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EXCLUSIVE CSC CONVERSIONS 

EW EXCLUSIVE J. L FISHER REPRESENTATIVE 
(East of the Mississippi) 

Fisher equipment is now available for rental 
exclusively at CSC at adjusted prices. 

THE CSC ARRIFLEX 2C 
“HARD FRONT” CAMERA 

This is the new CSC Arriflex 2B to 
2C conversion featuring the same 

patented lens locking mechanism as the 
CSC/BNCR. Now you can interchange 

lenses between our BNCR, Arriflex 
and R-35 cameras. 

THE CSC/BNCR 
The new improved optical system designed 
especially for use on “The Godfather’' for 
extreme low light level shooting is now 
standard on all CSC/BNCR cameras. 
25% more light reaches the viewing eye and 
eliminates loss of image on fast pans 
and tilts. 

Note the new lens housing—this 
permits use of microphones within 
12 inches of the camera. 

camera service center, me. 

625 WEST 54th STREET • NEW YORK, N.Y. 10019 • 212 757-0906 
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In New York 
we supplied Frank D.Gilroy’s 

picture“DESPERATECHARACTERS”and 
Arnold Gits’ 16 mm 

“SANDS OFTIME:’ 

Now 
wecandothesamefbrthem in 

San Francisco. 

And the next time Frank or Arnold are shooting 
anywhere near the west coast, they’ll come to 
us. So will many others. Because when we 
get a customer, we keep him. Call it what you 
will: professionalism, innovation, personal 
service — we’ve got a hard-earned reputation 
in the east and we mean to win the west too. 

Big production or small, Ferco is budget-oriented. 
I\ Whether you’ve got a rental or purchase in mind, 
rAVor just a special film maker’s problem, please 

let us hear from you. We'll take a personal interest 
in your needs. San Francisco: 1300 Sansome St., 

San Francisco, Cal. 94111. (415) 398-2307. New York: 
Film Equipment Rental Company 419 w. 54th St., New York, N.Y. 10019 (212) 581-5474. 
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30 SEC. SPOT THE GODFATHER 
CINEMOBILE MARK 1 
INDUSTRIALS • LOW BUDGETS 

CINEMOBILE MARK 2 
COMMERCIALS • 4 WHEEL DRIVE 

CINEMOBILE MARK 3 
TELEVISION SPECIALS 

CINEMOBILE MARK 4 
TELEVISION FEATURES 

30 
LOCATION 

STUDIOS 
HOLLYWOOD 

(213) 652-4800 

MEXICO 
549-33-56 

NEW YORK 
(212) 868-2569 

LONDON 
018-395-285 

CINEMOBILE MARK 8 8 WHEEL DRIVE 

CINEMOBILE MARK 9 
TELEVISION SERIES 

CINEMOBILE MARK 10 
SUPER FEATURES 
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FEBRUARY, 1972 • FEATURE ARTICLES 
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Herb A. Lightman 

editor 

154 On Location With "STORM" 
A dedicated group of eager "pros" pool their talents to shoot the first 

theatrical feature to be made entirely in Minnesota by a Minnesota film 
production company 

Three Tyler 

editorial assistant 

158 Photographing "THE FRENCH CONNECTION" 
An exciting screen adventure, brilliantly produced and superbly photo¬ 

graphed to capture wild action and the true grit of Fun City 

Milt Darnell 

production control 

Jan Mazza 

advertising manager 

Barbara Prevedel 

accounting 

Pat Barrier 

circulation 

164 Professional and Profitable Filming in Super-8 

A growing young company in Colorado stretches the state of the Super-8 art 

to perfect its technology as an original filming medium from camera to 

release print 

170 Kodak Demonstrates Feasibility of Super-8 Videoplayer for TV 
Newly developed hardware for video presentation of standard Super-8 format 

may spark the so-far non-existent video-cassette "revolution" 

174 A Creative Challenge: Coal Mine Cinematography 
Making an "underground film"-in the literal sense of the term-strains skills 

and facilities, while neatly separating the men from the moles 

Claudia Pollard 

research 

178 A TV Commercial Almost as Complex as a Feature 
Building an entire house with rooms that "float" together before the eyes of 

TV viewers required a great deal of imagination, innovation-and money 
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188 Motion Picture "Magic" Demonstrated in Boston 
Top Special Effects expert, Linwood G. Dunn, ASC, takes to the road to 

share secrets of Hollywood know-how in the field of creating filmic 

legerdermain 

• DEPARTMENTS 
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ON THE COVER: Director of Photography Ron Eveslage crouches with hand-held Eclair 
NPR camera to film start of Hutchinson Grand Prix snowmobile race held in 

Hutchinson, Minnesota—an exciting action sequence for "STORM", the first theatrical 
feature to be made entirely in Minnesota by a Minnesota production company. Cover 

design by PERRI & SMITH. Photograph by Herb A. Lightman 
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Take this 
30-second 

photoquiz 
Don't feel bad if you fail* because you'll win a 
CFI Film Footage Estimator. 

1. How much will it cost me to have a 23 minute 16mm Eastman 
color release print made if the laboratory charges 7d/foot? 

2. How many 35mm feet would I have if I blew up my 23-minute 
16mm picture? 

3. What about reducing my 23-minute 16mm film to Super 
8mm—how long would that be in Super 8mm? 

4. How much ECO can I have developed for $450. at $.0850 per 
foot? 

*We'll even send you one if you don't fail 

Undoubtedly you could answer these 
questions. They're not really hard. But you 
probably couldn't do it in 30 seconds—you'd 
need a little more time, and perhaps even a 
pencil and paper. 

That's why we're making our Film Foot¬ 
age Estimator available free to interested 
professionals in the motion picture and 
audio-visual industries. 

It's handy. It has all the information you 
need built right into its easy-to-read sliding 
scales. Answering the above questions in 30 
seconds would be a cinch if you had one. 
And it's especially valuable for budgeting 
and planning. 

Flow do you get a CFI Film Footage 
Estimator? Simple. Just send in the coupon 
on this page or write to us on your letter¬ 
head. We'll send you one with our compli¬ 
ments, along with any special service infor¬ 
mation you may need. 

 , 
All right, send me a Film/Footage Estimator. Let me prove 

to myself that I can answer those questions in 30 seconds. 

Name  

Company  | 

Title  

Address  | 

City  

State Zip  j 

I am also interested in: 

□ Video Tape to Film Transfers □ Title and Opticals □ Tape Copies | 

CONSOLIDATED FILM INDUSTRIES i 
959 SEWARD STREET, HOLLYWOOD, CALIFORNIA 90038 I 

AC2 ! 
L J 
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A lot of productions use a lot of different cameras for a 
lot of different purposes. One camera might be blimped 
and mounted for sound work. Another might be hand¬ 
held for wild shots. A third might wind up on the camera 
car. And if time-lapse, animation or underwater footage 

ARRIFLEX 35 users use accessories where 
other-camera users use other cameras 

camera and a choice of accessories to do many jobs, 
instead of many cameras to each do one job? 

is required, the call might 
go out for cameras num¬ 
ber four, five, or six. 

Arriflex had a better idea 
— one rooted in logic, 
convenience and econo¬ 
my. Why not use one 

onmera 
hivemory 

Z^[^3[^]D[^[Li[M2^ P'°' B0X 1050, Woodside- N.Y. 11377 
COMPANY OF AMERICA 1011 Chestnut Street, Burbank, Calif. 91502 

The idea’s validity has been pretty well substantiated 
over the past three decades. An Arriflex 35 is a 200' or 
400' camera that can be hand-held, that squeezes into 
any corner its operator can, that leaves some room in 
the camera car for the cameraman. And that same Arri¬ 
flex is also a blimped 1000 footer, with sync generator 
and automatic slate, if you wish. There’s no shortage of 
underwater housings, intervalometers and animation mo¬ 
tors; and Arriflex mirror-shutter viewing is as beneficial 
on the animation stand as in live shooting. While the 
single purpose cameras do all these jobs more expen¬ 
sively, none do them more conveniently, quickly or better. 

So if your writers call for all kinds of tricks, or if you ex¬ 
pect the unexpected, pick the one that’s done them all: 
Arriflex 35. 

ARRIFLEX 35 2CH 
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QUALITY 
16 MM PROCESSING 

— on the next 
flight 

or, as near as 
your phone 

Winnipeg Calgary 

AtlanJ 

Orleans 

ork 

Los An 

Mexico City 

To give personal supervision — quality — correct color balance — at a competitive price, 
is expected of any competent 16 mm processing service. SWFL does more! Our com¬ 
munications work —and fast. Over 800 flights daily in and out of Dallas get jobs 
started —dailies shipped —with dispatch. Your questions get personal phone 
answers —in detail —and today. If you haven’t tried SWFL, call Charles Floyd 
now. Oh, yes, and write for the latest price list. 

SOUTHWEST FILM LABORATORY. INC. 
3024 FORT WORTH AVENUE* A/C 214 331-8347 * DALLAS, TEXAS 75211 
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R.B.^ 
We came in under 

budget the \ast time 
thanks to Camera tNaft. 

Be sure to ca\\ them 
to line up the equipment 
for this f iim. — 

THE I?JlimiV JL INC. 
456 W. 55th ST., NEW YORK, N.Y. 10019 • (212) 757-6977 
RENTALS o SALES o SERVICE 



INSTANT EVERYTHING 
(the next-best thing to instant success) 

Most moviemakers will agree that the 
difference between good footage and 
great footage goes beyond talent and 
luck—it’s the little things that often 
make the difference. Little things like 
extra mobility, to follow fast-moving 
action. Or a few extra dB of silence on 
the set. Little things ... like the fleeting 
moment of news, captured because of 
a minute saved in set-up time. Or an 
unusual camera-mount that produces 
the “different” point of view you need. 

Little things do mean a lot. And, for 
many of those important “little things,” 
cinema professionals turn to Cine 60... 

Instant Power 

Instant Camera Pod 

Our single universal 
shoulder pod (“unipod”) 
is a lightweight shoulder 
mount that accepts all 
cameras. Easily remov¬ 
able between takes, it 
keeps the camera in the 
ideal shooting position 
while offering the ma¬ 
neuverability of single-shoul¬ 
der construction. Used with the 
Uni-Eclair Mount (detailed later), this 
is the only practical pod for the Eclair 
NPR-16. (By the way, we also have an 
excellent double-shoulder pod as well.) 

Wherever you go, whatever the shoot¬ 
ing situation, Cine 60’s exclusive power 
belt* gives you the power to run every 
professional camera on the market. 
Plus the all-important mobility to go 
where the ac¬ 
tion is. Avail¬ 
able in volt¬ 
ages from 6 
to 30V (and 
up to 7 am¬ 
pere-hours), it 
features recharge¬ 
able nickel-cadmium 
cells, sealed design and an auto¬ 
matic overload safety switch. With 
built-in charger and plug-in coiled 
power cable, it is one of the most wide¬ 
ly-used power sources available today. 

Instant Quiet 

Silence is golden, yet relatively inex- 
expensive with the Cine 60 battery- 
powered fiberglass Blimp for Arriflex 
35 cameras. Only 19 pounds, the 
Blimp permits shooting in even the 
most restricted spaces — with all 
standard lenses (even 18mm, 
without vignetting!). Inside, 
the camera is securely 
mounted, yet isolated acous 
tically from its surround¬ 
ings. On the outside, a 
new, gear-driven mech- 
chanism permits smooth, 
accurate follow-focus via 
large, easy-to-use knob. All 
other controls and con¬ 
nections are conveniently 
placed on a rear 
control panel. 

cinE 

Instant Camera Platform 

Wherever and 
whenever you 
need a stable 
camera plat¬ 
form, chances 
are our Vacu- 
Platform can provide 
it. This rugged suc¬ 
tion-actuated device 
can be positively 
fastened to any smooth surface (car- 
tops, floors, etc.) without marring. A 
flick of a lever on its extra-large suc¬ 
tion mounts does the job. Especially 
useful for low-angle work, it mates with 
standard tripod heads. 

Instant Camera Mount 

If you’ve ever 
watched a good shot 
pass you by while try¬ 
ing to thread a camera 
onto a tripod or shoulder pod, the Cine 
60 Snaplok is your answer. Combining 
rapid, fail-safe operation with the rug¬ 

gedness and precision alignment 
needed for day-in, day-out use, 

the Snaplok features 
light weight and high 
rigidity. One section 
mounts on the cam¬ 
era; the other on 

tripod or shoulder 
pod. A single 
pushbutton in¬ 
stantly separates 
the two. The base 
unit of the Snap¬ 

lok is compatible 
with standard Vi" 

and %" sockets. 

Instant NPR 

Our Uni-Eclair Mount 
is just what the name 
implies — a universal 
mount for the Eclair 
NPR camera. Rugged, 
yet surprisingly light, 
it may be left on the camera at all times, 
ready for hand-held operation or shoot¬ 
ing with a tripod or shoulder pod. And, 
it makes a handy camera rest between 
takes. 

Instant Zoom 

If you own one of 
the fine Angen- 
ieuxzoom lenses, 
you can have 
smoother, more 
consistent zoom¬ 
ing with one of our electric zoom 
drives. Available in four sizes (for the 
9-95mm, 12-120mm, 12-240mm and 25- 
250mm), these units feature a precision 
gear assembly which mounts securely 
and directly to the lens barrels. The 
gear assembly, in turn, is rigidly 
coupled to a high-quality DC motor 
via a flexible shaft. The motor js power¬ 
ed by a transistor-regulated nicad bat¬ 
tery pack featuring directional push¬ 
buttons and a smooth, variable speed 
control—all contained in a convenient, 
palm-sized case — with built-in re¬ 
charger. (We also make an instant¬ 
mounting, collapsible rubber lens hood 
for the Angenieux 25-250mm zoom.) 

