
Day/evening. 

• CREATIVE MOTION PICTURE 
PRODUCTION 

• FILM & TELEVISION WRITING 

• ANIMATION 

• FILM EDITING 
• SOUND RECORDING 
Courses in preparation include: TV-Videotape 
Production; Documentary Film Production; TV 
News Production; Film Directing, Business 
Films; Underwater Film Production; Camera 
Repair 

Student loans/Veterans benefits available. 
Licensed by N.Y. State. Accredited by Natl. 
Assoc, of Trade and Technical Schools. Ap¬ 
proved for foreign (non-immigrant) students. 

Resident and Home Study Courses in Still 
Photography also available 

FREE BOOKLET. Write, phone, or visit 

New York Institute 
of Photography 
Motion Picture Production Center, Dept. 331-1 

112 W. 31st St., New York 10001 
Phone (212) 244-3462 
Leadership in professional training since 1910 
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■ Laboratory 
■ Recording 
■ Music Scoring 
■ Special Effects 
■ Animation 
■ Editing 
■ Titles 

W. A. PALMER FILMS, INC. 
611 HOWARD STREET ■ SAN FRANCISCO, CA 94105 
San Francisco’s complete 16 mm film service 

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, 80211 

tent, presumably to bed down for the 
night and Longo crawls in after him to 
shoot the action by the weird blue light 
that filters through the nylon. He grum¬ 
bles a bit because he doesn't have a 
10mm lens and has to make do with the 
wide-angle (17mm) end of the zoom 
lens, but he volunteers praise for the 
Beaulieu camera, which he has been 
using more and more for hand-held grab 
shots to cut in with the primary footage 
shot on the tripod-based Arriflex. 

"This camera has saved us a lot of 
time," he observes. "From the mechani¬ 
cal standpoint, it works fantastically, 
even in this cold weather. I'm impressed 
with it. I don't particularly go for the 
fancy automatic exposure control, but 
only because I like to calculate my own 
exposures. It's a good, dependable 
camera." 

Home and Hearth 

By the time we finish the last scene 
it's almost dark and very cold. We're 
damned glad to get back to the cabin 
and huddle around the fire. Joe says 
he's going to cook something that will 
warm us up and he does a big number 
with the pots and pans, humming away 
as he chops up what looks like a side of 
beef, adding a pinch of this and a touch 
of that. He's ecstatic when he discovers 
a cache of oregano hidden behind a jar 
of mustard. Whatever he's brewing, it 
smells mighty good. Finally, with mock 
solemnity, he announces: "These hands, 
which should be playing Chopin, have 
just created Beef Stew!" 

I don't know how good he'd be at 
Chopin, but he sure is great with Beef 
Stew! 

After dinner, stuffed to the gills, we 
sit around and talk about film. 

Our erstwhile chef, who is now back 
to being a cameraman, says: "One of 
the things I appreciate about shooting 
documentary is that you have to rely 
heavily on the resourcefulness and crea¬ 
tivity of the crew involved—especially 
when you're in a remote location. You 
don't have the frills of Hollywood avail¬ 
able. Working with a limited crew is 
always a challenge and it can be a very 
rewarding experience, because it gives 
everybody a chance to become more 
efficient. Things happen very fast and 
you get so that you can anticipate what 
the other guys on the crew are going to 
do. The only thing I can liken it to is a 
machine gun crew in action—everybody 
putting everything into action real fast— 
and it usually works out. Documentary 
people—well, they have this facility." 

Through all this philosophy, Don 
Ringe sits somewhat sullenly in a cor¬ 
ner. He really needs a heavy snowfall to 

MAJOR EQUIPMENT 
NATIONWIDE 

RepaiR 
seRvice 

Specializing in: 

OXBERRY 
(We are former Oxberry principals) 

ACME CAMERA* 
(Mfgd. and Sold by Photo-Sonics) 

SICKLES* 
HARWALD* 
Film Inspectors 

FOROX* 
Caesar-Saltzman • Statmaster • Optical 
Contact printers • Cameras • Animation 
• Film Strip • Slide Stands. • Moving 
• Retrofitting • Custom Work • Alignment 

• USED EQUIPMENT • 

i*We are an authorized factory repair service; 
we supply factory parts. Our experienced tech¬ 
nicians repair your equipment right on your 
premises. 
Pat Mathison / Hans Jaggi / Ed Willette 

Phone or write now for more information. 
For quick 24-hour seven day field service, 
anywhere in the USA, call these phone 
numbers: 

(914) 235-2720 
Emergencies, Nites and Weekends: 

(914) 834-1240 

B PHOTOGRAPHIC 
0 EQUIPMENT 
0 SERVICE, INC. 

k 695 Main Street/New Rochelle, N.Y. 10801i 

AirM/SMITH- 
iu rr VICTOR 

Model 710 

HI-FI STUDIO LIGHT 

New (Wfh-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 30° 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 CORR. 
Griffith, Indiana 46319 
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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. 

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

Sole distributor of Mole-Richardson 
Company Products in Greater New York 

DISPOSAL 
Movieola UDPV3S 35/35 

(3 Snd. Hds.)  $1995.00 

Mitchell High Speed Outfit 35mm  1500.00 

S. K. FILM EQUIPMENT CO., INC. 
254 Giralda Ave. 

Coral Cables, Fla. 33133 

WE REPAIR 

ZOOM 
LENSES 
and all other types 
of mp lenses 

.Located at Producers Studios 
^ Write for brochure 

STUDIO 
REPAIR 
SERVICE 

650 N. Bronson Ave. 
Hollywood, Calif. 90004 

r (213) 464-1020 
Also: Cameras and Meters W\ 

Ready for YOU: 
THRIFTFAX 

CAMERA- 
ANIMATION 

STAND! 
Now you can have a 
versatile, accurate ca¬ 
mera-stand for all bas¬ 
ic animation, strip film 
and title work — every¬ 
thing but top-speed 
output. It's moderately- 
priced, and made by 
FAX Co., producer of the first and only 
combination 12/16 Field Disc. 

More information? Ask for details on 

□ THRIFTFAX ANIMATION STAND 
□ 12/16 FIELD DISCS 
□ 12/16 FIELD CHARTS 
□ ACME-PUNCHED ANIMATION CELLS 
□ ACME-PUNCHED ANIMATION PAPER 
□ PEG BARS □ INK & PAINT BOARDS 

Check your interest, add name, address, 
and mail to 

FAX COMPANY 
475 S. SANTA ANITA AVE. 

PASADENA, CA. 91107 

213/681-3084 

In Canada: KINGSWAY FILM EQUIPMENT LTD. 
821 Kipling Ave., Toronto 570, Ont. 

416/233-1103 

tie this picture off. He's put in his order 
with that Great Big Weather Station in 
the Sky, but, so far, Nature hasn't 
cooperated. 

Then he glances out the window and 
suddenly lets out a whoop. It's snowing 
up a storm! 

By morning, the magic landscape is 
covered with a couple of feet of fresh 
powder and snowflakes, big as manhole 
covers, are still floating down. We break 
out the cameras and move forth to meet 
the elements. 

The crew shoots scenes of the good 
professor slogging his way through the 
drifts—real ''Man Pitted Against Nature" 
stuff, closeups of snowflakes piling up 
against the moss on a tree stump (cross- 
lighted with the Sun Gun to bring out 
the texture), a rack-focus shot from a 
dead tree to the vast mountain vista in 
the background, a tiny creek splashing 
merrily through hillocks of snow (with, 
again, the Sun Gun to lend sparkle to 
the water). 