Instant Rentals 

Cine 60 also enjoys an excellent repu¬ 
tation for its line of top-quality rental 
equipment. All thoroughly maintained 
and delivered on-time. We’d appreciate 
the opportunity to fill your rental needs. 

Instant Information 

Whatever your filming needs, all you 
need to know for “Instant Service” is 
one name and one number: 

,  T 
1  — 

I IMCORPORATED 

Film Center Building/630 Ninth Avenue 
New York, N.Y. 10036/Tel: (212) 586-87B2 

®U.S. Patent #3274476 
© 1970, Cine 60, Incorporated 



• roscovin 
• roscolan 
• rolux 
• roscolene 
• roscolex 



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. 

FREE: 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 



roscovin 
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 

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. 

Brute Y1 
For Brutes burning 
white flame carbons 
Corrects to daylight. 

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

grey 
Reduces light 3 stops 

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. 

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

Tough Frost—Softens and diffuses light 
without charring or yellowing 

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

reduces light 3 Vi stops. 

Tough Blue 50—Converts 3200K 
to 5000K. 

Brute YF—For Brutes burning 
yellow flame carbons. 

Corrects to 3200K. 

Cine MT2Vi—Reduces color temperature 
of arcs with white flame carbons. 

Cine Vi 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 CINE 

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 



Canada’s 
largest and most complete 

rental house 

CINEVISION 
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. 

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 

Montreal 
CINEVISIC3N 

T oronto 
2000 Northcliffe Ave. ■ Montreal, Quebec ■ (514) 487-5010 244 Simcoe Street ■ Toronto, Ontario ■ (416) 362-6611 
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By ANTON WILSON 

MICROPHONES 

The first link in the recording chain 
is the microphone. It is the device that 
initially converts the mechanical sound 
waves into electrical impulses that can 
be mixed, equalized, and ultimately 
recorded and re-recorded. There are 
currently hundreds of microphones 
from which the cinematographer can 
select, and, to all but the most knowl¬ 
edgeable sound technicians, this wide 
choice can be confusing. 

There are basically three types of 
microphones: the crystal or ceramic, the 
dynamic, and the condenser (capacitor). 
The crystal-type microphone is seldom 
used for professional sound recording. 
The crystal mike requires extremely 
high input impedances which restrict 
both cable length and low-frequency 
response. Because they are inexpensive 
to manufacture, this type is usually 

supplied with home tape recorders. For 
all intents and purposes, the cinematog¬ 
rapher can rule out the crystal or 
ceramic microphone for sound track 
recording. 

The dynamic microphone is the most 
widely used of the three types. It 
combines high quality, rugged construc¬ 
tion and reasonable cost. Mechanically, 
the dynamic microphone is constructed 
like a miniature loudspeaker. The sound 
waves strike a diaphragm and coil assem¬ 
bly, causing it to vibrate. This vibrating 
coil is in a magnet structure and, thus, 
generates a small voltage. The dynamic 
mike is simple and rugged, and requires 
no special power supplies or oscillators. 

The ribbon microphone falls into the 
dynamic class. It is a very high-quality 
device, but, because it is so delicate, its 
use is usually restricted to recording 
studios. Ribbon mikes are seldom used 

in the motion picture industry for this 
reason. 

The condenser microphone has 
gained great popularity in the motion 
picture industry over the last ten years. 
Condenser microphones employ a tiny 
feather-light membrane instead of a 
heavy coil assembly and are considered 
to have superior electro-acoustical char¬ 
acteristics. The very light membrane, 
because of its low mass, produces very 
"clean” sound which is especially 
noticeable at the higher frequencies. 
Unfortunately, this light membrane is 
also very delicate, and for this reason, 
the condenser microphone, like the rib¬ 
bon mike, has usually been restricted to 
the studio. 

Recent technical advancements, how¬ 
ever, have made the condenser micro¬ 
phone more versatile and rugged. Prob- 
Continued on Page 201 

MICROPHONE CONSTRUCTION 

DYNAMIC MICROPHONE CONDENSER MICROPHONE 
The principle of the dynamic mike is 

similar to that of the loudspeaker, only in 
reverse. Sound waves striking the dia¬ 
phragm cause it, and the attached coil, to 
vibrate. The coil assembly is immersed in a 
magnetic field and, thus, the vibrations 
cause an electric potential (voltage) to be 
generated. This vibrating voltage is con¬ 
nected (via the leads) directly to the 
pre-amp input of the recording amplifier, 
where it is amplified. 

The condenser mike is not quite as simple as the dynamic mike. The dynamic 
mike is essentially a generator; the moving elements actually generate the audio 
signal which merely has to be amplified. The condenser mike uses two thin 
membranes as the active mechanical elements. These two thin membranes by 
themselves cannot generate any signal and, thus, additional electronics have to be 
employed. A r-f condenser mike, in addition to the two membranes, employs an 
r-f oscillator, a power supply, a demodulator and an audio pre-amplifier. The 
oscillator-demodulator system needs power to operate, and since no power is 
generated within the system (unlike the dynamic mike), power must be supplied 
from an outside source. Some tape recorders have built in power supplies for 
condenser mikes. In other cases a battery is connected in the microphone line and 
supplies a D.C. voltage to the mike over the two audio output conductors, thus 
precluding the necessity for additional or special mike cables. 

With the oscillator powered up, a r-f signal is applied to the two membranes 
which are essentially a capacitor or condenser. As the sound waves hit the 
moveable membrane, it will vibrate, thus fluctuating the distance between the two 
membranes. This will, in turn, cause the capacitance of the two membranes to 
vary accordingly. This capacitor, however, is part of the r-f system and will cause 
the r-f voltage or in some cases the r-f frequency to vibrate respectively. These 
vibrations are isolated in the demodulator section of the mike, amplified, and 
emerge as a clean audio signal. 
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The magnificent /even 

We’ve been hearing unsolicited rave reviews from soundmen across the 
country concerning our seven ingeniously versatile problem-solving audio 
control components (1) M68 Microphone Mixer, vanguard of the low-cost, 
high-performance portable mixers; (2) M68-RM Mixer, with built-in reverb 
for vocalists and special effects; (3) M67 Mixer, the trail-blazing low-cost 
professional mixer; (4) M63 Audio Control Center, that gives you variable 
response shaping; (5) M62V Level-Loc, the audio level controller that auto¬ 
matically limits output level; (6) M688 Stereo Mixer, made to order for stereo 
recording and audio-visual work; and finally, (7) M675 Broadcast Production 
Master, that teams up with our M67 to give a complete broadcast production 
console (with cuing) for under $325. Write for the new Shure Circuitry catalog 
that shows them all: 

Shure Brothers Inc. 
222 Hartrey Ave., Evanston, III. 60204 
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Quality can’t be illustrated. 
But it can be obtained 
from Victor Duncan, Inc. 
See us for quality sales, 
rentals and service in 
Detroit, Chicago and Dallas 

11043 GRATIOT DETROIT, MICH. 48213 (313) 371-4920 • 155 EAST OHIO CHICAGO, ILL 60611 (312) 321-9406 • 2659 FONDREN DALLAS, TEXAS 75206 (214) 369-1165 
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Introducing the 
R16B(PZ)* 

‘with 
BUILT-IN 

POWER 
ZOOM 

Beaulieu’s new Integral Power Zoom (which is coupled to the fine 
Angenieux 12—120mm “auto” zoom lens), provides an infinitely 
variable zoom range from three (3) through fifteen (15) seconds. 
Zoom speeds can be changed while running. The built-in power 
zoom can be manually overridden when desired. Zoom speed is 
continuously smooth and even, with instant (and absolute) 
Start-Stop. Power zoom controls are ideally located for the 
cameraman’s convenience in operation. 

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

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

New from BQXIUUQAJL ! 

Name 

Company 

Title 

Address 

City State Zip 

CINEMA JHexuilieiL 
A DIVISION OF HERVIC CORPORATION 

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

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

COLORTRAN DIMMER PACK 
SYSTEM 

Berkey Colortran, a division of Berk- 
ey Photo, announces a new compact 
modular portable dimmer pack system. 
Six 2400 watt fully filtered solid state 
dimmer modules in a compact portable 
housing weighing only 60 pounds. The 
two-scene Control Pack unit can re¬ 
motely operate the dimmers and can be 
expanded up to 120 dimmers. A Master 
Pack provides proportional cross-fading, 
pile-on mastering of the presets, as well 
as an independent master and grand 
master. Colortran Dimmer Pack systems 
are available for use at 120 or 240 volt. 

The Colortran Dimmer Pack system 
has been designed to be extremely 
reliable, rugged, portable, and expand¬ 
able for use in theatres, schools, audito¬ 
riums, churches, meeting rooms, night¬ 
clubs, television studios, or any situa¬ 
tion requiring lighting control. 

For the 24-page booklet describing 
its functions write to Berkey Colortran, 
Inc. 1015 Chestnut Street, Burbank, 
California 91502. 

• 

COMPACT AUTOMATIC FILM 
PROCESSORS FOR SUPER-8, 16mm, 
35mm 

H.G. Cramer Co. of Sarasota, Florida 
now offers a complete line of small, 
compact, automatic motion picture film 
processors in Super 8, 16mm and 35mm 
format. Processes include black & white 
reversal, negative and positive as well as 
Ektachrome color. 

All models, except the MARK V, are 
fitted with the Cramer combination 
Super 8-16mm roller. The MARK V is 
fitted with combination 35mm-16mm 
rollers and will process black & white 
reversal & negative up to 10 FPM. The 
MARK III and the MARK VII will also 
process Ektachrome color Type EF and 

MS using the E-4 chemistry. The speed 
for color processing is 2FPM. Although 
quite slow this can be useful for TV 
news film, test runs, and short in-plant 
runs. The MARK VII will also process 
black and white reversal up to 20FPM. 

Incorporating new features as ele¬ 
vator legs, nylon gear-roller chain drive 
and increased chemical capacity tanks, 
the Cramer Processors are ideally suited 
for low budget film processing. Simplici¬ 
ty of construction allows trouble-free 
maintenance and replacement of any 
part by the operator within minutes. 
Due to stocking policies, shipment of 
any model can usually be made the day 
after the order is placed. Parts, accesso¬ 
ries and chemicals are always shipped 
the same day. Prices range from $695 to 
$2250. 

For further information, write H.G. 
Cramer Co., Rt 3, Box 24A, Sarasota, 
Florida 33580. 

NEW NIKON 100MM F/2.8 REPRO- 
NIKKOR LENS FOR OPTICAL 
PRINTERS 

The new Nikon 100mm f/2.8 Repro- 
Nikkor, a highly specialized lens de¬ 
signed primarily for use with optical 
printers, is being introduced by Photo- 
Technical Products, Inc., a subsidiary of 
Ehrenreich Photo-Optical Industries, 
Inc. The unrivaled quality of the new 
lens, its precise color correction and its 
160 lines per millimeter resolving power 
provide for superior image reproduc¬ 
tion, according to Stuart Held, PTP 
marketing director. 

The apochromatic lens, developed in 

response to the specific needs of users in 
the motion picture industry, has an 
aperture range of f/2.8 to f/22 and an 
optimum magnification of 1.5 to 1. Its 
magnification range of 2.5X to 1X 
provides for printing from 16mm to 
16mm, 35mm to 16mm, 35mm to 
35mm and 70mm to 35mm, with distor¬ 
tion less than 0.1 percent over 50mm 
diameter. Overall working distance (ob¬ 
ject to image) is approximately 400mm. 

Price of the new 100mm f/2.8 Re- 
pro-Nikkor lens is $1,150. For more 
information about this and other preci¬ 
sion off-the-shelf special optics by Ni¬ 
kon, write to Photo-Technical Products, 
Inc., 623 Stewart Ave., Garden City, 
N.Y. 11530. 

• 

NEW BAUER C ROYAL 10-ZOOM 
MODELS FEATURE SYNCHRON 
CONTACT 

Allied Impex Corp., a division of AIC 
Photo, Inc., has announced a synchron- 
contact feature which has been integrat¬ 
ed into new models of Bauer C Royal 
10-Zoom Super 8mm movie cameras. 
The new feature allows for the use of 
electronic flash for single-frame expo¬ 
sures. It also enables the production of 
lip-synchronized movies ... in conjunc¬ 
tion with suitable sound-synchronizing 
equipment. 

All C Royal 10-Zoom cameras on the 
market after October, 1971, are 
equipped with the new feature. Instruc¬ 
tions on how to operate the camera 
with flash guns are included with the 
camera. 

The single-frame exposures are 
achieved with the Bauer Trick Set/lnter- 
valometer, or by means of a cable 
release. One flash is fired for each 
frame. 

To use the Bauer C Royal 10-Zoom 
with electronic flash units for single 
frame exposures, one mounts the flash 
unit with a holding bracket to the 
camera and connects the sync cord to 
the camera sync contact. Use of a tripod 
is essential for this operation. Distance 
and lens opening should be determined 
with the aid of the f/stop calculator on 
the flash unit. The lens should then be 
corrected by one stop (f/5.6 instead of 
f/8, for example), and the f/stop set 
manually on the camera. 

Further information can be obtained 
by contacting the exclusive U.S. import¬ 
er of Bauer equipment. Allied Impex 
Corp., or the exclusive U.S. distributor. 
Interstate Photo Supply Corp. Both are 
divisions of AIC Photo, Inc., 168 Glen 
Cove Road, Carle Place, L.I., N.Y. 
11514. ■ 
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INTRODUCING THE “OXBERRY ANIMATOR 8” 
A complete animation system for $600. 