I can't help suggesting, with tongue 
in cheek: "How about a star filter?" But 
Joe rules that out as being too arty for 
the film's documentary style. 

Later that evening, our young fron¬ 
tiersman, Dan Herman, materializes out 
of the snowstorm with the two pack 
horses in tow. The crew has gotten what 
it came for and the better part of valor 
is to get the hell out of there before we 
get snowed in for the rest of the 
winter—a fate to which Dwight Smith 
seems to have resigned himself. 

Early in the morning, the gear is 
packed onto the horses, we bid fond 
farewell to the good professor and start 
the long haul down the mountain. 

The snow is coming down in blankets 
and the wind is blowing a gale. It's 
cold—but COLD—and I'm suddenly glad 
I'm not a brass monkey. 

The storm shrieks around us as we 
drag our way through the snowdrifts. 
Joe Longo, game to the last, is still 
grinding away with the Beaulieu—and all 
the scene lacks is Eliza crossing the ice, 
with the bloodhounds snapping at her 
derriere. 

Down on the lower slopes it seems 
that behind every tree there is a beady- 
eyed hunter lurking, caressing the trig¬ 
ger with itching fingers. 

As I observe these keen "sportsmen", 
lying in wait to kill for the fun of it, 
something that Dr. Smith said the night 
before comes back to me. 

I had asked him if the filming he had 
been doing up here might change his 
lifestyle in any way, and he had replied: 
"I've done a lot of hunting in my 
life—big game and birds and such. But 
this experience of looking at animals 
through the viewfinder, through the lens 

If it’s worth saying 

it’s worth saying into 

a Shure Microphone 

DIRECTOR OF 
UNDERWATER PHOTOGRAPHY 

AND 
COMPLETE RENTALS 

FOR UNDERWATER WORK 
U/W 16 & 35 ARRI’S 

U/W 1000 WATT LIGHTS 
U/W PROPS (See “Thunderball”) 

LOCATION CONSULTANT 

IF ITS UNDER WATER 
CALL US! 

3131 N.E. 188th ST. • MIAMI • FLA. 33160 
Telephone: 305/944-3249 

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

Write for Bolex Accessory Catalog 

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

B 
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. 

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 

Precision Cine/Optics 
10661 BURBANK BLVD 
CALIFORNIA 91601 

NORTH HOLLYWOOD. 

(213) 766-3715 

WHETHER FOR FULL COVERAGE OF CROWDED 
INTERIORS, ARCHITECTURAL, SPECIAL EFFECTS, 
OR "EXPANDED PERSPECTIVE" CLOSE-UPS, THIS 
LENS FILLSTHE NEEDS OF THE CREATIVE CINE¬ 
MATOGRAPHER OR SCIENTIFIC PHOTO INSTRU¬ 
MENTATIONS . IRIS DIAPHRAGM HAS CLICK 
STOPS TO f 16. AVAILABLE INFIXED FOCUS "C" 
OR BOLEX "RX" MOUNT, 

SEND FOR FREE INFORMATION. 

Wide Angle Lens 
• Fantastic angle of view 100° 

• Cooers full 16mm format 

• Completly color corrected 

• No focusing required 

of a camera, has had a rather profound 
effect on me. I've watched them, seen 
how they lived and followed them 
through the summer. So many of them 
are such beautiful creatures that I'm 
really questioning whether I'll ever go 
back and use a couple of fine new guns 
I've bought.” ■ 

50 YEARS OF GLOBAL MOVIE 
CLASSICS TO BE TELEVISED ON 
PBS-TV NETWORK 

A collection of 26 film classics pro¬ 
duced throughout the world in the past 
50 years will be televised nationwide 
over the non-commercial Public Broad¬ 
casting Service network next year 
through a grant from Xerox Corpora¬ 
tion. 

The series will be entitled "Film 
Odyssey." 

Featuring top international stars, the 
films were selected for the contributions 
each made to the development of 
movies as an entertainment and art 
form. They include the works of such 
leading directors as Sweden's Ingmar 
Bergman, France's Francois Truffaut, 
Germany's Fritz Lang, Russia's Sergei 
Eisenstein and King Vidor of the United 
States. 

Under terms of the Xerox grant to 
the Corporation for Public Broad¬ 
casting, the films will be televised on 26 
consecutive Friday evenings in prime 
time beginning Jan. 14. More than 200 
member stations of PBS will be pro¬ 
vided with the series, which is being 
produced by KCET, the public TV 
station in Los Angeles. 

All films are to be aired in their 
original versions. There will be no com¬ 
mercials and the films will be 
uninterrupted, except for station identi¬ 
fication breaks. Depending on the 
length of each movie, the program may 
run from 90 minutes to more than three 
hours. 

Lending added color to the series, 
Charles Champlin, entertainment editor 
of the Los Angeles Times, will introduce 
each film with a brief explanation of its 
place in the cinema spectrum. Champlin 
will conduct on-camera interviews at the 
conclusion with persons directly in¬ 
volved with production of the film or 
with movie critics and experts. 

Leading off the parade of inter¬ 
national hits will be the romantic "Jules 
and Jim," starring Jeanne Moreau and 
Oskar Werner, the film that established 
Truffaut as the leader of France's New 
Wave directors. The series will conclude 
July 7 with "Los Olvidados" ("The 
Forgotten Ones"), the classic work of 
Mexican director Luis Bunuel, produced 
in 1951. 

OKLAHOMA 
HEADQUARTERS 

■SPECTRA EXPOSURE METERS 

PROFESSIONAL CAMERAS 
2216 S.W. 74 (405) 682-1101 
Oklahoma City, Okla. 73159 

AUTOMATIC DAYLIGHT PROCESSOR 
• Processes up to 200 Ft. 

• Super 8 to 105mm 

• Movie—X-Ray—Microfilm 

• Motor Driven—Portable 

• Black & White—Color 

• 400 Ft. Tank Available 

• Guaranteed 

Write for Free Literature, 

MICRO RECORD CORP. 

SOUND CONVERSIONS 
SUPER 8 and 16 

With Sync Generator. 
No moving parts 

All electronic solid state 
CINE SERVICES 

Mfgrs. of Custom Sound, Camera and 
Projection Equipment 

173 S. Ardmore (213) 383-9462 
Los Angeles, Calif. 90004 

MITCHELL 
SPR/BNC 
Pellicle 
Reflex 
Camera 
Recently updated for unexcelled reflex 
viewing. Camera is like new and in 
immaculate condition. Includes: 

• 20mm thru 100mm Super Baltar lenses 
• 25-250mm Angenieux zoom with CPD 

zoom motor 
• Auto focus side viewfinder 

w/captive cams 
• 220 volt sync motor 
• Two magazines 
• Two matte boxes 
• Cases and accessories 

Here is a $35,000.00 value. Offered for 
your inspection at $29,000.00. 

VICTOR DUNCAN, INC. 
11043 GRATIOT 

DETROIT, MICH. 48213 
(313) 371-4920 

AMERICAN CINEMATOGRAPHER, JANUARY, 1972 111 



NOBODY makes BETTER 16mm 

COLOR POSITIVE PRINTS 
-thanTEKNIFILM! 