The "OXBERRY Animator 8” 
is the finest 8mm animation 
system commercially avail- 
ble to the industrial, scho¬ 
lastic and communication 
fields. It is surpassed only 
by the OXBERRY "Filmaker" 
and "Master Series” anima¬ 
tion stands. 
The Animator 8 is a com¬ 
plete animation system that 
requires only a film cassette 
and the creative talents of 
the filmaker  The 
stand and accessories have 
been designed to release 
these talents and permit the 
young and untrained anima¬ 
tor to achieve exciting re¬ 
sults as well as enabling the 
experienced animator to cre¬ 
ate excellent films. 
This is an OXBERRY sys¬ 
tem, providing the high qual¬ 
ity calibration, registration 
and control required for the 
wide variety of animation 

and filmography techniques. 
Its low cost, low instruction, 
low supervision design 
make it ideal for all school 
levels from elementary 
through college. 

The student, amateur and 
industrial user will find a 
large variety of applications, 
of which the following are 
just a sample. 

Scientific time lapse  
photograph and study slow 
processes in the laboratory, 
classroom and home. 

Paper animation  
inexpensive, quick, and 
highly creative paper “cel" 

Cut-out animation  
animate magazines, snap 
shots, comic books . 

Titling  
prepare professional live- 
action and stop-action titles 
for your film productions. 
Story boards  
comprehensives of advertis¬ 
ing animation and filmog¬ 
raphy ideas. 
. . . and puppet animation 
also  

For more information write 
to: OXBERRY, 516 Timpson 
Place, Bronx, N. Y. 10455 

OXBERRY ANIMATOR B 
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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 start 
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 sbirt pocket 

Technology in the 

service of creativity. 

CINEMA PRODUCTS 

In the East: 

Distributed in the United States By: 

In the Midwest: In the West: I 

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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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,INC. 
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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INDUSTRY ACTIVITIES 
INFLIGHT MOTION PICTURES 
SIGNS PROGRAM AGREEMENT 
WITH PROJECT 7 

Inflight Motion Pictures, Inc., (ASE) 
has entered into an agreement with 
Project 7, Inc. (OTC) and a subsidiary, 
CTVC, Inc., to develop special program¬ 
ming to be utilized on short haul flights 
by Inflight's new IMPAK Super-8 pro¬ 
jector. 

The affiliation between Inflight and 
Project 7 follows a recent announce¬ 
ment by Inflight of a revolutionary new 
Super-8 cassette system, "IMPAK", 
which will enable airlines to present 
quality airborne entertainment to a 
whole new market of short haul trav¬ 
elers. 

IMPAK, a Super-8 cassette system, 
will be ready for public demonstration 
late in January, and production runs are 
expected to be operational in the sum¬ 
mer of 1972. 

The new Super-8 cassette system is 
the result of three years of research by 
Inflight. IMPAK's flexibility, automated 
capabilities and simplicity of operation 
will provide an opportunity for short- 
haul airlines to utilize film entertain¬ 
ment on a viable and economical basis. 
Visual entertainment until now has not 
been available on short haul flights. 

The Project 7, Inc. subsidiary, CTVC, 
Inc., will be a major source of program¬ 
ming for the IMPAK projectors, CTVC 
has been a leader in the development of 
electronic entertainment and produc¬ 
tion of closed circuit events. 

Robert J. Leder, Board Chairman for 
Project 7, said that CTVC had been 
working for six months to develop 
suitable concepts for specialized airline 
short haul programming. He also 
stressed the importance of Inflight's 
IMPAK cassette system in reaching mil¬ 
lions of airline passengers who have not 
had film entertainment available to 
them. 

The programs will vary from 314 
minutes to 21/2 hours in time, and will 
include short subjects and feature films, 
according to David Flexer, president of 
Inflight. "Transcontinental and interna¬ 
tional flights have presented motion 
picture features for more than 10 years. 
Now IMPAK is going to bring entertain¬ 
ment to an entirely new and much 
broader airborne audience. The size of 
this audience will amount to many more 
times greater than the current long haul 
market. 

"The airborne entertainment indus¬ 
try has now grown to the point where 

pictures can be produced expressly for 
this market, including sport programs, 
news commentaries, game shows, travel, 
fashion shows as well as a wide variety 
of general interest films and features. 
We expect to have world premieres on 
short-haul flights and many films will be 
seen only in airborne entertainment," 
he added. 

With programming quality required 
to meet Inflight's—and the airline's— 
standards the flexibility of the IMPAK 
cassette system will provide an ability to 
meet different time segment and sched¬ 
uling requirements. 

"For the first time millions of airline 
passengers using domestic flights of un¬ 
der four hours will now have a wide 
variety of entertainment available to 
them during their trips," Mr. Flexer 
said. 

"IMPAK means that airlines will now 
be able to carry a library of lightweight 
film aboard their flights and the stew¬ 
ardesses will be able to change cassettes 
in flight if desired. At the press of a 
button the IMPAK projector system 
shows the film, shuts itself off at the 
correct time, rewinds itself at a 12-times 
faster speed, and closes down ready to 
go again at the press of a button." Mr. 
Flexer explained. 

"NEW FILM MAKERS" SMPTE N.Y. 
CONVENTION THEME 

The 111th Semi-Annual Technical 
Conference of the Society of Motion 
Picture and Television Engineers will be 
held from April 30-May 5, 1972, at the 
New York Hilton Hotel in New York 
City. 

The theme of this popular conven¬ 
tion will be "The New Film Maker- 
Changing Trends in Motion Picture and 
Television Production Methods". Tech¬ 
nical papers to be presented will empha¬ 
size the changing methods and technol¬ 
ogy today's film maker faces. 

As an added feature, student mem¬ 
bers of the SMPTE will be allowed to 
attend the Technical Conference ses¬ 
sions free of the usual registration fee. 
Student non-members will have an op¬ 
portunity to join the Society for only 
$5.00 per year, which will enable them 
to participate without further charge at 
this convention and all conferences for 
the next 12 months, in addition to 
receiving monthly copies of the SMPTE 
Journal. 

The equipment exhibit held concur¬ 

rently with the conference will be 94 
booths comprising the latest equipment 
and services available to the industry. 
Those firms desiring to participate in 
the exhibit should contact John J. 
Burlinson, Jr., National Screen Service, 
1600 Broadway, New York, N.Y. 
10019, for complete details. 

(Note: Stanley Cortez, ASC, was 
requested to comment on Frank 
Capra's new book, "The Name 
Above The Title":) 

"There are no rules in film 
making, only sins—and the 
cardinal sin is dullness." 
A poignant preface to a monu¬ 

mental work of and by an extraor¬ 
dinary human being. 

The four hundred and one-half 
pages of Frank Capra's "The Name 
Above the Title" is an autobiog¬ 
raphy filled with envied wit, wis¬ 
dom, and Aristotle-inspired philoso¬ 
phy. He will glue your eyes to each 
word and reach your heart with 
each profound paragraph. You will 
share his Sicilian boyhood struggles, 
his tenacity and ambitions, as well 
as his rise to become one of the 
true giants of film-making. The 
book speaks for all of us who share 
his dedication and frustrations as it 
ignites contempt for the pretenders 
and triggers anger for the so-called 
professionals who lack ethics and 
integrity. 

Hundreds of books have been 
written on film entertainment by 
authors who second-guess and 
whose theorizing is exceeded by 
their lack of filmic accomplish¬ 
ment. Sadly, this junk is digested 
by the unsuspecting public and the 
serious film student. The dynamic 
achievements of Capra speak elo¬ 
quently for themselves and, there¬ 
fore, a true authority expresses 
himself. 

This absorbing classic is of his¬ 
torical significance. I urge my col¬ 
leagues and those outside our medi¬ 
um to read "The Name Above the 
Title" 

At the end you will close the 
book as I did . . . STUNNED! 

Beethoven's Ninth had ended. 
STANLEY CORTEZ, 
ASC, for the American 
Society of Cinematog¬ 
raphers. 
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What began as a labor of love for Karl 
Malkames wound up a vital step to¬ 
ward the preservation of cinema his¬ 
tory. Ancient nitrate-base films were 
decaying rapidly, and were already 
too deteriorated to be copied on any 
existing printer. 

“They had shrunk erratically, and per¬ 
forations were torn or enlarged,” 
states Mr. Malkames. 

But Killiam Shows, Inc. and New 
York’s Museum of Modern Art wanted 
16mm copies of these last surviving 
prints before they decayed further 
and were lost forever. They had heard 
of the success Karl had in copying his 
father’s extensive film collection as a 
hobby, so they turned to him and the 
special rig he’d used. It was a custom- 
designed projector head, capable of 

accepting film regardless of shrinkage 
or general condition; and an Arriflex 
16M with 90mm Macro-Kilar. 

Why had he chosen the 16M for his 
rig? “The most important considera¬ 
tion was perfect registration—forward 
or reverse. The 16mm image must be 
rock-steady. I’ve worked with all exist¬ 
ing professional cameras, and Arri’s 
registration is simply the best. There 
was also the question of reliability; 
this rig could be in operation con¬ 
tinuously, and I had to be certain that 
it would endure such drudgery. It did.” 

Between printing runs, Mr. Malkames 
regularly removed the 16M from his 
rig, replaced its motor and used it for 
many other assignments including mi¬ 
croscopic and aerial work “The cam¬ 
era is indestructible. In the printing 
mode, l ran over half a million feet 
through it in the last year alone.” 

You may never have the need to phys¬ 
ically incorporate your 16mm camera 
into an optical printer, as Malkames 
did. Yet, every professional camera is 
the starting place for the footage that 
must produce 16mm opticals, 35mm 
blowups and super-8 reductions. In 
that sense, every camera, used pro¬ 
fessionally, is part of the optical print¬ 
ing chain. Reason why Malkames 
used his 16mm Arriflex to copy old, 
damaged films. Reason why you 
should consider nothing less than an 
Arriflex for your live photography. 

COMPANY OF AMERICA 

P.0. Box 1050, Woodside, N.Y. 11377 

1011 Chestnut Street, Burbank, Calif. 91502 

“...and when I've finished with it as an nptical printer, 
I nse my Arriflex IBM as a camera again...” 

—Karl Malkames 
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HIGH-SPEED 
INTERLOCK 

600 
SERIES 

FILM RECORDING 
EQUIPMENT for your mixing studio 

■ 500 feet/minute through the sprocket in interlock 
■ Forward and Reverse operation 
■ Gentle handling of spliced tracks 
■ Film retracted from heads for high speed slewing 
■ Flywheel accelerates for rapid start 
■ Total System engineered 
■ Operates with High Speed Color Telecine Projector 

Black & White TV also available 
■ Compatible with conventional systems 
■ Reel capacity 3000 feet 35MM 

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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Simple 
Smooth 
Silent 

The J-4 "Joy Stick” Zoom Control 
You’ll find no jerks, bumps, or noise in the J-4 "Joy Stick”! The most critical professionals in Hollywood 
have tested, and accepted it as the standard in zoom controls. High reliability combined with easy, uncom¬ 
plicated operation sets it apart and ahead of anything available. 

Smooth? A true servo feedback system, provides constant speed through full zoom over a wide speed range 

(IV2 sec-4V2 min). 

Exclusive Joy Stick control gives gradual start/stop to and from preset maximum. 

Simple? Complete control under your thumb . . . You set the rate 
and your thumb does the rest! The fully 

self-contained, compact control box, has a built-in rechargeable battery. 

You get what you want, when you want it, 

the way you want it — simply, smoothly, silently! 

Brackets and gears are available to fit all zoom lenses 
and all 16mm and 35mm cameras. 

O 
// 4*A 

Ed Di Giulio Says: 
Zoom controls have always been a pain-in-the-neck! It’s almost 
impossible to design one that satisfies everybody. We know 
— we’ve gone through four complete redesigns over the past 
three years in perfecting the Model J-4. Its success is attested 
to in its use by Hollywood’s professional cinematographers to 
the virtual exclusion of all other types. 
But the real surprise is that a zoom control as sophisticated as 
the J-4 "Joy Stick” has been accepted by 16mm cameramen 
as well! 

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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Lowell Softlight weighs only 7 lbs 
and folds flat into an attache case. 

2000w studio softlights weighing 36 lbs 
put out one third stop more light. But this 
one uses lOOOw — and costs one third less. 

T he effect is like north win¬ 
dow light. Soft shadows, soft 
highlights. Ideal for fill and key 
light. Two 500w quartz lamps. 
Barndoors control the light 
and shield the lens from flare. 

Softlights on location! The 
Lowell Softlight folds flat in 
seconds and fits into an attache 
case measuring 28 x 16 x 4 
inches. Open, the Softlight 
measures 23 x 21 x 7 inches. 

You can snap open the 
frame and attach the reflector 
in 45 seconds; and the assem¬ 
bled unit is remarkably sturdy. 
You can clamp it to a doortop 
or attach it to a wall. Or you 
can use the 4 pound Lowell 
Link Stand. 

For more information, see 
your dealer; or write to us at 
the address below. 

LOWEL 
Lowel-Light Photo Engineering 
421 W. 54th St., New York 10019 
Phone number: (212) 245 6744 
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NOTHING CHANGED BUT THE NAME 

THE PRIDE OF OUR LINE ... 400 & 1200 ft COMPACT CONVERSION OF CINE 
VOICE CAMERA. Meets all specifications of a major network, and in use by them 
NOW. Includes Filter slot; Super-Quiet Sync Motor; Silenced Veeder-Root counter; 
Rebushed tripod socket w/brass insert; complete refinishing of the camera when 
all machine work completed; FINEST WORKMANSHIP. Price (magazine not in¬ 
cluded) $795. Accessories available: Bloop lite & Sync pulse; Zoom finder support; 
handle w/switch on front of camera; hinged door. Camera shown with 15 oz. 
side mount amplifier, price $675. Inside battery for amplifier and separate 
charger for same $179. 

Formerly 

Professional Cine Products, Inc. 

2840 REWARD LANE, DALLAS, TEXAS 75220 
Phones (AC 214) 357-3045 or 357-2725 



Sooner or later, 
you’ll be using KEM. 

It’s not just a machine 
but a 

total editinu system. 

NOW WITH TRUE SYNCHRONOUS DRIVE AT SOUND SPEED! 

Hl=M ELECTRONIC MECHANIC CORPORATION 

225 Park Avenue S./New York, N.Y. 10003/Telephone: (212) 260-2150 

In Hollywood: HOLLYWOOD, INCORPORATED 

6253 Hollywood Boulevard / Hollywood, Calif. 90028 / Telephone: (213) 461-4396 

CABLE: KEMOTION NEW YORK / TELEX: ITT 421856 KEM Ul 



Flip Schulke—Photojournalist/Cinematographer/“Photonaut” 

□ TEKTITE II Photographic Mission Leader & Director of the one-hour 
long TV-film study of human adaptation to an underwater habitat titled 
“Man in the Sea—Tektite II” □ Contract photographer for LIFE 
magazine □ Seven-time Award Winner/News Pictures of the Year 
Competition □ Feature photo stories for National Geographic, Fortune, 
Ebony, Time, Playboy, Sports Illustrated, etc. □ Underwater Photographer 
of the Year Award—1967/lOth Annual International 
Underwater Film Festival. 

“The Beaulieu R16B is my own personal camera. 
I like it because of its light weight, the advantage of the 200' daylight loads, 

and the fact that it can fit easily into the underwater plexiglass camera hous¬ 
ing I had designed and built for it. The R16B requires no external battery 
connections or separate battery inside the housing, except for the Beaulieu 
integral battery handgrip. So the R16B handles as a single unit going into and 
coming out of the underwater housing, which makes it a much easier package 
to load and unload in difficult water conditions on the surface. The thru-the- 
lens exposure meter on the Beaulieu works well underwater also. 

I use primarily Angenieux wide angle lenses in my underwater work, 
because it is of utmost importance to be as close to the subject as possible — 
so as to cut out most of the blue filtering of the water between the camera 
and the subject. I also use dome-optic correctors, of my own design, built 
into the front of the underwater camera housing which compensate for the 
magnification factor of the water. 

Besides utilizing the Beaulieu 16mm camera in my underwater photog¬ 
raphy, I also use it in documentary ‘on-the-surface’ cine projects for indus¬ 
trial clients and advertising agencies on assignments all over the world. The 
Beaulieu R16B has made it quite easy for me to make a transition from doing 
mostly ‘still’ journalistic photography, to where a large percentage of my 
photographic work is now in the cine documentary field.” 

A man, his work, and his camera 
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Beaulieu. 
It lets you be there when 
it’s happening. 

jfli 

  
, 

CINEMA <o> BeauluuL 
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. 



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 

Iqf Ektachrome Film. Speed 
50FPM $22,500 

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

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

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

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

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

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

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

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

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

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

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

Partial listing of Filmline 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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lGmm Sound-On-Film Camera  

NEVER DISTURB THE AUDIENCE WITH CAMERA NOIS! 

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

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

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

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

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

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

ssos Romaine Street, Hollywood 3 8, California 

HOllywood 3-08 31 

MANUFACTURERS OH1 SOUND - OIST - FILM 

RECORDING EQXJIF>3VEE3STT SINCE 1831 

MEDIC. 

to*#*. Hollywood 

16IMCSX 
SOTJMTD-Olff-FILlMl 

CAMERA 

CINE-VOICE H AURICON SUPER-1200 AURICON PRO-60C 

100 ft. Runs 2% min. 1200 ft. Runs 33 min. 600 ft. Runs I6V2 m 



ON LOCATION WITH 

noRm 
A dedicated group of eager "pros" 
pool their talents to shoot the 
first theatrical feature to be 
produced entirely in Minnesota by a 
Minnesota film production company 

By HERB A. LIGHTMAN 

HUTCHINSON, MINNESOTA 

This is a town of 8,031 souls, located 
about 60 miles from Minneapolis. It is 
grass-roots, main-street America, a town 
of friendly solid citizens. Surrounded by 
picturesque farms, it is the kind of 
community in which Andy Hardy might 
have grown up. 

There's only one thing slightly wacky 
about the local gentry: They're snow¬ 
mobile freaks—from toddlers to octo- 
generians. 

I'm with them. The speedy snow 
scooters turn me on—as do any diminu¬ 
tive vehicles that go fast and make a lot 
of noise. 

Right now it's cold, teeth-chattering 
cold. Or at least it is to someone like 
myself who hails from a land of orange 
groves, palm trees and perpetual sun¬ 
shine (according to the Chamber of 
Commerce). 

''You call this cold?" snorts one of 
the natives. “It's only 16 degrees below 
zero. Why, in these parts that's practi¬ 
cally a thaw!” 

Yeah—well . . . 
The question is: What is a thin-blood¬ 

ed Californian like me doing in a place 
like this? The answer: I'm here to 
witness what is hoped will be a famous 
“first”—the production of the first the¬ 
atrical feature picture to be produced in 
Minnesota by a Minnesota film com¬ 
pany (Dandelion Productions of Minne¬ 
apolis) and also, incidentally, the first 
feature to direct a sidelight focus on 
snowmobiling and snowmobile racing. 

It is not, however, to be confused 
with feature-length sports documenta¬ 
ries like “ENDLESS SUMMER” or “ON 
ANY SUNDAY”. Titled “STORM”, it is 
a gutsy dramatic movie about the expe¬ 
riences of a young man who returns to 

(ABOVE RIGHT) Most of the 8,031 people of Hutchinson, Minnesota crowd grandstand for running of Hutchinson Grand Prix snowmobile race. 
(BELOW LEFT) Dandelion Productions crew sets up in a remote Minnesota wilderness area to film sequence in which a man is attacked by wolves. 
(CENTER) Hollywood makeup expert Robert Westmoreland pours artificial blood ("It coagulates just like the real thing!") over actor portraying 
victim of wolves. A gory collage of mortician's wax and cow's giblets completed the horror of the scene. (RIGHT) Wolves cast in sequence were wild, 
tame and stuffed. 

(LEFT) Scene is slated as part of sequence filmed inside garage of snowmobile dealership. Though snowmobile races and cross-country chases 
provide exciting action sequences in "STORM", it is not a sports documentary, but a dramatic feature concerned with the relationships of its 
characters. (CENTER) Rehearsal of a moment of confrontation. (RIGHT) Interior sequences were filmed with simple, but effective lighting. Actors 
in the film are all professionals, but most are from the stage and had never appeared in front of a camera before. 

( t 

| S' \ 

( i 

r 



Director of Photography Ron Eveslage and Assistant 
Cameraman Jan d'Alquen rig Photosonics camera on high 
snowmobile mount to get over-shoulder shots of driver as 
he races around track. Camera crew, gaffer and soundman 
are San Francisco-based technicians. 

Snowmobiles, moving at tremendous speed, careen 
around curve in oval track during running of Hutchinson 
Grand Prix, weekend classic which attracted a huge crowd 
of devoted fans. Snowmobiling, a way of life in the area, 
has many devoted enthusiasts. 

Hand-holding crystal-controlled Eclair NPR, Eveslage crouches right in the big mi 
the race, as roaring snowmobiles whiz by him. Most filming involved actual race: 
Hutchinson Grand Prix, but one special race was staged expressly for the earner; 
roving cameramen hand-holding Eclairs and one cameraman with Arriflex on 
covered the entire proceedings. Intrigued spectators, informed that they were goir 
in a feature movie, were most cooperative. 

(LEFT) Star of "STORM", Lance Henriksen (in red suit) is accomplished actor from the prestigious Tyrone Guthrie Theatre Company in 
Minneapolis. This is his first film role. (CENTER) Preparing mounted camera to shoot sequence in which snowmobile loses one of its skis. Local 
racing aces served as stunt drivers for the film. (RIGHT) Festooned with cameras and wearing an Arctic Cat snowmobile suit ten sizes too large for 
him, the author prepares to shoot picture of race. 

his boyhood home in northern Minne¬ 
sota in search of his identity. This 
particular identity crisis happens to in¬ 
clude a fast-paced snowmobile racing 
episode and a hair-raising cross-country 
chase on snowmobiles—but that's only 
part of the crisis. 

Picked up at the Minneapolis airport 
and driven out here by the film's pro¬ 
ducer, Richard A. Diercks, I have been 
told that ''STORM'' is six weeks into 
production, right on schedule and slight¬ 
ly under budget at this point. Not bad 
for a first anything! 

The company has already completed 
shooting of sequences in a private home 
in south Minneapolis, at various loca¬ 
tions on the campus of the University of 
Minnesota, at the Country Dam Bar in 

Amery, Wisconsin, and at Thief River 
Falls, Minnesota, a famous snowmobile 
center of this area. At the latter loca¬ 
tion, some 27 scenes were shot in and 
around the plant of Arctic Enterprises 
(manufacturer of Arctic Cat snowmo¬ 
biles), depicting a major snowmobile 
company and the central characters who 
work there. Arctic offered its plant, 
snowmobiles and personnel for techni¬ 
cal assistance on the movie. It also 
provided the distinctive black (with 
purple 'trim) winter wardrobe sported 
by every member of the cast and crew. 

Which brings up an interesting cult 
aspect of the sport of snowmobiling. 
Each manufacturer of snowmobiles has 
its own distinctive color which is ap¬ 
plied not only to its machines, but to a 

vast line of snowmobiling clothes which 
it puts out—snowmobile suits, jackets, 
sweaters, boots, gloves, scarves, face 
masks, caps—everything but fur-lined 
bikinis. The drivers of the various snow¬ 
mobiles wear the clothes that go with 
their particular machines and are, thus, 
instantly recognizable as Good Guys or 
Bad Guys, as the case might be. The 
whole clothes thing has gotten to be 
such a “HIGH NOON” syndrome that 
if, for example, a lone snowmobiler in a 
yellow suit should happen to blunder 
into a bar full of red-suited drivers, he 
might very well become the focal point 
of organized mayhem—or so I'm told. 

The company has moved into this 
town to shoot sequences during the 
running of the Hutchinson Grand Prix, a 
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(LEFT) Associate Producer Mary Olson holds the slate for marking of a scene during oval-track race. She also served as Script Supervisor. Dedicated 
spirit with which "everybody did everything" was typical throughout the production. (CENTER) Second Unit Cameraman Terry Morrison operated 
camera mounted on low parallel at turn in the track just before the "home stretch", a place where dramatic spills often occur. (RIGHT) At the drop 
of the starter's flag the snowmobiles take off from the start line. Hutchinson Grand Prix was a regularly scheduled event, but one race was staged 
exclusively for the cameras. 

snowmobile derby to be held at an 
oval-track just outside of town. They 
will shoot dialogue scenes during and 
after the races, as well as crowd reac¬ 
tions, pit scenes, heat races and shots 
from the finals in each class. A dramatic 
highpoint will be the moment when one 
of the skis comes off the machine driven 
by an actor and he goes skittering 
around the track out of control. 

As a base of operations, Dandelion 
Productions has taken over the Hutch 
Motel (a name which sends visions of 
Playboy Bunnies hopping through my 
head), but it turns out to be a very 
proper hostelry. 

Crew members, having been off on a 
hiatus, are converging at this spot from 
all over the country to resume shooting. 
The first one I meet is Dandelion's Unit 
Manager, Lyle McIntyre, a good- 
natured, sandy-haired young teddy-bear 
who is very squared away. He is one of 
those unflappable types capable of deal¬ 
ing calmly with the thousand-and-one 
crises that beset any production, and 
without which no film company could 
function for very long. 

Next, I am introduced to the pic¬ 

ture's director, Maury Hurley—dynamic, 
quick-witted and very intense. He is 
imbued with that unique "frenzy for 
film" which I know so well, having been 
subject to it myself for so long a time. 
It's that almost fanatical do-anything-to- 
make-the-picture drive and dedication 
that separates the dilettantes from the 
serious film-makers. Hurley's loaded 
with it. 

While Hurley emphasizes the fact 
that most -of the picture consists of 
dramatic sequences having to do with 
the protagonist's personal relationships 
and attendant crises, it is obvious that 
he is partial to the snowmobiling se¬ 
quences. He tells me: "We have been 
doing snowmobile action films for the 
past five years at Dandelion, and know 
that the machines in action are difficult 
to film. 

"For example: When you find a 
scene that is exactly what you want, 
you must get it in one take. Once the 
machine tracks up the snow, the scene is 
lost. 

"Moving in snow which is three feet 
deep is very difficult. Setting camera 
position becomes a physical problem 

much like trying to work in quicksand. 
The weather is never ideal. It is either 
30 degrees below zero, or storming it 
seems. 

"At any rate, we know we have a 
subject that is both exciting and new. A 
snowmobile race is wilder than anything 
there is on wheels—the man sitting on 
an open seat, his feet skimming the 
ground, traveling at speeds in excess of 
80 miles an hour on ice." 

Lyle McIntyre, who has been rum¬ 
maging around in the wardrobe truck 
parked outside the motel, shows up at 
this moment with an armload of gear. 