• Small enough to give you 
PERSONAL ATTENTION 

• Large enough to meet your 
DEADLINES —40,000 ft./shift 

TEKNIFILNI, INC 
1923 N.W. Kearney • Portland, Oregon 97209 

Telephone 503/224-3835 

TRY US ON YOUR NEXT PRINT ORDER 

77//”/ TCJ/ 
-LIIL3I / / 1L- 

Crystal sync, units for Super 8 Cameras, Beau¬ 
lieus and Canon Scopic 16 and Super 8 — Pilo- 
tone Generators — Digital Projector Interlocks and 
Recorder Convertors — Complete Systems. Write 
for Brochure, Digital Film Equipment Division of 
Whitehead Enterprises, 1205 West Drew, Houston, 
Texas 77006. (713) 528-5090. 

COMPLETE LABORATORY AND 
POST PRODUCTION SERVICES 

FOTO-KEM 
INDUSTRIES, INC. 

J “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 
. _ _ ___ 3215 Cahuenga West 
HO 3-4111 Hollywood, Calif 90028 

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. 

LOOKING BACK AT FILMEX 
Continued from Page 69 

ber 9 through 19, 1972. Location will 
be announced at a later date. 

It is sometimes difficult to isolate the 
reasons why a film festival succeeds or 
fails, but Los Angeles Times film critic 
Kevin Thomas precisely pin-pointed a 
couple of the main reasons for this 
event's success when he wrote: 

"What really made Filmex work, 
however, was the inspired choice of 
Grauman's Chinese, the ultimate symbol 
of Hollywood glamor and entertainment 
and always a fun, convenient place to 
go, as its key setting combined with the 
plain fact that the festival really did 
attempt to offer something for every¬ 
one—but without ever descending to the 
merely commercial." 

Had FILMEX chosen to descend to 
the "merely commercial", it might well 
have broken even financially, or actually 
made a profit, but it is to the credit of 
all concerned that commercialism was 
pushed aside in favor of making the 
screenings available to as wide an audi¬ 
ence as possible. 

Very early on it was announced that 
the 11 a.m. screenings would be free, 
and those who had purchased tickets for 
these programs in advance were given 
refunds. Several of the most interesting 
special events were presented without 
charge and students were accorded very 
substantial discounts on admissions. 

Many individuals and organizations, 
working both in the limelight and be¬ 
hind the scenes, deserve credit for the 
ultimate success of the venture. How¬ 
ever, special recognition is due FILMEX 
Director Gary Essert, Assistant Director 
Gary Abrahams, Press Representative 
Beverly Walker and their small but 
hard-working staff, for toughing it out 
in terms of the day-in-day-out blood, 
sweat and tears required to make the 
Festival function. They all hung in there 
to the point of exhaustion—and it paid 
off. 

Despite the fact that there were 
many of us in the film industry who, 
from the very beginning, wished Filmex 
well and pitched in to help make it a 
success, there were a few who actively 
opposed it and a great many more, sad 
to say, whose doomsday view of Holly¬ 
wood and the motion picture industry 
in general left them awash in a sea of 
apathy toward an event that merited the 
support of the entire film community. 

The acts and attitudes of these spoil¬ 
ers were summed up in appropriately 
blunt fashion by prestigious critic and 
lecturer Arthur Knight, when he com¬ 
mented in the recent 41st Anniversary 

Bl — CEA 
DESIGNERS AND MANUFACTURERS OF “PRECISION 
MOTION PICTURE SYSTEMS” — SUPER-8 — PRINT¬ 
ERS— 16/D8 SLITTERS — 16-35 INTERLOCK PRO¬ 
JECTORS—B&H MODEL J&D FILM PRINTER CON¬ 
VERSIONS TO SUPER-8 — QUAD 8. 

P. 0. BOX 38040 
HOLLYWOOD, CALIF. 90038 

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 (2131 463-3178 

CINESERVICE, INC. 
1459 North Seward Street 

Hollywood, California 90028 

FILMS 
PROFESSIONAL 
UNDERWATER 
PHOTOGRAPHY 

A Division of Giddings (415) 362-6694 
Underwater Enterprises 

584 Fourth St., San Francisco, CA 94107 

A.NGENI EUX 
And other fine lenses 

SERVICE AS FAST AS 8 HOURS 

WORKMANSHIP GUARANTEED 
TWENTY YEARS EXPERIENCE IN ZOOM TENS 

REPAIRS. CENTURY PRECISION OPTICS HAS 

REPAIRED TO PERFECT OPTICALAND MECH¬ 

ANICAL CONDITION MANY DAMAGED ZOOM 

LENSES INCLUDING SOME THAT WERE DROP¬ 

PED ON PAVEMENT AND IMMERSED IN WATER, 

EVERY LENS IS OPTICAL BENCH TESTED BE¬ 

FORE LEAVING OUR SHOP. PRECISE FOCUS 

COLL! MAT I ON, COMPLETE REBUILDING AND 

SERVICING . 

Precision Cine/Optics 
FOR A FREE ESTIMATE, WRITE 

OR CALL STEVE MANIOS TODAY. 

10661 BURBANK BLVD NORTH HOLLYWOOD, CALIFORNIA 

(213) 766-3715 ZIP. 91601 

112 AMERICAN CINEMATOGRAPHER, JANUARY, 1972 



35mm MITCHELL 
SOUND CAMERAS 
For Sale or Lease 

Financing Available 
2 Mitchell studio model BNCR 
35mm reflex sound cameras 

with attachments. 
Excellent value. 

Lectro Management Inc. 
98 Cutter Mill Rd. 

Great Neck, N.Y. 11021 

(516) 466-6511 

■ KEM Universal Editing Tables 
■ KEM Standard-Rapid Editing Tables 
■ KEM Transfer and Dubbing Systems 

Revolutionary Systems for the Film Industry 

KEM 
ELECTRONIC 
MECHANIC CORP. 

a division of The Intercraft Corporation 
225 Park Avenue S. 

New York, N.Y. 10003 
(212) 260-2150 

WHAT 
will $2250 buy today? 

JUST A SUPER 8-16MM MOTION PICTURE 

FILM PROCESSOR THAT WILL PROCESS 

B&W NEGATIVE, REVERSAL TO 20 FPM 

8t EKTACHROME COLOR AT 2 FPM ; AND 

ALL YOU DO IS PLUG IT IN TO IIO VOLT 

POWER AND WATER. 

AND THAT’S OUR MOST EXPENSIVE 

PIECE OF EQUIPMENT! WRITE OR CALL 

FOR SOME REALLY LOW PRICES. 

H.G. CRAMER CO. 
ROUTE 3, BOX 24A 

SARASOTA, FLORIDA 33580 
TELEPHONE: 813/355-4470 

Edition of The Hollywood Reporter as 
follows: 

" .. On the surface, at least, it 
seemed like a strikingly well-balanced, 
well-rounded event, one that the entire 
film community could take pride in. 

"The sad fact is that the First Los 
Angeles International Film Exposition 
went on despite the film industry's 
apathy, and, in the instance of Univer¬ 
sal, downright hostility. There were 
several major disappointments when 
films, like Stanley Kubrick's "The 
Clockwork Orange," simply were not 
ready by Filmex time; but this was 
nothing compared to the frustration of 
the organizers as picture after picture 
was snatched away by one intransigent 
distributor after another. The original 
concept of the exposition was to exhibit 
the best of contemporary American 
product in the context of the interna¬ 
tional scene. Because of the lack of 
studio cooperation, it grew unexpected¬ 
ly weighted with films from the past 
and consequently seemed more nostal¬ 
gic (or historically oriented) than was 
intended. 

"Several factors contributed to this 
apathy. The very fact that FUmex was a 
"first" no doubt encouraged the distri¬ 
bution people to adopt a wait-and-see 
policy, even above and beyond their 
ordinary reluctance to give away pic¬ 
tures for free. Presumably, their experi¬ 
ence with the European festivals, where 
American pictures rarely figure heavily 
at awards time, also colored their reac¬ 
tion even though FUmex offered no 
prizes. Possibly the fact that the festival 
was presented in association with, 
among others, such rarified sponsors as 
the Los Angeles County Museum of Art 
and the cinema departments of UCLA, 
USC and Cal-Arts also helped scare 
them off. And many members of the 
industry still feel sincerely that the 
annual Academy Awards ceremony is 
festival enough for Los Angeles. 

"Nor is there any point in concealing 
the fact that Hollywood's good neigh¬ 
bors to the north, the officials of the 
San Francisco Film Festival, were less 
than neighborly with what they clearly 
regarded as a rival and an upstart. They 
lost no opportunity in print or on 
television to cast doubts upon the integ¬ 
rity of both FUmex as a whole and its 
organizers as individuals. In at least one 
instance, they successfully persuaded 
the American distributor of two choice 
foreign films to withhold them from 
Los Angeles. 

"Despite these vicissitudes, and a 
discouraging lack of financial support, 
FUmex has made its debut. It is too 
early to say whether or not it will 
become the annual cultural event that 

CANADA 
Exclusive Distributors in Canada for: 

ARRIFLEX Motion Picture Equipment 
NAGRA Tape Recorders 
IANIRO Lighting Equipment. 

Write for price lists and brochures. 
BRAUN ELECTRIC CANADA Ltd. 

3269 American Drive (416) 677-3243 
Malton, Ontario, Canada 

GRATTAN 
PRODUCTIONS 

SHOOTinG m Contact Jim Grattan for 
top equipped crews. Single 
and double system. 

unflon? 
1440 St. Catherine Street, West 
Suite 507. Montreal 107, P. Q. Canada. 
(514) 878-9638 

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. 18th St. (212) 255-9321 

New York NY 10011 

COMPLETE 
FILM SERVICES 

• 35mm Color 
16mm wet gate blow-ups 

to 35mm—fully corrected. 

■ 35mm 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. 
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NAGRA SERVICE 
BY 

RON TOPHAM 
(Former Nagra Co. Service Manager 

• Two day service 
• Overhauls 
• Modifications 
• Slating Systems 
• Accessories 

AUDIO 
SERVICES CO. 

565 FIFTH AVENUE, NEW YORK, N.Y. 10017 

TELEPHONE: (212) 972-0825 

LOCATION SPECIALIST 
NYC area,USA,worldwide 

Bob Barrett (914)834-5982 
76 Wendt Ave., Larchmont, N.Y. 10538 

CIS1A 
FARMS FILM COMPANY 

IS 

COVERED 

BY 

612 MARINA HOUSE, HONG KONG 

• Production Management Service 
• Professional Crews 
• Camera and Equipment Rentals 
• Complete 16/mm & 35/mm 

Production Facilities 

16MM Optical Printing 
LATENT IMAGE 
2029 Camden Ave. 
Los Angeles, Ca. 90025 
(213) 473-8950, 821-4629(NITE 
Donna Deitch 

FOR INDEPENDENT MINDS & BUDGETS 
Bob Olodort 

FOR RENT 
at Maysles Brothers’ Studio 

[STEFNRECKI 

New 2 picture 8 plate and regular 6 plate rooms 
with complete 16mm facilities or at your loca¬ 
tion. 

Maysles Films Inc. 
1697 Broadway 

New York, N.Y. 10019 
(212) 582-6050 

its guiding spirits, Philip Chamberlin and 
Gary Essert, have hoped for. What it is 
not too early to say, however, is that in 
this, the first year of Filmex, the Ameri¬ 
can studios have let slip an extraordi¬ 
nary showcase for their wares. For the 
first time in years, between November 4 
and 14, the eyes of the world were 
focused on Hollywood—and Hollywood 
wasn't there." 

Fortunately, the audience was 
there—a gratifyingly young audience 
that paid its bread at the box office, 
that set aside ennui to express its 
appreciation for the masterworks of the 
cinema (old and new) represented on 
the program—an audience that unabash¬ 
edly stood up and cheered the pioneer¬ 
ing greats of the industry when they 
appeared—an audience that sat through 
11 hours of Hitchcock, non-stop, in an 
atmosphere of almost "carnival'' excite¬ 
ment—an audience of apt and eager film 
buffs that unstintingly poured out its 
love for this most dynamic of all art 
forms. 

It is in audiences like this that the 
hope of the motion picture industry 
lies, despite current prophecies of 
doom—and it is from their ranks that 
the great film-makers of the future may 
well be drawn. 

We salute them—and FILMEX—and 
wish them all the best! 

HERB A. LIGHTMAN 

FILMEX GENERAL 
ATTENDANCE FACTS 

The following nations and their 
representatives participated in The First 
Los Angeles International Film Exposi¬ 
tion: 

BRAZIL 
MEMORIA DE HELENA (MEMORIES 

OF HELEN) 
David Neves, Director 

CANADA 
RIP-OFF 
Bennet Fode, Producer 
Peter Gross, Actor 
Tom Johnston, National Film Board 
J. Gear McEntyre, Consul General, Los 

Angeles 

FINLAND 
ANNA 
Jorn Donner, Director 

FRANCE 
LE BOUCHER (THE BUTCHER) 
LE SOUFFLE AU COEUR (MURMUR 

OF THE HEART) 
PEAU D'ANE (DONKEY SKIN) 
QUATRE NUITS D'UN REVEUR 

(FOUR NIGHTS OF A DREAMER) 
JACQUES DEMY RETROSPECTIVE 
Pierre Cottrell, Producer 

RANK 
FILM 
ASIA 

SALES & RENTALS 
Strand Electric (Asia) Ltd. 
1618 Star House 
3 Salisbury Road 
Kowloon, Hong Kong 
Tel: K-677589 

If it’s worth saying 
it’s worth saying into 
a Shure Microphone 

QUALITY 16mm PRINTS 
i OUR SPECIALTY J 

Satisfied customers coast to coast 
B&W • Kodachrome • Ektachrome 

Color Interneg • Positive 

1923 N W. Kearney St. ^ 
Portland. Oregon 97209 
(503) 224 3835 TEKNIFILM, INC. 

UHiiEit AUOTION rirnim; 
i HLW mxmrs j 

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

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

(313) 861-4663 

THE FINEST LINE OF 
PROFESSIONAL EDITING 
EQUIPMENT AND SUPPLIES 
IS SOLD BY? 

 NOPE 
 NOPE 
 NOPE 

C^hrisiy s ■ ■ ■ Y^P 

Including dealer and distributor¬ 
ships with Moviola, Maier-Han- 
cock, Ziess Ikon, 3M, HFC, MPE, 
CHRISTY'S MFG., GE and Syl¬ 
van ia. 

CM risty ’s 
EDITORIAL FILM SUPPLY 

2920 WEST MAGNOLIA BLVD. 
BURBANK, CALIFORNIA 91505 
Send for Price List to: Dept. A 
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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 

81318 RUSSELL FILM LABORATORIES 
P. O. Box 6938 • Jacksonville, Fla. 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 

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 

BOB LOCKROW 
Pilot For Helicopter Filming 

Phone (305) 395-1880 

(305) 942-1843 
S. A. G. 

WE8THEIMER Company 

Joseph ff'estheimer. A.S.C. 