"You're liable to freeze your gonads 
off out there at the track today, so I 
brought you some warm things to 
wear," he says, handing me a pair of 
insulated boots and a huge black Arctic 
Cat snowmobile suit. 

"All I had left in suits was Extra 
Large," he says. "Sorry 'bout that." 

I try the suit on and it fits like a 
sarcophagus. My hands get lost some¬ 
where near the elbows. The legs are a 
foot longer than mine are. The crotch of 
the garment hits right at my kneecaps. 
This creation would be just perfect for 
the Jolly Green Giant. However, even 
though it makes me look like Dopey of 
the Seven Dwarfs, I'm glad to have it. 
Beats risking the gonads any day! 

Meanwhile, the San Francisco-based 
crew members are arriving. These in¬ 
clude: Director of Photography Ron 
Eveslage, Assistant Cameraman Jan 
d'Alquen, Soundman Jim Mansen, Gaf¬ 
fer Bill Maley and Second Unit Camera¬ 
man Terry Morrison. On hand also, to 
help provide full coverage of the races, 
is local Second Unit Cameraman Skip 
Nelson. 

The last crew member to arrive is 
Hollywood makeup expert Robert West¬ 
moreland, whose credits include 
"PLANET OF THE APES", "MISSION 
IMPOSSIBLE" and "STAR TREK". 
Everyone has been praising his work on 

(LEFT) Associate Producer Olson watches as Ron Eveslage fits Photosonics camera onto low 
camera mount rigged on snowmobile. (RIGHT) Photosonics camera rigged alternately in both 
high and low positions aboard snowmobile, was used to get exciting point-of-view and 
over-shoulder shots. It was usually run at 32 frames-per-second to minimize peculiar cyclic 
vibration set up by snowmobile engine. 
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(LEFT) Ron Eveslage balances Eclair NPR on his shoulder between races. His camera was rigged for crystal-control, allowing free movement about 
the track during shooting of sync-sound scenes. The new Eclair ACL was also used as an extra camera. (CENTER) The picture's "heavy", Rino 
Mascarino, springs one of his fancy dialects on appreciative Hollywood makeup expert Bob Westmoreland. (RIGHT) Assistant Cameraman Jan 
d'Alquen shivers in cold (like rest of the Californians present) while preparing to shoot race scenes with Arriflex. 

"STORM”, but the thing that he him¬ 
self is most proud of is not the actual 
makeup, but an arrangement of morti¬ 
cian's wax and cow's giblets which he 
whipped up to simulate the remains of a 
character who had been chomped on by 
wolves. He tells me with great gusto 
how superior the new 3M artificial 
blood is to similar preparations he's 
used in the past, emphasizing the fact 
that it coagulates "just like the real 
thing." I have the feeling I'm listening 
to a hemoglobin commercial. 

"STORM" is budgeted at $250,000 
and is being filmed, oddly enough, in 
both 16mm (for blow-up) and 35mm. 
I'm told that the two different film 
gauges are being confined to whole 
sequences, with no actual 16mm/35mm 
intercutting within the same sequence. 

The crew personnel from Dandelion 
Productions are all young, but highly 
experienced in the making of commer¬ 
cial, industrial and documentary films. 
However, they are all honest in admit¬ 
ting that they know nothing about 

Continued on Page 204 

(LEFT) Gaffer Bill Maley checks mount he rigged aboard snowmobile to hold Photosonics 
camera. Doubling in brass, Maley had his own truck available on location with everything 
required for rigging of special mounts as needed. (RIGHT) Soundman Jim Mansen operates 
crystal-controlled Nagra recorder on race-track location. Despite less than favorable sound 
conditions throughout filming, sound is of such high quality that little or no post-dubbing is 
expected to be necessary. 

(LEFT) Jan d'Alquen, in high camera position atop shed adjoining track, trains Arriflex on three hotly contending snowmobiles as they round a 
curve. (CENTER) Cinematographer Eveslage discusses upcoming scenes with Director Maurice Hurley, whose head is really not the shape it appears 
to be in this photograph. Hurley is in his element in directing these sequences of "STORM", having made several previous films for snowmobile 
industry. (RIGHT) Unit Manager Lyle McIntyre doubles as Second Unit Soundman for Cameraman Skip Nelson. 



THE FRENCH CONNECTION 
An exciting screen adventure, superbly photographed 
to capture wild action and the true grit of Fun City 

“THE FRENCH CONNECTION,” a 
Philip D'Antoni Production for 20th 
Century-Fox release, based on the best- 
selling book by Robin Moore, is a 
perfect example of the truism that 
reality is nearly always more dramatic 
and unpredictable than fiction. 

The film depicts the exciting real-life 
story of a pair of dedicated, hard-work¬ 
ing New York City Narcotics Squad 
detectives, Eddie Egan and Sonny Gros¬ 
so, who played a long-shot hunch that 
eventually led to the smashing of a 
$32,000,000 international dope smug¬ 
gling ring. The trail proved a long and 
arduous one, and before it ended, it 
involved leading citizens of both France 
and the United States, including 
France's most popular television person¬ 
ality of the day. 

"THE FRENCH CONNECTION" 
marks one of the most ambitious movie 

projects ever to be filmed in New York 
City. Eighty-six separate locations 
throughout the city were utilized, cover¬ 
ing Fun City scenically as it has rarely 
been covered before in a feature film. 
Locations included such Manhattan sites 
as the swank Westbury Hotel on Madi¬ 
son Avenue, Central Park, Park Avenue, 
the lower East Side, Little Italy, and the 
busy shuttle beneath Grand Central 
Station; the Bedford-Stuyvesant and 
Coney Island sections of Brooklyn, 
Hunt's Point in the Bronx, Maspeth in 
Queens; and Ward's Island, in the upper 
East River near Hell Gate. In addition to 
New York City locations, "THE 
FRENCH CONNECTION" also filmed 
at key government buildings in Washing¬ 
ton, D.C., and in Marseilles, France. 

Besides the almost overwhelming lo¬ 
gistical problems involved in transport¬ 
ing cast and crew to the record number 

(LEFT) Interior scene in actual restaurant, warmly lighted to simulate candlelight and provide striking contrast with the cold outside. (CENTER) 
Low-ceilinged bar was one of several used as locations in the film, creating formidable problems when it came to lighting. (RIGHT) Elegant supper 
club featured the usual low ceiling, plus two walls that were fully mirrored. It was lighted entirely through the use of "Dinky-inky" lamps placed on 
the tables and wrapped with red gel. 

(LEFT) An abandoned warehouse provided the spooky locale for the film's climactic sequence. (CENTER) Only light used in shooting warehouse 
interior came from lamps placed outside the windows, which were covered with tracing paper to create diffused flare. (RIGHT) A raid by the police 
on Puerto Rican vandals involved the largest night exterior location, an area in Brooklyn three blocks long. Four 10K's were used for main 
illumination with smaller units hung on fire escapes and telephone poles. No arcs were used. 



(LEFT) Scene inside the lobby of Manhattan's Westbury Hotel, showing the elaborate lighting and rigging needed to achieve an "available light" 
look. (CENTER) Rigging camera mount on front of car in order to film point-of-view shots for the elaborately wild chase sequence that is the 
dramatic high point of "THE FRENCH CONNECTION". (RIGHT) Shooting from a 12-foot parallel in the middle of the sidewalk on Madison 
Avenue between 45th and 46th Streets. The blasd New Yorkers paid no attention to the rig and lengthy sequence was filmed without having to 
camouflage the camera. 

of filming sites (no formal studio interi¬ 
ors were utilized), producer D'Antoni 
was daily faced with the challenge of 
filming, mostly outdoors, during New 
York's highly unpredictable winter 
months of December through February. 

“The winter was when the actual 
events occurred,” said D'Antoni, “and 
there was never any question that we 
would try to achieve a similar effect. 
Filming in New York in the winter 
presents unique problems to the film¬ 
maker, juggling schedules and locations, 
cooperating with various city authori¬ 
ties, moving hundreds of people and 
heavy equipment all over town, often in 
snow and sleet, but it was worth it. We 
achieved a 'feel' of the streets impossi¬ 
ble to duplicate on a Hollywood studio 
lot. And it had a subliminal effect on 
our actors, too. When Gene Hackman 
and Roy Scheider played numerous 
scenes in sub-freezing temperatures 
where they were supposed to be tired 
and cold while trailing their quarry, 
they were tired and cold. This overall 
sense of reality communicates itself to 
today's perceptive audiences, who often 
absorb a film's authenticity rather than 
see it.” 

One of the highlights of “THE 
FRENCH CONNECTION” is a pulsat¬ 
ing, mile-a-minute "chase” sequence 

through the Bensonhurst section of 
Brooklyn. "This isn't a 'chase' in the 
ordinary movie sense,” noted D'Antoni. 
"What we have, in visual terms, is a 
detective (Hackman) in a comman¬ 
deered car chasing a killer (Marcel Boz- 
zuffi) trying to escape on a moving 
elevated subway train. Hackman has to 
drive with one eye on the traffic, the 
other on his quarry. We constantly cut 
between both individuals, showing the 
interaction as the detective pursues and 

the criminal flees. Of course, there's 
some violence in the dramatic action of 
the sequence, but it flows naturally 
from the scene. We hope audiences will 
react viscerally to the mounting excite¬ 
ment, much the same way they did to 
the now-classic chase sequence in 
'BULLITT' ". 

Producer Philip D'Antoni has a per¬ 
sonal interest in the subject of "THE 
FRENCH CONNECTION" far beyond 
his professional dedication to the film. 

(LEFT) Improvised camera car, with operator riding "outrigger" mount, follows the two 
detectives down a Brooklyn street. (RIGHT) Director Friedkin gives some backseat instructions 
to the camera operator poised on the exterior platform. No conventional dolly shots were made 
on the streets. Moving camera shots were made from an ordinary car or a wheelchair or with the 
operator "walking" the camera. 

(LEFT) For the final violent shoot-out sequence, lighting was kept very stark, with no fill light used, in order to enhance the dramatic impact of the 
action. (CENTER) Sequence lighted predominately by means of quartz cluster units, softened by sheets of diffusion material placed in front of 
them. (RIGHT) Sequence shot in the lavatory of the black bar was lighted by means of a single photoflood replacing the conventional bulb in 
practical overhead light socket. No fill light was used. 



(LEFT) Intricate shot begins with scene of diners inside warmly lighted restaurant, then zooms through window to show detective waiting in the 
cold across the street. (CENTER) Final sequence inside abandoned warehouse was photographed with lights placed outside and beamed through 
windows. Glass panes were covered with tracing paper to hide lights and create intentional flare. (RIGHT) Director of Photography Owen Roizman 
lines up scene with hand-held Arriflex, while Director William Friedkin looks on. 

(LEFT) In car used for chase sequence, one camera is mounted behind driver to film 
over-shoulder shot, while second camera is mounted on passenger seat to photograph profile 
closeup of driver. (RIGHT) Operator crowded behind camera in back seat, adjusts camera for 
over-shoulder shot. 

He is a native New Yorker, with a 
passionate love for his hometown and a 
terrible sadness at what time, crime, and 
particularly, the new drug culture, has 
done to degrade what he still believes is 
the finest city in the world. 

“Some people believe that New York 
is a terminal case,” says D'Antoni, a 
graduate of Fordham University, who 
began his career in the CBS mailroom. 
“I don't buy that pessimism at all. I 
think we can solve all our problems, if 
we take them in stride and deal honestly 
with them. And that includes drugs. 
Obviously, you've got to reach the big 
'pushers,' the masterminds behind the 
operation. If you cut off the big guys, if 
you make it too tough for them to 
operate, you are well on your way to 
licking the problem in New York and in 
the whole country for that matter. 
That's what Eddie Egan and Sonny 

Grosso did ip 'THE FRENCH CONNEC¬ 
TION'. The amount of pure heroin 
confiscated at the end of that investiga¬ 
tion is still a record haul for law 
enforcement authorities in the United 
States, with a street value of 
$32,000,000. I like to think that in our 
own modest way this dramatization of 
'THE FRENCH CONNECTION' will 
play a significant role in creating public 
awareness of one key aspect of a serious 
problem facing all of us.” 

D'Antoni selected one of the indus¬ 
try's foremost young directors, William 
Friedkin, to helm "THE FRENCH 
CONNECTION". A native Chicagoan, a 
city not unfamiliar with the drug prob¬ 
lem, Friedkin shares his producer's pas¬ 
sion for filming "THE FRENCH CON¬ 
NECTION" so that it deals truly with 
its subject. 

Says Friedkin, "This is a dirty, stark 

and ruthless story, fortunately larded 
with some humor in certain incidents. It 
had to be captured that way on film. 
The main characters, be they cops or 
criminals, project their own complex 
inner reality. You know, some are ac¬ 
tually walking zombies and monsters, 
and I don't mean just the so-called 'bad 
guys.' Of course, Gene Hackman and 
Roy Scheider carry the load, portraying 
two real-life human beings, heroic after 
their own fashion, who happen to be 
policemen. But we tried to film it 
honestly and with compassion, and I 
think we have not only an entertaining 
motion picture, but one which also 
makes a contribution to understanding 
the nature of ourselves." 

Rarely has a feature film depended 
so heavily upon photography for its 
dramatic impact as did "THE FRENCH 
CONNECTION". The gritty, gutsy visu¬ 
al style of this picture is, perhaps, more 
important than any other single produc¬ 
tion element in establishing an authentic 
atmosphere, creating mood, building 
pace and enhancing the force of the 
slam-bang action. 