TITLES, TRAILERS, INSERTS AND OPTICAL EFFECTS 

FOR MOTION PICTURES AND TELEVISION 
HO 6-8271 

736 Seward St., Hollywood, Calif. 90038 

Jacques Demy, Director 
Yvette Mallet, French Film Office, New 

York 
Didier Raguenet, Consul General, Los 

Angeles 
Agnes Varda, Director 

GERMANY 
FATA MORGANA 
Wernor Herzog 

GREAT BRITAIN 
THE ARP STATUE 
THE FILMS OF JOHN & YOKO 
Alan Sekers, Director 

IRAN 
GAV (THE COW) 
Daryush Mehrjui, Director 

INDIA/FRANCE 
THE RIVER 

ITALY 
THE DECAMERON 
DURANTE L'ESTATE (IN THE 

SUMMERTIME) 

SWEDEN 
LYCKLIGASKITAR (BLUSHING 

CHARLIE) 
Bo Jonsson, Swedish Film Institute 

USA 
BRAZIL: A REPORT ON TORTURE 
BUSHMAN 
THE LAST PICTURE SHOW 
THE MURDER OF FRED HAMPTON 
SEX 
WOMAN'S FILM 
THREE PANEL DISCUSSIONS 

USSR 
THE BYELORUSSIAN STATION 
Vladimir Sinitsyn, Vice Consul, San 

Francisco 

YUGOSLAVIA 
ANIMATION PROGRAM 
WR: MYSTERIES OF THE 

ORGANISM 
Dusan Makavejev, Director 
Zelimir Matko, Zagreb Director 

Approximately 30,000 people at¬ 
tended the 43 programs presented. 

There were nine sold-out programs: 

ANIMATED FILM PROGRAM 
HITCHCOCK MARATHON 
MEMORIES OF HELEN 
MODERN TIMES 
SEX 
TEN COMMANDMENTS 
THE LAST PICTURE SHOW 
THE FILM NOIR 
UNDERGROUND FILM PROGRAM 

Other very popular programs were: 

BABY DOLL 
FOUR NIGHTS OF A DREAMER 
MURMUR OF THE HEART 
THE DECAMERON 
THE THREE CABALLEROS ■ 

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 - A irport - Song of Norway 

Cousteau’s Museum of the Sea 

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

Phone: 469-5808 Cable: FILMEFX 

ySShulke 
in association C!||||n 
with Bloc! Star 
Productions, Inc.B ■■■■■■■ 
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 

CAMERA STOCKS 
16mm EKTACHROME 7252  06 
16mm EKTACHROME EF 7242  06 
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  036 

LABORATORY STOCKS 
7387, 7385, 7253, 7302, 5302, etc. 

MAGNETIC SOUND STOCKS 
35mm & 16mm New and Reclaimed 

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 
L.A. PRICES ONLY 

Distributors: 
Studio Film Exch. 

5114 Alcott 
Dallas, Texas 75206 

214-828-1303 

SFE Raw Stock, Inc. 
366 W. 46th St. 

N.Y.C., N.Y. 10036 
212-265-3740 

THE 

PROFESSIONAL LAMINATED 

MAGNETIC STRIPING 
Since 1958 

SUPER 8' 
CO. 16mm 

& REG. 8 

$.03 Per Foot—380 Ft. Min. Order 
1 8991 RADBY ST. 

LA PUENTE, CALIF. 91745 
(Rowland Heights) 

FAST SERVICE-FREE BROCHURE 
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J. Burgi Contner 
Director of Photography 

SPR Reflex BNC, SPR-NC, 
ARRIFLEX, Lights, Sound 

P.O. Box F1532 
Freeport, G.B., Bahamas 

16mm COLOR LAB 
KODACHROME AND EASTMAN COLOR RELEASE 

Coast to Coast Service 
Write tor Price List 

RICHARD ARLEN LAB. 
2214 West'Olive Ave 

Phone 848 3132 Burbank, Calif 91506 

• FILMING • 

INDIA ASIAN FllMS 
JANPATH, NEW 

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

ANIMATION AIDS 
213 789-4498 • 17040 OTSEGO, ENCINO, CA. 91316 

T Schools, Corporations, TV Stations, Producers 

BUY DIRECT - SAVE BIG! 
Camera Stands, Punches, Discs, Pegboards, 

A Cartoon Colours, Cels & Supplies  

ACME OR OXBERRYSTANDARDS 

svrsfis srec/M/srs! 
Any Quantity... BEST Prices 

. Cw-C/tafi /&. 
8764 Beverly Blvd., Hollywood, Calif. 90048 (213) 652-7357 

ALL MOVIE LAB SERVICES 
16mm, Supar 8, Regular 8 

3-M Dynarange SOUND STRIPING 
HIGH OUTFUT - LOW NOISf -LUMICATED 

.035 per foot $12 Minimum 

U€§[ WE DO STRIPE FUJI POLYESTER FILMS 

_/W(ioA/i^unP cTrcliiiiCflC aho/tafo/iy 
1616 Newporlville Food, PHONE (2151 757 3915 

Cornwells Heights. Pa 19020 

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  

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 

INDUSTRY ACTIVITIES 
Continued from Page 26 

mendations will be made to the Acad¬ 
emy Board of Governors, which bestows 
the Awards and determines which of 
three classifications of Awards will be 
given: Class I, which brings its winner an 
Oscar statuette; Class II, winner of 
which receives an Academy plaque, or 
Class III, which brings the winner an 
Academy citation. 

Twenty-six technical achievements of 
the past year have been selected for 
44th Annual Academy Awards consider¬ 
ation, it was announced by Gordon E. 
Sawyer, Chairman of the Academy Sci¬ 
entific or Technical Awards Committee. 

Meetings and demonstrations to eval¬ 
uate the achievements have been in 
progress with a final meeting held in 
December to determine which of the 
achievements the committee will recom¬ 
mend to the Board of Governors for 
Awards recognition. 

Pursuant to Academy policy, the 
following list of achievements under 
consideration is being publicized to per¬ 
mit those with claims of prior art or 
with devices similar to those under 
consideration to so advise the Academy: 

Xenon Arc Lamps, Xenotech, Inc.; 
Film Balanced Three-Color Meter, 
Photo Research; Film Gate Photometer, 
Photo Research; PH-10 Photometer, 
RAMtronics; PRO-35 Projector, Ballan- 
tyne of Omaha, Inc.; Heden Zoom Lens 
Remote Control System, Olof Lindstedt 
& Co.; Helivision II, Films Montsouris- 
Helivision; SABRE System, National 
Screen Service Corporation; Christie Au¬ 
to Wind System, Christie Electric Corp.; 
Cinamattic II, American Projector 
Corp.; Universal Sound Camera Baffle, 
Universal City Studios; Mini Nagra SN 
Synchronous Recorder, Nagra Magnetic 
Recorders, Inc.; Video West Instant 
Replay System, Video West, Inc.; In¬ 
stant Replay System, Samuelson Film 
Service Ltd.; Cinevid, Cinema Product 
Development Co.; Crystal Controlled 
Motor, Cinema Product Development 
Co.; Automated Optical Blow-Up Print¬ 
er, Consolidated Film Industries and 
Producers Service Corporation; Pana- 
vision R200 Silent Reflex Camera, Pan- 
avision Incorporated; Panavision Silent 
Zoom Motor and Control, Panavision 
Incorporated; Zoom Control, Cinema 
Product Development Co.; Zoom Con¬ 
trol, Mitchell Camera Corporation; 
Xenon Lamphouse Systems, Optical 
Radiation Corporation; Xenolight, 
Christie Electric Corp.; Xenon Lamp- 
house, Strong Electric Corp.; Scoring 
Stage, CBS Television Network; and 
RCA Unilock, RCA. 

PROFESSIONAL 
MAGNETIC SOUND STRIPING 

• Super-8 and 8MM originals 
or prints 

• 24 per foot—plus postage 
• One day service 

AERCO 
Box 171 Pennsauken, N.J. 08110 

For Professional Equipment in 

PHILADELPHIA, 
O. H. HIRT, INC. 

39 N. 11th St. * Phila, Pa 19107 
(215) 923-0650 

SOUND STRIPING 
ORIGINAL OR PRINTS — 8/SUPER-8/1GMM 

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 
W, 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. 

Chalfbnt, 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 
comoiete 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 

“LOW BUDGET” 

ANIMATION/ 
Cartoon & Technical - Storyboard to Screen 

SLIDE MOTION and SLIDES 

Bob Heath; Academy Award Designer, Animator / L- 
and Cameraman. m 

robert p. heath productions, Inc. 

[516) 661-5935 
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BUY-S iELI L-SWAP HER E 
STUDIO PRODUCTION EQUIP. STUDIO PRODUCTION EQUIP. STUDIO PRODUCTION EQUIP. 

ANGENIEUX ZOOM LENSES like new: 1 
each F.12-240mm, $1,075. 1 each 
F.12-120mm $700. 5 Kinoptic lenses 12.5mm 
to 75mm $90 each. CARTER EQUIPMENT 
CO., INC., 232 So. Glasgow Ave., Inglewood, 
Calif. 90301 (213) 677-6117 

BELL & HOWELL 16mm printers 
1—Model J with sound head, roller gate, 
fader, RF cue system. Presently in use, in 
excellent condition. $7,000. 
1—Model J with sound head, Fish-Schurman 
color additive lamp house, fader, RF cue 
system, tape punch, readers, 6KW power 
supply. Presently in use, in good condition. 
$7,000. 
1—Model J picture only. Used very little. In 
good condition. $3,000 
Call or write RUSSELL FILM LABORATOR¬ 
IES, 4805 Lenox Ave., Jacksonville, Fla. 
32205 (904) 389-2316 

TRIPOD, WEWIN heavy duty gyrohead, si¬ 
lent, new. Schneider 80-240 Arrimount T- 
stopped, new. Stellavox, syncpulsed. B & H 
302 projector, perfect. Lights, etc. Selling 
everything. (213) 274-9134 (213) 276-4008 

ECLAIR NPR—12/120 motorized zoom; two 
motors, DC-sync and crystal-sync; two 
magazines; batteries, tripod, cases, and 
accessories; in finest condition. $7,950. 
CINECTICS, (213) 278-5677 

NAGRA III B; easily converted for sync; used 
less than 5 hours; like new. MR. CAIN (303) 
423-0555 

ARRIFLEX AND CINE SPECIAL animation 
motors $295. B&H 400 Ft. magazines $75. 
UNIVERSITY SUPPLIERS, 225 W. Ohio St., 
Chicago, III. 60610 (312) 467-6457 

COMPLETE MOVIE MAKING and editing 
equipment for 35mm. Arri II TCB camera 
with magazines, blimp, sync, motor with 
cables, battery and lenses. Moviola, Ediole, 
4-wheel dolly, Magnasync, soft lights, Electro 
Voice mikes and booms and other misc. 
equip. 9810 Florida Blvd., Baton Rouge, La., 
927-4820 Attn. RANDOLPH OGDEN 

INVENTORY REDUCTION of equipment. 
Cameras, Moviolas, projectors and more. Tre¬ 
mendous savings. Free listings. SK FILM 
EQUIPMENT CO., INC., 254 Giralda Ave., 
Coral Gables, Fla. 33133 

B&H-35mm PRINTER—model DH separate 
soundhead rollar gate, voltage regulator, ex¬ 
cellent condition and practically unused. 
$2,950. One 35/16 Peterson reduction printer 
with rectifier and 75-light board. $1,200. 
Needs gears. Now at Petersons costing $600. 
C. SMITH, 65 Bergen Ave., Ridgefield Park, 
N.J. 07660 (201) 641-1843 

SYNC BEEP—‘/4-inch tape prerecorded with 
high-level 1000 eye. tone, backed with special 
pressure-sensitive adhesive for quickly affixing 
visual and audible sync indication on any 
magnetic film or tape. Industry-wide accept¬ 
ance. Send $2.50 cash, check or money order 
for postpaid packet containing 20 strips total¬ 
ing 100 35mm frames. D.P. UPTON CO., P.O. 
Box 5052, Tucson, Ariz. 85703 

CANON SCOOPIC demonstrator $795. Fold¬ 
ing shoulder pods, new $55. GORDON 
YODER, INC., 2840 Reward Lane, Dallas, 
Texas 75220 

SACRIFICE—5 matched Cooke speed Pan- 
chro lens on Mitchell mounts. 24mm 
f.2-35-f.2 50-f.2 75-f.2 100-f2.5 Never been 
used. For optical work. l-35mm Bell & 
Howell shuttle movement camera model 
B.2709-701 serial #1090 Never been used. 
TILL GABBANI, 4300 Keystone Ave., Culver 
City, Calif. VE-9-3357 

PRINTER 16mm BELL & HOWELL JC 
converted to color, with Peterson soundhead, 
fader, new solid state rectifier. $3,000. Proc¬ 
essor 16mm reversal continuous, complete 
with SC drive and all accessories $3,000. 
Processor 16mm continuous neg/positive 
spray type $500. Sensitometer Kodak model 
60 $450. Densitometer Kodak IA color $150. 
For sale or long term lease. All equipment in 
excellent condition. JOSEPH GONDA, 640 
Saugeen Crescent, Petersborough, Ontario, 
Canada. 

NC-MITCHELL, 5 lenses, 3 motors, 6 maga¬ 
zines. Almost new. $12,950. High Speed 
standard Mitchell, 4 lenses, 3 motors, 4 
magazines, completely overhauled. $1,750. 
(213) 454-9903 

TURN YOUR SELDOM used surplus equip¬ 
ment into old-fashioned cash. COMQUIP, Box 
12, Ridgewood, N.J. 07451 (201) 444-0196 

TWO SENNHEISER RADIO mike systems in 
custom back-pack. 1008 receivers, SK 1007 
transmitters, MK-12 mikes, and also two 
SK-1008 transmitters w/mikes for back-up 
and two T-203 receivers for cameraman and 
director monitoring—all packaged in a case 
and working perfectly-orig. cost $4,400—sell 
$1,800. SIMTHINGS, 7437 Woodrow Wilson, 
Hollywood, Calif. 90046 (213) 874-3187 

CINE KODAK SPECIAL, 16mm, 4 lens tur¬ 
ret, focusing tube, matte box, 3 lenses, 100 
and 200 ft. magazines $550 or best offer. 
BEN BROTHERS, 650 No. Bronson, Holly¬ 
wood, Calif. 90004 (213) 464-1020 