Selected for the important function 
of Director of Photography was dynam¬ 
ic, New York-based cinematographer 
Owen Roizman who, in the following 
interview, comments in detail upon the 
unique problems, technical challenges 
and cinematic techniques involved in 
photographing "THE FRENCH CON¬ 
NECTION" entirely on location in the 
streets and structures of New York: 

QUESTION: Although the photography 

(LEFT) Roizman operates hand-held Arriflex during filming of sequence in pizza bar. (CENTER) During chase sequence, car careens wildly through 
a pile of trash, narrowly missing steel pylon of elevated railway. Actor Gene Hackman did much of his own driving during the two weeks required to 
shoot the sequence. An unscheduled crash added to the excitement. (RIGHT) Lining up a shot with 600mm lens mounted on Mitchell camera. Long 
lenses were rarely used during the filming and they were employed only when a specific effect was desired. 



(LEFT) Filming inside actual night club was complicated by the fact that the ceiling was very low and there were mirrors on two walls. (CENTER) 
Available light inside large room was augmented through the use of a couple of diffused quartz cluster units. (RIGHT) Filming exterior sequence on 
the icy sidewalks of New York worked hardships on cast and crew, but resulted in a degree of authenticity that could have been gained in no other 
way. Actual situations which form the basis of "THE FRENCH CONNECTION" took place in New York during the winter months. 

of "THE FRENCH CONNECTION" is, 
as such, skillfully unobtrusive, it has a 
very distinctive visual style. Can you tell 
me how, in concept, that was arrived at 
and what technical approaches you de¬ 
cided to use in order to achieve the 
desired style? 

ROHM AN: In the first meeting that I 
had with Phil D'Antoni and Bill Fried- 
kin, they told me that the one thing 
they did not want was a "pretty" 
picture. They wanted it to be rough, 
almost documentary, but with the look 
of a professional job to it. It had to be 
the kind of picture that would involve 
the audience. This meant that there 
would be a lot of hand-held camera¬ 
work, and they didn't especially care if 
the audience was aware of the camera. 
Another important goal was to not 
make New York look pretty. So the 
approach in scouting locations was to 
pick places that would make the city 
look the way it really looks. / tried to 
figure out some sort of a style that 
would carry that effect through—not 
necessarily to be different—but some¬ 
thing that would add to the atmospheric 
result. / wanted the images to have a 
dismal, dreary look. I/Ve were going to 
shoot in winter and it was going to be 
cold. The feeling of those conditions 
had to come through on the film. 

QUESTION: In terms of mechanics, 
how did you set about achieving this? 

ROIZMAN: Fortunately, the quality of 
light that is characteristic of winter in 

New York lends itself to the type of 
photography / had in mind, but it called 
for a complete reversal of the technique 
/ would use in shooting a "sunny" 
subject. When I'm working with con¬ 
trasty sunlight, / take the approach of 
overexposing the film and printing it 
down in order to get a very rich kind of 
color. In this case / did just the oppo¬ 
site-underexposing everything and 
printing it up. This flattened the con¬ 
trast out and got a bit of grey into it. 
QUESTION: By how much, in general, 
would you say that you underexposed 
it? 

ROIZMAN: It varied somewhat accord¬ 
ing to the particular scene, of course, 
but all of the night stuff was underex¬ 
posed by a full stop. / also force-devel¬ 
oped everything one stop and then 
underexposed on top of that. 

QUESTION: Does that mean that you 
might be two stops under when you 
shot the scene and then pushed it one 
stop in development? 

ROIZMAN: Yes—that's generally what / 
did for the night work. For the day 
stuff, / usually underexposed it a stop 
and a half, force-developed it one stop 
and printed it up from there. / tried to 
shoot it so that the lab could do very 
little to change it. / knew that if / gave 
the lab a solid, normally-exposed nega¬ 
tive and then asked them to print it in a 
special way, it just wouldn't have the 
same look. They would be very creative 
and make a very beautiful print of 
something / didn't want to look beauti¬ 
ful at all. / tried to give them a very thin 
negative so that they would have no 
leeway in printing it. 

Continued on Page 184 

(LEFT) Suspenseful "cat-with-mouse" sequence was filmed in actual subway station. Fluorescent 
lamps lighting platform were colder than those on train cars, but Roizman decided against 
replacing them, in the interest of realism and speed of filming. (RIGHT) Many of the shots in 
subway sequence were photographed with hand-held Arriflex. 

(LEFT) At climax of chase sequence, dope pusher is shot in the back by Detective Egan as he tries to escape up stairway of elevated. (CENTER) 
Police, taking cover behind patrol cars, shoot it out with dope smugglers gathered inside abandoned warehouse. (RIGHT) In basement hideaway, 
detectives monitor phone conversations of suspects in dope smuggling caper. "THE FRENCH CONNECTION" is film dramatization of real-life 
situation in which detectives Egan and Grosso managed to intercept shipment of pure heroin with a street value of $32,000,000. 



You name the process. 
We have the 

•lor processor 
to handle it. 

You can begin processing with a Jamieson 
Mark IV series processor for as low as 
$13,280. Let us quote a Jamieson Color 
Processor for the process you want to 
conduct. 

Want to process 7389 with a silvertrack? There’s a Jamieson color processor 
designed to handle it. 

How about 35mm color negative/positive? We build one for that, too. 
Or how about super 8mm Ektachrome or 35mm slide duplicates? 

Jamieson makes processors for any process you want to conduct. 
There are a total of twelve models in Jamieson’s Mark IV and Mark IX 

series of color processors. Among the IV’s you’ll find the smallest, least 
expensive models now available; in the IX series, faster production machines 
competitively priced. 

For both series, Jamieson has a new track applicator with a vacuum 
back-up roller for ultimate reliability. 

All Jamieson color processors are built from basic modules that have 
been thoroughly proven through years of use in labs throughout the world. 
All models feature Jamieson’s patented tube tanks that hold about 1/15 the 
amount of chemistry required by ordinary open-tank designs. (That will save 
you money right there.) And all feature the industry’s gentlest, most reliable 
film transport system. 

Other Mark IV and Mark IX series features include: convenience in 
controls and operations — simple and easy to maintain — small in size and 
cost, high in quality and output—fast warm-up time, minimum chemistry. 

It would take a book to tell you everything there is to know about Jamieson 
Mark IV and Mark IX series color processors. 

So we wrote one. And it’s yours free for the asking. Simply write for our 
catalog on “Jamieson Color Processors.” 

EQUIPMENT DIVISION 

JAMIESON FILM COMPANY 
9171 KING ARTHUR DRIVE, DALLAS, TEXAS 75247 (214) 638-2660 
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ARRIFLEX completes the picture with APEC — the first professional 
exposure control system capable of completing the reflex finder 
concept to include dynamic exposure control. APEC transforms the 
reflex finder into a total information center. 

APEC is accurate — consistent — it lets you work faster. It is the 
“now” system from ARRIFLEX — innovators in motion picture 
equipment for over half a century. 

Let us tell you all about APEC — write for detailed color literature. 

/gsr°fr°in reruns p-°-Box i05°’ w°°dside< N.Y. 11377 
COMPANY OF AMERICA 1011 Chestnut Street, Burbank, Calif. 91502 

ARRI 
EXPOSURE CONTROL 

exclusive 
built-in 
system 

of the 
ARRIFLEX 16BL 



PROFESSIONAL AND PROFITABLE 

FILMING IN SUPER-8 

By MARSHALL BROWN 

The refinement of Super-8 into an original filming 
format is a breakthrough with bright commercial prospects 

★ Super-8 is opening up a vast new 
profitable market that is beyond the 
capabilities of the 35mm and 16mm 
formats. 

★ The Hollywood mystique fails to 
accept that true professionalism re¬ 
quires adapting to the changing com¬ 
munication needs of a changing 
society. 

★ Super-8 holds the hope of regener¬ 
ating a viable industry before it is lost 
forever to other media. 
Putting these controversial precepts 

to the test is a growing young company 
in Denver, Colorado: Creative Visual 
Dynamics has successfully been working 
entirely in Super-8 from camera to 
release print. 

Charles Sellier founded Creative 
Visual Dynamics two years ago, based 
upon the conviction that with improved 
techniques Super-8 could be developed 
into a professional medium. Their 

present success is based upon two key 
concepts. First, take advantage of and 
promote the psychological factor that 
Super-8 is the direct, personal commun¬ 
ications medium. Second, recognize that 
there is no room for "good enough” 
craftsmanship in Super-8. 

THE QUALITY BUGABOO 

The first obstacle to be overcome 
was to prove that it was technically and 
economically possible for an all-Super-8 
production to be indistinguishable from 
a professionally-produced 16mm film. 
Extensive market research, of both ex¬ 
isting film operations and potential 
users of films, showed that the vast 
majority of industrial and educational 
films—up to 85%—are made for showing 
to audiences of fifty or less and that 
screens under five feet wide are most 
frequently used. This established the 
criteria for a test. 

Shooting of an industrial film by crew of Creative Visual Dynamics, Inc., located in Aurora, 
Colorado. The growing young company has racked up a track record for successfully working 
entirely in Super-8, from camera to release print, and claims that important savings now put films 
within the reach of those who could otherwise not afford them. A CVD filming crew normally 
consists of only three men. 
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Representatives of public relations 
firms, business and educational institu¬ 
tions, two television stations, and a 
competing filmmaker were invited to 
view two ten-minute promotional films 
in CVD's screening room. Following the 
film they were asked to complete a 
questionnaire concerning the quality 
and effectiveness of the films as sales 
promotion and training tools. Included 
near the bottom of the list of twelve 
questions was a multiple-choice ques¬ 
tion involving whether the films were 
made in 16mm or in Super-8. 

Of the twenty who answered the 
question (one declined to do so), seven¬ 
teen indicated that both the films had 
been done in 16mm, one identified the 
16mm as Super-8 and the Super-8 as 
16mm, and only two indicated correctly 
that the first film shown had been made 
in 16mm and the second in Super-8. For 
purposes of the demonstration, a 16mm 
film considered among the best made 
during the past year by a local firm was 
used. 

The important fact is that eighteen 
of twenty-one people familiar with films 
and their uses, several of whom were 
familiar with film technology, were un¬ 
able to tell the difference when the 
films were shown on a standard five- 
foot-wide screen. Earlier tests had con¬ 
firmed that no one could tell the differ¬ 
ence between films originally made in 
16mm and those made in Super-8 when 
they were shown on MPO Videotronic 
desk model rear projection equipment. 

THE SUPER-8 MARKETPLACE 

Charles Sellier believes that Creative 
Visual Dynamics is, in reality, opening 
up an entire new market for film 
production. There has always been a 
cost barrier which for many potential 
users ruled out the possibility of even 
considering the use of film as a com¬ 
munication medium. And there has 
been another group that, although they 
had made an entry into the use of films, 
did not feel that they could justify 
continuing. 

It is very important to realize that 
there are two benefits gained by the 
application of Super-8 to these markets. 
First, there is the very real savings in 
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Charles Sellier, CVD President and Technical 
Director, talks with his creative staff in 
preparation for a sound mixing session. 

material cost. Equally or more impor¬ 
tant, however, is the psychological 
factor. Many potential users who had 
permanently closed their minds to 
16mm are willing to accept Super-8 as 
their medium—something that they can 
accept and relate to. 

Customers who had never before felt 
that they could afford films now find 
that they can, and without the fear of 
getting into something "over their 
heads". 

This kind of relationship actually is 
evident in all aspects of the market¬ 
place-educational, industrial, even tele¬ 
vision. The first beneficiary is the cus¬ 
tomer, but it follows that the filmmaker 
benefits also. 

The average Creative Visual Dynam¬ 
ics film runs 12 to 15 minutes and costs 
the customer $4500. He may have 
previously investigated 16mm and 
found that it might cost him $20,000. 
By turning to Super-8 he is either able 

to have a film where it had not been 
possible before, or to expand his usage. 

Taking into account the cost of raw 
stock and processing for the camera 
original, work print, answer print, etc., 
CVD figures that the saving amounts to 
over $200 per minute of finished film. 
To a high-volume user such as a tele¬ 
vision station, this is a very significant 
amount. CVD has been actively working 
with a number of broadcast and cable 
TV stations in the utilization of Super-8 
film chains. In fact, they have offered to 
travel to and advise a TV station with 
their Super-8 conversion problems free 
of charge. 

Further savings become possible with 
the increased efficiency resulting from a 
higher volume of production. CVD 
crews work a very carefully planned 
week, which usually consists of six days. 

In the educational fields, many films 
are kept in service after they have 
outlived their usefulness or have become 
obsolete. The cost of replacing them 
with updated material is usually con¬ 
sidered prohibitive. The increasing use 
of Super-8 in the schools opens the door 
for the production of single-use and 
special-purpose films. CVD is presently 
producing a series of films for Learning 
Pathways, Inc., on specialized learning 
disabilities, and is opening new doors 
for educators previously unable to af¬ 
ford films. 

It is not relevant to discuss whether 
Super-8 can or should compete with 
16mm or 35mm; there is a vast, virtual¬ 
ly untapped field that is uniquely 
Super-8's. 

THE PEOPLE WHO MAKE IT HAPPEN 

If one characteristic were to be 
found to typify the production staff at 
Creative Visual Dynamics, it would be a 
driving interest in filmmaking. Founder 
Charles Sellier attributes no small part 
of their success to the selection of 
people with "filmmaking in their 
blood". His crews willingly work long 

hours to see a production completed. 
And they never have to worry about 
keeping busy; they frequently turn out 
as many finished films in a week as 
other companies do in a month or more. 