BEAULIEU BODY 16mm (213) 454-9903 

MITCHELL-BNC w/lenses, extras $16,500 
Arri 120S blimp, like new, extras 3,800 
Auricon Pro-1200, opt/sound, extras 2,400 
Beaulieu-16, 12.5/75 zoom, like new 975 
Auricon Pro-600, opt/mag, zoom 2,500 
Eastman-16 Reflex sped, 2-mags 1,100 
CineVoice Cnvsn 400’, galvo, wild mtr. 450 
Scoopic-16, 2-batteries, charger, case 750 
CineVoice do-it-yourself conversion 350 
Cine Special, reflex finder, 6-lenses 500 
B&H 70DL, 4-lenses, case, like new 250 
Nagra-IV-L recorder, new guarantee 1,450 
Trans Flyweight */«” recorder, case 200 
Stancil Hofman 16-Mag recorder 1,400 
Stancil Hofman 35-Mag recorder 1,500 
Magnasync 602 16-Mag recorder 1,250 
B&H Mdl 202 16mm opt/mag projector 395 
Bolex 321S 16mm opt/mag projector 900 
Angenieux 25/250 electric zoom 1,750 
Cooke 100mm deep panchro (Arri-35) 250 
Baltar 100mm lens, c-mount 100 
Cine 60 zoom motor for Angen. 12/120 225 
Alan Processor neg/pos/reversal, takes all film 

sizes from 8mm to 70mm 2,400 
Ask for our free 1972 pocket secretary. We 
trade up or down. COMQUIP, Box 12, Ridge¬ 
wood, N.J. 07451 (201) 444-0196 

ARRIFLEX BL 16mm. New. With 12/120 
Angenieux zoom lens, magnetic module, am¬ 
plifier, two 400’ magazines, battery & 110 
volt power supplies, Universal motor, alum¬ 
inum carrying case and Arri BL tripod. 
Special dealer cost price. FRANK RICHARD, 
Pan American Films, 822 No. Rampart St., 
New Orleans, La. 70116 (504) 522-5364 

ANIMATION FILMSTRIP STAND: 35mm 
Acme model 6 camera (can be converted to 
16mm) with single speed motor and projec¬ 
tion lamp Portman Stand with two 2V2” 
diameter ground steel columns, cast iron base, 
and 60” vertical camera travel Oxberry Film¬ 
maker Compound with 14” N-S, 28” E-W, 
360° rotation and pantograph, colortran 
lights with transformer, complete $7,850. 
CINEMA & DESIGN (212) 725-2424 

ECLAIR NPR, TV G.G., 12/120 zoom with 
motor drive, 1-400’ mag., Hi Hat, battery, 
cables, cases, extras. $4,350. AMERICAN 
CINEMATOGRAPHER, Box 1743 

LIKE NEW—Angenieux 25mm 095, 
Angenieux 5.9mm 1.8, Schneider 25mm 1.4, 
in 16mm Arri mounts. Angenieux 100mm 2.5 
C mount. Package $650. FLICKERS, INC., 3 
East 57 St., New York, N.Y. 10022 

ACL or NPR ECLAIR sale or rent with any 
lens; also, for sale 9.5-95 zooms with 
eyepiece. A. MAYSLES, 1697 Broadway, 
N.Y.C. (212) 582-6050 

MOVIOLA 4 HEADED. 235 picture; 235 
sound. Manual search heads. 3 footage count¬ 
ers, etc. 2 years old. Excellent condition. Best 
offer. EDIT CHICAGO, 645 No. Michigan 
Ave., Chicago, III. 60611 (312) 787-9100 

BEAULIEU R16B, 12/120 Angenieux, 200 
ft. mag., sync generator, electric handgrip, 
two batteries, charger, Halliburton case, excel¬ 
lent condition. $1,700. K. BERRY, 1214 
Park Ave., Rochester, N.Y. 14610 

OXBERRY ANIMATION STAND $14,500. 
16/35 Acme optical printer $12,500. Acme 
35mm camera $1,995. 16mm automated 
stand $3,500. Acme stand $2,500. Filmstrip 
stand $1,650. Filmstrip and filmstrip/slide 
cameras from $695. O’Connor 200 fluid head 
$1,200. Reflexed 400 ft. Eyemo with zoom 
lens $1,500. Kodak AV-256 sound projector 
$325. Kodak mag/opt projector $495. UNI¬ 
VERSITY SUPPLIERS, 225 West Ohio St., 
Chicago, III. 60610 (312) 467-6457 

ARRI BL single system module, almost new 
with modified MA-11 amplifier, charger, coil 
cables, case, etc complete for $1,600. SIM¬ 
THINGS 7437 Woodrow Wilson, Hollywood, 
Calif. 90046 (213) 874-3187 

BELL & HOWELL, 16mm 400 ft. magazine, 
rack-over through the lens focusing, 3 lenses, 
12 volt D.C. and 110 volt A.C. motors, blimp, 
matte box, Mitchell viewfinder, case and 
accessories $950 or best offer. BEN BROTH¬ 
ERS, 650 No. Bronson, Hollywood, Calif. 
90004 (213) 464-1020 

BELL & HOWELL 35mm motion picture 
camera, Eyemo turret, 5 lenses and motor 
$300. Excel, cond. J.R. WITULSKI, 591 No. 
Irving Blvd., Hollywood, Calif. 90004 (213) 
467-3129 

WE HAVE CASH buyers waiting for your 
used or surplus cameras, lenses, sound gear, 
accessories, projectors. Tell us what you have 
to sell. COMQUIP, Box 12, Ridgewood, N.J. 
07451 (201) 444-0196 

THE CAMERA DOCTOR repairs Arris, 
Eclairs, Mitchells. Call ALAN GORDON EN¬ 
TERPRISES, 1430 No. Cahuenga Blvd., Hol¬ 
lywood, Calif. 90028 (213) 466-3561 

BATTERY, ARRIFLEX, VOLTABLOCK 
#7V04-D, mini-charger, 8V 5AH, case, strap, 
cable, new cells, charger and condenser. $75. 
G. NAMHAUSER, M.D., 89 East 9th St., New 
York, N.Y. 10003 (212) 228-1100 

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. 

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) 50; 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 PRODUCTION EQUIP SERVICES AVAILABLE 

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 

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.O. 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. 

THE COMPLETE SYSTEMS approach to 
your production problems is in Quartz-Loc 
line of precision built products. The model 
200 Crystal Sync generator, model 400 sync 
motor driver, model 500 closed-loop driver, 
model 600 resolver. In the audio line, the 1-50 
mixing consolette, 1-90 editing mixer amplifi¬ 
er, T-15 fifteen watt theatre amplifier, T-100 
one hundred watt theatre amplifier, T-2000 
theatre pre-amps, and T-Comp theatre com¬ 
pressor. The complete systems approach is the 
Quartz-Loc line. IMAGE DEVELOPMENT 
CO., Box 1014, Parsons, Kansas, 67357 

ARRIFLEX BL 50266, Zeiss 12.5/75mm 
lens, matte box, 400 ft. magazine, case. 
Angenieux 12/120mm C-mount with view¬ 
finder. AMERICAN CINEMATOGRAPHER, 
Box 1744 (213) 662-4507 

MOVIOLA “DPV” w/large screen, w/o sound, 
new mirrors and screen, excellent—$1,000. 
Reply to AMERICAN CINEMATOGRA¬ 
PHER, Box 1746 

AURICON CM 71 opt/sound 17, 25, 50, 100, 
150mm lenses. Motor drive. Mint condition. 
$695. Trade for Nikon motor drive plus cash. 
M. HORNE, 300 So. Beverly Dr., Beverly 
Hills, Calif. 90212 

MORSE FILM PROCESSOR 16/35mm, color 
or b&w, good condition $600 F.O.B. L.A. 
Call MR. RYAN, (213) 838-6983 

FOR SALE: Fried 16mm continuous sound 
and silent printer with scene tester, $450. 
Roberts model 770X stereo tape recorder, 
new $275. Erlson magnetic film recorder 
outfit, as is, $100. IMAGE DEVELOPMENT 
CO., Box 1014, Parsons, Kansas 67357 (316) 
421-3517 after 6:00 P.M.CST. 