There are presently eight full-time 
production men under Head Cinematog¬ 
rapher Bob Wolper. CVD has a standing 
agreement with Bill Neff, head of the 
motion picture department of the 
University of Denver's School of Mass 
Communication. Bill, a fine filmer in his 
own right, each year recommends his 
top graduating student for employment 
with CVD. Sellier and Production Man¬ 
ager Jim Conway prefer to train their 
filmers to the Super-8 approach and to 
avoid what they call the "Hollywood 
syndrome". As Sellier puts it, "We 
aren't going to make them rich, and we 
aren't going to make them famous, but 
they will have the opportunity to truly 
experience the thrill of filmmaking." 

OPERATIONS 

Creative Visual Dynamics exercises 
control over every step of the produc¬ 
tion, from conferring with the customer 
about the script to cartridging of the 
release prints for projection. The pri¬ 
mary aim is to produce as perfect a 
print as possible. 

The average time from contract sign¬ 
ing to completion is 6 weeks. Most of 
that is pre-production planning and 
scripting. Some jobs can be done as 
quickly as five days when required. One 
television sponsor required—and got— 
two-day service. The contract was 
signed on a Saturday morning and the 
answer print was delivered Monday af¬ 
ternoon. The multiple release prints 
(some blown up to 16mm) were de¬ 
livered for broadcast on Wednesday. 

The regular camera crew on location 
consists of the cameraman, gaffer, and 
director, plus the soundman when re¬ 
quired. Of course, each man has multi¬ 
ple responsibilities. The typical film 
requires three days of location filming 

(LEFT) Cameraman readies Pathe Double Super-8 camera for the day's shooting. CVD currently has four of these and one Canon DS8 camera 
available the its crews. (CENTER) Standard 16mm magnetic film is used to set up dubbing channels for sound mix. (RIGHT) CVD editors are 
accustomed to cutting Super-8 and maintain that the only thing different about it is the size. Editors find the large viewing screen of the Moviscop 
Super-8 viewer to be most helpful. 
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Two of the recently-announced "Pathe Electronic DS8" cameras. This camera has been ordered 
by CVD and it will provide them with such exclusive features as: electronically regulated filming 
from 4 to 100 frames per second, strobe contacts, built-in 60 Hz sync generator and a NiCad 
battery that fully recharges in 30 minutes. 

and one day of shooting in the anima¬ 
tion studio for titles and graphics. A 
crew usually shoots about 400 feet a 
day, and the film ratio to final print is 
approximately 6:1. Most filming is done 
with Eastman Commercial Ektachrome 
(ECO), which CVD was instrumental in 
getting Kodak to release in the DS8 
format. 

At the end of the day's shooting the 
film is sent to Western Cine in Denver 
for processing and a work print. 

The customer usually views the daily 
work prints for any comments or sug¬ 

gestions. Editing is not commenced 
until all shooting is completed. 

Retakes are probably more frequent 
than in 16mm or 35mm practice. The 
primary reason for this is the insistence 
on obtaining the best possible picture, 
so exposure errors, blemishes, or proc¬ 
essing defects are normally immediate 
cause for a retake. 

The script has of course been pre¬ 
pared prior to shooting, but the narra¬ 
tion is not recorded until after the work 
prints are all received, in case the 
customer desires a change in emphasis 

after viewing the footage. The narration 
is then recorded and the work print is 
cut to match the narration for industrial 
and sales types of films. This is because 
the visuals are considered an adjunct to 
the voice, where proper timing is impor¬ 
tant. 

After completion of editing a timed 
reversal answer print is ordered. The 
final sound mix is made of narration, 
music, and effects. This is so the cus¬ 
tomer may view the answer print with 
double system sound. He is never al¬ 
lowed to see a mute print. Occasionally 
this means that if a change is requested 
the sound must be remixed, but CVD 
considers this preferable to having the 
customer misjudge a mute print. The 
approved answer print is sent to Holly¬ 
wood Valley Film with a log of timing 
corrections, and a two-row internegative 
is made. 

The lab then runs the release prints, 
which may number anywhere from 50 
to 500. They are then returned to CVD 
for transfer of the magnetic sound. 
Good quality sound is as important to 
CVD as a good picture, and it is much 
easier to correct a bad sound track by 
re-recording before it is loaded into a 
cartridge than after. 

Over 90% of CVD's customers re¬ 
quest that the films be loaded in the 
MPO cartridge for projection. This is 
done in CVD's studios. Sellier feels that 
the performance and reliability of the 
MPO cartridge are superior because the 
complete gate and pressure plate are in 
the projector instead of the cartridge. 

FACILITIES 

One of the most discouraging prob¬ 
lems Creative Visual Dynamics had to 
face was obtaining the necessary tools 
with which to work. Almost all profes¬ 
sional equipment was designed for 
16mm and larger formats. What Super-8 
equipment was available was generally 
designed for the amateur. Consequently, 
much of the editing and screening 
equipment had to be specially-ordered 
or modified by the CVD crew. 

Fortunately, the Double Super-8 
cameras were already on the market. 
One Canon Scoopic DS8 and four Pathe 
DS8 cameras are provided for the cam¬ 
era crews. They are essentially the same 
design as their 16mm counterparts. The 
Scoopic provides a compact, completely 
self-contained camera for hand-held 
filming. The built-in zoom lens covers 
the majority of filming situations. The 
100-foot film load allows up to five 
minutes of continuous filming. The 
Pathe cameras, with their provision for 

interchangeable C-mount lenses and op¬ 
tional 200- and 400-foot film maga- 

A two-gang Super-8 synchronizer used in editing. CVD editors also use Hollywood Film 
Company synchronizers equipped with both Super-8 sprockets (for picture) and 16mm sprockets 
(for the sound track). CVD has made numerous modifications to the equipment so that 
double-system sound can be conveniently and speedily edited. 



zines, provide greater flexibility for 
special shooting conditions. 

The recently-announced "Pathe Elec¬ 
tronic DS8” camera has been ordered 
by CVD, and will provide them with 
such exclusive features as electronical¬ 
ly-regulated filming from 4 to 100 
frames per second, strobe contacts, 
built-in 60 Hz sync generator, and NiCad 
battery that fully recharges in 30 min¬ 
utes. 

Both cameras utilize the Double 
Super-8 format that CVD has found 
permits some unique economies in 
production. For example, it is faster and 
cheaper to make the work print directly 
from the processed camera stock before 
it is slit. This allows printing and proces¬ 
sing a piece of film that is only half the 
normal length. After processing, the 
work print is slit and placed on a normal 
projection reel. 

Sound is recorded on standard 14- 
inch magnetic tape. Two Nagra IV's are 
available for wild or sync location re¬ 
cording. Electro-Voice 635A and Senn- 
heiser shotgun microphones are usually 
used. In the studio the sound is trans¬ 
ferred to 16mm magnetic film to be 
edited in synchronism with the film. 
Magnasync film recorders and dubbers 
can be fully interlocked with the Nagras 
and with the projectors in the screening 
room. 

Initially, Craig viewers and Thomas 
synchronizers were used for editing the 
film. Moviscop Super-8 viewers and 
Hollywood Film Company synchro¬ 
nizers equipped with both Super-8 
sprockets (for the picture) and 16mm 
sprockets (for the sound) are now avail¬ 
able. The CVD crew has made numerous 
modifications to the equipment so that 
double-system sound can be convenient¬ 
ly and speedily edited. 

The screening room uses both Bolex 
SM8 and Synchronex SP500 projectors. 
These have been modified by adding 
interlock motors to allow double-system 
synchronous sound. Screen brightness 
has been increased by changing over to 
quartz-halogen low-voltage lamps oper¬ 
ated from separate external power trans¬ 
formers. The projector motor is still 
used to provide cooling. 

Altec audio mixing facilities have 
been installed for recording from mag¬ 
netic film, 14-inch tape, records, or a 12 
x 15 foot live narration studio. Magna¬ 
sync remote footage counters are pro¬ 
vided in the narration studio and other 
locations to assist in timing the voice, 
effects, and music for a film. 

CVD has found that available stock 
shots could not be adequately matched 
into their Super-8 original films, so they 
are gradually building their own library 

of stock shots, in addition to a music 
and effects library. 

NEW LOCATION FACILITIES 

Location filming will now be faster 
and more convenient. Creative Visual 
Dynamics has just taken delivery of 
their version of the Cinemobile. It is 
deluxe in every respect. The interior 
sleeps four and is completely air-condi¬ 
tioned. Regular and auxiliary generators 
are installed to provide power and light¬ 
ing for completely independent location 
shooting. Built-in storage compartments 
provide safe transit for all cameras, 
lighting, sound gear, and other equip¬ 
ment. 

The van was supplied completely 
outfitted (less portable equipment) by 
Winnebago to CVD's specifications. 
With as many as five crews working 
throughout the North American con¬ 
tinent, location filming forms an impor¬ 
tant part of their production schedule. 

NEW STUDIO BUILDING 

This April will mark the opening of a 
new 10,000-square-foot building now 
under construction, which will double 
the area presently available. A new 
sound stage will occupy 2000 square 
feet. The stage will be completely 
equipped with Colortran lighting gear 
sufficient to provide 600 foot-candles 
for each of five sets. 

A considerable speedup in shooting 
time is expected when the new stage 
opens. What now takes three or four 
days on location can probably be done 
in an afternoon, Sellier predicts. 

The remaining 8000 square feet will 
accommodate new production facilities. 
Conference rooms and offices are being 

Creative Visual Dynamics crew shooting 
Super-8 on location. Company has just taken 
delivery on a van that sleeps four and has 
built-in storage compartments, generators and 
air-conditioning. 

built for scripting, production planning, 
title preparation, etc. New equipment is 
being installed for editing, mixing, and 
sound transfer. Not only will the new 
building better serve CVD's expanding 
needs, but it can also be made available 
to visiting production companies. 

PREDICTION 

1972 is the year of Super-8's coming 
of age. 

Creative Visual Dynamics accom¬ 
plishments attest that the company is 
ready for it. ■ 

Artist's sketch of how CVD facilities will look in April, when new 10,000-square-foot building is 
completed. A new sound stage will occupy 2,000 square feet and will be completely equipped 
with Colortran lighting gear sufficient to provide 600 foot-candles for each of five sets. 
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mexNATtONAi SAMcme 
Iveryone knows that we send our equipment to every country 

in the world, but do you know about:- 

SAMCINE POST PRODUCTION 
Ixists solely to look after production units in far away places 
who do not have locally optical and titling facilities, adequate 

laboratories, dubbing suites, etc. Let us be your worriers. 
Guaranteed to worry the labs, title houses, etc. into quicker 

and better servicing of your production. 

SAMCINE SALES 
Exists solely to help you purchase the right equipment. 
There to advise, check and give an after sales service 

second to none. 

SAMCtNE MAINTENANCE SERVICE 
Exists solely to maintain all film equipment for clients who do 
not have time to wait months for spare parts and/or repairs. 

Let us look after your equipment. Have the benefit of our 
stock of £250,000 worth of technical stores. 

SAM FREIONT LTD. 
Exists solely to make International Samcine tick efficiently 
The only forwarding agents in the world who work primarily 

for the film & television industries. 

►>»»»: 
SAMUELSON 
FILM SERVICE 

LIMITED 

SAMUELSON 
ALGA-CINEMA 

SARL 

******** 

SAMCINE 
SALES 

LIMITED 

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

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:328-58-30 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. 



What A Way To Start 
The New Year! 

With a new 10,000 square foot 
production facility, including 
sound stage... the works. 

Creative Visual Dynamics explodes into it’s second year 
with the full facilities needed to care for a rapidly grow¬ 
ing list of local, regional and national clients. And just 
think, it all happened when we began to produce films 
professionally and creatively in the new, economical 
Super 8 format, with complete optical effects and double 
system sync sound. (16mm too, for those who prefer.) 

Our word really is economy. 

reative ynamics, Inc. 
. .. And the word is Economy. 

15461 East Batavia Drive • Aurora, Colorado 80010 • 303/364-9396 

AMERICAN CINEMATOGRAPHER, FEBRUARY, 1972 169 



KODAK DEMONSTRATES FEASIBILITY 
OF SUPER-8 VIDEOPLAYER FOR TV 

Newly developed hardware for video presentation of 
the versatile and universal standard Super-8 film format 
may spark the so-far non-existent video-cassette "revolution" 

"CASSETTE REVOLUTION FIZ¬ 
ZLES" 

So read a headline stretching across 
the front page of the December 21, 
1971 edition of The Hollywood Re¬ 
porter. 

This blunt headline kicked off a 
two-part article by the Reporter's Sue 
Cameron in which the lady cited multi¬ 
ple examples to indicate that the much- 
vaunted (but so far unrealized) video¬ 
cassette "boom" had failed to detonate 
even an audible "pop" within the indus¬ 
try. 

"A couple of years ago, companies 
rushed to create cassette divisions, em¬ 
ploy leadership for these new potential 
profit areas, and issue bundles of news 
releases extolling the financial alloca¬ 
tions and projected programming and 
production plans," wrote Miss Cameron. 
"In the last 10 months, however, a 
deathly silence seems to have fallen 
across the cassette industry. The ques¬ 
tion to be asked now is whether this is 
the calm before the storm of new 
activity or merely a true reflection of 
over-kill by zealous and profit-hungry 
entrepreneurs." 

The lady then went on to answer her 
own question in the negative by citing 
case after case in which the most deliri¬ 
ous former prophets of a video-cassette 
"revolution" had pulled in their horns 
in quiet retreat. For example, she point¬ 
ed out that Peter Guber, wunderkind 
production vice president of Columbia 
Pictures, who wrote the highly-publi¬ 
cized and widely-quoted article, "The 
Cartridge Revolution—A New Ball- 
game", had not only failed to become 
involved in his company's video-cassette 
activities, but "is not alone among the 
experts who have re-shaped their en¬ 
thusiasm for this new medium." 