CLEARANCE: Westrex 35mm magnetic 
equipment — recorders — dubbers — pre amps 
— equalizers — mixers — 1 & 3 phase interlock 
distributors — NC/BNC and Mitchell 16mm 
interlock camera motors — BNC mounted 
lenses — Altec S-15 4 channel stereo amplifier 
— M-R type 103 microphone boom w/126 pre¬ 
ambulator $750. — M-R type 103 microphone 
boom w/3 wheel dolly $500. P.O. Box F-1532, 
Freeport, Grand Bahama 

ARRI BL, 12/120, case, 400’ mag $4,500 
BL sync motor 110V 400 
BL sync oscillator 250 
Nagra III recorder, case 950 
Nagra III sync oscillator 100 
BMT mixer 145 
Sennheiser 804 complete 400 
Sennheiser 1005/07 wireless system 250 
Sony F75 Shotgun, AKG, RCA, EV lavaliers 
IMAGE DEVICES, INC., 811 N.W. Ill St., 
Miami, (305) 754-4141 

FOR SALE: 16mm Eclair with 400’ maga¬ 
zine, 12/120 Angenieux zoom, Angenieux 5.7 
wide angle, body harness, Nagra III with Sony 
C22FEP mike plus Sennheiser mike and ampli¬ 
fier. OMEN, P.O. Box 12457, Tucson, AZ. 
85711 Make Offer 

MIKE BOOM, Mole Richardson type 103-B 
with preambulator. Mint condition. ALUGE 
FILMS, 5350 W. Clinton Ave., Milwaukee, 
Wis. (414) 354-9490 

SERVICES AVAILABLE 

CAMERAMAN AVAILABLE with location 
camera car and complete location equipment 
including Eclair, Nagra, lights, etc. Twenty 
years experience with features, cinema verite, 
etc. Complete crew available on request. TOM 
SPALDING, 2416 Frankfort Ave., Louisville, 
Ky. 40206 (502) 895-1600 

GORDON YODER, INC. builds a 15 oz. 
magnetic amplifier for Cine Voice 

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. A.S.P. DISTRIBUTION, 5716 
Vecino Dr., Glendora, Calif. 91740 (213) 
963-6761 

GORDON YODER, INC. gives 48 hour serv¬ 
ice on Filmo & Auricon filter slots. Also 
quick service on Auricon and Filmo repairs. 

CANADIAN CAMERAMAN-PACKAGER 
with 25 years experience in filmmaking now 
specializing in documentary and TV magazine 
stories desires to expand his marketplace. 
Foscine Toronto can supply quality crew and 
equipment packages to fit your production. 
Foscine will make all your production dollars 
show on the screen. Contact FOSCINE TOR¬ 
ONTO, LTD., 36 Edgewood Crescent, Tor¬ 
onto 5, Canada or telephone (416) 921-3930 
for services. 

GORDON YODER, INC. repairs all types of 
conversions. 

SITUATIONS AVAILABLE 

PART TIME and substitute instructors re¬ 
quired for Los Angeles area educational in¬ 
stitution. Cinematography, editing, sound, 
directing, aesthetics, finance. Experience pref¬ 
erable to degree. Will not conflict with profes¬ 
sional assignments. Send resume to AMERI¬ 
CAN CINEMATOGRAPHER, Box 1742 

MAX GORDON Motion Picture Equipment 
Co. seeks additional representation for nation¬ 
al sales of TV news motion picture equip¬ 
ment. Some areas are still available. Call or 
write now for choice territories. (213) 
938-3858, 135 So. La Brea, Los Angeles 
90036 

WANTED 

USED LIGHTING M/R 2K, 5K, accessories, 
Century stands. BILL SNYDER, Box 2784, 
Fargo, North Dakota 58102 

WANTED: NAGRA, UHER recorder. PAUL 
PIAGET, 3838 W. Pine, St. Louis, Mo. 63108 

COMPILING S8MM HANDBOOK of techni¬ 
cal information. Desire information from all 
S8mm manufacturers and laboratories. CAR- 
FAGNO/CLARK, 807 W. William, Cham¬ 
paign, III. 61820 

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 CON¬ 
SIGNMENT. 

FLASH!!! 
USED VTR EQUIPMENT WANTED 

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. — Mike Sloun — (201) 939-5250 

40 Kero Rd., Carlstadt 07072 

WANTED: MAUER 16mm camera, B&H 40 
Ft. camera, Cine Special 200 ft. film chamber. 
JAY H. SCHIFF, 500 Cornelia Ave., Chicago, 
III. 60657 

TECHNIRAMA 1.5 Anamorphic camera lens 
attachment wanted. Write NORMAN 
BRINGSJORD C-3, 265 Clinton St., Brook¬ 
lyn, N.Y.11201 

WANTED: a complete Magnasync Nomad 
recorder outfit. IMAGE DEVELOPMENT 
CO., Box 1014, Parsons, Kansas 67357 (316) 
421-3517 after 6:00 p.m. CST. 

16MM SHUTTLE AND SPROCKET assembly 
for Oxberry master animation camera. Please 
write or phone AARON GORDON at 425 No. 
Michigan Ave., Chicago, III. 60611 (312) 
527-4070 

RENTALS 

STEENBECK 16/35 for rent. On our premis¬ 
es, Toronto. (416) 920-3495 

ARRI 16 “S”, complete outfit, including 400 
ft. mag. $100 per month, 3-month minimum. 
Reply to AMERICAN CINEMATOGRA¬ 
PHER, Box 1745. 

MISCELLANEOUS 

Free from GORDON YODER, INC., 1 set 
zoom see rings, 1 sunshade and 1 series 9 glass 
filter with every 12 to 120 zoom we sell. 
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**campaigner & winner" 

Ml 
“Frezzi-Cordless” professional 16mm 

TVnewsfilm single/double system 
sound cameras are ready-to-roll. 

Our standard 16mm TV newsfilm camera features the 
"Frezzi-Cordless"™ internal power system. Used by all 
major TV newsfilm operations. The camera is rugged, 
completely portable and operates everywhere from its 
internal power system or external 120 volt AC line or 
external DC battery. Sync operation with integral crystal- 
controlled module. Shoots single or double system 
sound with ease. 
Special TV Newsfilm Package Price includes: "Frezzi- 
Cordless"™ Camera, Angenieux AVB 12-120mm zoom 
lens (specify finder), 400-foot magazine, spare battery, 
data rings, filters, amplifier and accessories, and custom¬ 
ized carrying case. 

For information and prices on the "Frezzi-Cordless"™ 
Camera and accessories see your professional motion 
picture supply dealer or write or phone James J. Craw¬ 
ford, Vice-President Engineering. 

(Your present conversion can be made "Frezzi-Cordless"™ 
by FREZZOLINI; for details write, phone Mr. Crawford) MADE IN U.S.A. 

Features famou 
BACH AURICO 
movement. 

Jim Frezzolini's "Frezzi-Cordless' 
conversion features an 
internal battery that runs 
Eight 400-foot rolls without 
plugging in its power cord. 

General Research Laboratories 
DIVISION OF 

Frezzolini Electronics Inc. 
7 Valley St., Hawthorne, N. J. 07506 
PHONE: (201) 427-1160 



Byron produces America’s finest quality 

VIDEO TAPE-TO-FILM TRANSFER AT 

America’s 
Lowest Prices! 