She cited, also, the fact that Martin 
Jurow, heralded as the new head of the 
20th Century-Fox cassette division, had 
recently bowed out of that phase of the 
industry in favor of producing motion 
pictures and series for cable television. 

On the hardware side, according to 
Miss Cameron, Tom McDermott's much- 
heralded $50-million allocation from 
RCA for the production of program¬ 
ming for its SelectaVision audio-visual 
cassettes had failed to materialize. 

She quoted Ken Fritz, who was 

among the first to form a company 
exclusively for the production of video¬ 
cassettes and who has since "left the 
cassette scene for more fertile enter¬ 
prises." 

"Weeks became months and months 
became years. It was apparent that 
standardization was not coming. All the 
early talk was about programming, but 
it was like having a record with no 
record player," observed Fritz. "The 
lack of money and incompatibility can 
kill cassettes before they get started. 
Talking about entertainment program¬ 
ming is a lark. If there were a market 
don't you think TV production would 
be in it? Since I have gone back to 
management, my final words to people 
interested in cassettes are—don't give up 
your day job." 

Even Sony, developer of a video-cas¬ 
sette system of excellent quality, now 
seems to have assumed a low profile in 
that area. But most damning of all was 
the recent announcement by CBS that it 
is withdrawing from the manufacture of 
EVR video-cassette hardware and EVR 
cassettes at a loss of $10 million. 

Technically speaking, the much bal¬ 
ly hooed EVR system was an excellent 
one, but its inevitable doom became 
obvious early on when it was announced 
that all software for the system, no 
matter what the media of the original 
material, would have to be transferred 
to a unique (and non-compatible) gauge 
of film in laboratories operated exclu¬ 
sively under the aegis of CBS. 

Actually, the handwriting on the wall 
regarding the decline and fall of the 
video-cassette industry even before it 
got off the ground, flashed in brilliant 
neon more than a year ago when a 
video-cassette symposium was an¬ 
nounced in Hollywood. Approximately 
1500 frenzied, fee-paying attendees 
jammed the International Ballroom of 
the Beverly Hilton Hotel to capacity 
with hopes of planting a foot firmly on 
the video-cassette bandwagon. Many of 
them left in disgust halfway through the 
program when it became obvious that 
this so-called "symposium" was nothing 
more than a parade of hucksters repre¬ 
senting at least 15 different (and non¬ 
compatible) video-cassette systems. 
Each made an impassioned pitch to 

Feasibility model of a cartridge-loading Super-8 film videoplayer, built by Eastman Kodak 
Company to study the concept of a Super-8 playback device, attaches to the antenna terminals of 
a standard color television set for video presentation of sound/color Super-8 film. Kodak officials 
stress that no commitment to manufacture or market such a videoplaver has been made. 
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New Kodak videoplayer received its first public showing at a recent meeting of the Western States 
Advertising Agencies Association. Marvin P. Hodges (left). Divisional Director of Sales 
Development, Motion Picture and Education Markets, Eastman Kodak Company, gave a working 
demonstration of the new videoplayer. Dr. Richard J. Goldberg (right). Chairman of the Board, 
Dymat International Corporation, gave introductory remarks on this important "media marriage" 
between the already standardized Super-8 film cartridge and the television set. 

persuade the audience that his com¬ 
pany's system should be adopted as the 
standard of the industry. It didn't take a 
crystal ball to predict that corporate 
greed (and the resultant lack of stan¬ 
dardization) might once again deal an 
early death blow to a potentially viable 
industry. 

At that time, this writer asked a 
simple question: "If one really must run 
material through a television receiver 
(and there are a few persuasive argu¬ 
ments in favor—especially in the field of 
education), why not standardize on 
Super-8 film?" 

There were a whole raft of logical 
reasons which favored this obvious alter¬ 
native—which is precisely why it was 
dismissed. For it is a well-proven fact 
that when corporate greed enters the 
picture, logic flies out the window. 

However, it appears that, fortunate¬ 
ly, the Super-8 video-cassette alternative 
was not simply dismissed in all quarters. 
This became evident in October when a 
feasibility model of a cartridge-loading 

Super-8 film videoplayer that could be 
used in schools, business, industry, gov¬ 
ernment, and in the home, to play color 
and sound Super-8 motion pictures over 
a standard television receiver, was dem¬ 
onstrated by the Eastman Kodak Com¬ 
pany. 

The demonstration, which Kodak 
emphasized was not a new product 
announcement, and two speeches on the 
concept of a Super-8 film videoplayer 
were delivered before the Society of 
Motion Picture and Television Engineers 
at its 110th convention in Montreal's 
Queen Elizabeth Hotel. 

Speaking on the practicality of Su- 
per-8 film as the software to be used in 
a television playback system, Eric Ya- 
vitz, sales administrator for Kodak's 
Motion Picture and Education Markets 
Division, outlined several specific advan¬ 
tages of film over other software, stress¬ 
ing the limitations of other software 
systems entirely dependent upon a tele¬ 
vision receiver for playback. 

"Super 8 film is the one system 
which allows the communicator to use 
conventional display when it's desirable, 
video cassette display when it is desir¬ 
able, and use the same film in the same 
cartridge to do either or both," stated 
Yavitz. 

Pointing out several of the more 
well-known advantages in any television 
playback device—such as enabling the 
user to program without setting up 
projection equipment and darkening the 
room, being able to feed one or a 
number of television sets from remote 
locations, etc.—Yavitz went on to point 
out several similarly inherent disadvan¬ 

tages of a system entirely dependent 
upon a television set for playback. 
Included were the high price of the 
cassette player and color television set, 
the limited size of the TV screen, the 
difficulty and expense in distribution 
overseas due to differing television stan¬ 
dards, and the obvious inability to 
program material without a television 
set. 

Identifying the pros and cons of a 
system that permits only television play¬ 
back, Yavitz pinpointed the need for a 
more flexible system permitting more 
freedom for the professional communi¬ 
cator in business, industry, education, 
and government. 

"Super-8 sound film systems can give 
the user this sort of flexibility,” said 
Yavitz. 

Citing Kodak's recent break-through 
in available-light Super-8 film and cam¬ 
eras, the existence of vast libraries of 
filmed material currently available, the 
ease and low cost of Super-8 print 
duplication in small and large quantities, 
the low cost of Super-8 print stock, the 
multiplicity of film processing labs 
throughout the world, the ease in edit¬ 
ing film, and the ability to project film 
forward or backward at a variety of 
speeds, and to freeze-frame and stop- 
motion, Yavitz went on to outline a 
system dependent upon a highly flexible 
Super-8 film cartridge that could be 
played back on conventional silent and 
sound motion picture projectors as well 

as on a video playback device. 
"Such a system," said Yavitz, "puts 

at the user's disposal a recording and 
display system of excellent quality 
which can be used indoors and out, in 
black-and-white or color, video or non¬ 
video, domestically or internationally, 
with individuals or groups—all at the 
user's discretion.” 

Discussing software prices, Yavitz 
cited Super-8 as being the least expen¬ 
sive and went on to differentiate be¬ 
tween actual print costs and program 
price, pointing out that the print cost is 
a very minor part of the total program 
price. Roughly 80 percent of the aver¬ 
age current program price, according to 
Yavitz, is made up of production costs, 
salaries, royalties, residuals, distribution 
costs, and numerous other cost factors 
not related to the print cost. 

In a second paper, Joseph L. Boon, 
Technical Assistant to the General Man¬ 
ager of Kodak's Apparatus Division, 
outlined some of the key concepts in 
the design of the feasibility model of a 
Super-8 film videoplayer built by Kodak 
and demonstrated at the convention. 

The compact, noiseless unit, measur¬ 
ing 8 inches in height, 26 inches wide, 
and 24 inches in depth, weighs 35 
pounds, runs on standard 60-cycle, 
110-volt current, and its output connec¬ 
tion is two wiring clips for attachment 
to the TV receiver. 

The feasibility model lends itself 
Continued on Page 198 
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IF YOU FILM THE NEWS 
YOU SHOULD KNOW SOMETHIN 

ABOUT F&B/CECO s 
TV NEWS CAMERA 

mm 

IT HAS THE MOST IMPORTANT FEATURE YOU CAN BUY 

In a TV news camera, dependability 
makes every other feature seem less 
important. If your camera isn’t ready 
for action whenever or wherever the 
action is, then light weight, lower price, 
special gadgets or a new configuration 
won’t help you. The dependability has to 
be built in. 

Dependability is the middle name of 
F & B/Ceco’s TV News Camera. The 
reason is that F & B/Ceco is a company 
of camera craftsmen. They pioneered 
the TV news camera conversion to its 
present form. They led the way on every 
major improvement through the years. 
Their craftsmanship and know-how are 
the backbone of F & B/Ceco’s depend¬ 
ability. And their camera is the back¬ 
bone of the news in more than 50% of 
all TV stations. 

Little wonder that every important 
news event in the past 15 years has 
been covered by an F & B/Ceco camera. 
There are more in use than all other 

news cameras combined. 
If you’re looking for a TV news cam¬ 

era, consider dependability. It’s the 
most important feature you can buy. 
And it costs you no more. 

NOW - 
NO CABLES! 
You can run 
with your 
F & B/Ceco TV 
News Camera 

With the new Frezzi-Cordless internal 
battery, you can run eight 400' rolls 
without a power cord. It’s a quick- 
change internal battery. And your cam¬ 
era can also run on AC power or any 
portable power supply. Another of the 
many options available with your 
F & B/Ceco TV News Camera. 

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

Send for fully illustrated specification brochure, write Dept. AC 2-2 

EAST: 40 Kero Road, Carlstadt, New Jersey 07072 »(201) 939-5250 

315 West 43rd Street, New York, N Y. 10036 • (212) 586-1420 

WEST: 7051 Santa Monica Blvd., Hollywood, Calif. 90038 • (213) 466-9361 
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WHAT EVER 
HAPPENED TO 

DAVID L.WOLPEI 
PRODUCTIOI 

Main and End Title Designed and Produced by PERRI & SMITH P€iri< wmJ 
film and graphic desic 

633 north la brea aveni. 
hollywood, California 9003' 

(213)931-160 



COAL MINE CINEMATOGRAPHY 
Making an "underground film"—in the literal 
sense of the term—strains skills and facilities, 
while neatly separating the men from the moles 

By KARL WRIGHT 

"When in the mines, do as the miners 
do!" A variation of the old Roman 
adage, but nevertheless one that really 
applied to a recent assignment given the 
Bureau of Mines' Motion Picture Branch 
in Pittsburgh. Their job was to photo¬ 
graph underground mining scenes in the 
bituminous coal fields of western Penn¬ 
sylvania for two health and safety train¬ 
ing films for use in the Bureau's acci¬ 
dent-prevention programs. 

Ordinarily, such an assignment would 
not have warranted any unusual con¬ 
sideration, or made any Herculean de¬ 
mands on the crew, who specialize in 
underground cinematography, but this 
was their first venture into the low coal 
mining world! 

"Low” coal generally means a thin 
seam or bed about 3 feet or less in 
height; and when allowance is made for 
overhead roof supports such as bolts, 
crossbars, and timbers, it is usually less. 

Dragging yourself (known as "crawl¬ 
ing" in some quarters) through cold, 
damp, and dark passageways as low as 
32 inches in height every day for 6 
weeks gives you an idea of how an 
earthworm must feel; and when you add 
to this the loads of equipment that had 
to be carried—cameras, accessory cases, 

lights, cables, and related paraphernalia 
—it becomes downright drudgery. 

Working in low coal mines was a 
unique experience for the Bureau 
cinematographers, but once the project 
was undertaken, each member of the 
five-man motion picture crew became a 
"miner." He arose early each morning, 
donned coveralls, hard-toed safety shoes 
or boots, hard hat, rubber knee pads, 
and miner's belt with attached battery 
and cap lamp, and then entered the 
mine with the regular miners. After a 
few days of this routine, if he did not 
feel like a miner, at least he began to 
look like one. 

Transportation into the mine was 
usually by "man trip"—a string of cov¬ 
ered mine cars designed to carry men 
rather than coal, and pulled by a trolley 
locomotive. But at one of the smaller, 
trackless mines visited, the crew rode a 
"skid"—a metal, sledlike conveyance 
that resembled a large cake pan—pulled 
by a rubber-tired, battery-operated 
motor. 

The men lay in this barge-like struc¬ 
ture, 5 by 10 feet in size with 12-inch 
sides, and were dragged more than a 
mile back into the mine. All along the 
rocky, bumpy way, the low overhead 

clearance made it necessary for the men 
to really lie low. In some places in the 
haulageway, water stood knee-deep¬ 
water that was dark, dirty, and deadly 
to camera gear and to morale. 

The skids floated, but with the 
water, coal dust, and finely powdered 
limestone "rock dust" that covered 
practically everything that did not move 
in the mine, there was much cleaning of 
both men and their movie-making 
machines to be done at the end of a 
day's shooting. 

"Rock dust" is sprayed onto the 
floor, ribs, and roof to dilute the coal 
dust in the mine atmosphere. The addi¬ 
tion of this inert material to the com¬ 
bustible coal dust reduces both fire and 
explosion hazards. 

Getting men and materials to the 
"location" or the working face, where 
coal was being mined and most of the 
filming would take place, was only one 
inconvenience. Lack of space and 
cramped quarters, dusty atmosphere, 
low temperature, high humidity, and 
darkness that was really "black" ac¬ 
counted for many delays and personnel 
hangups. These were inherent, environ¬ 
mental conditions that had to be lived 
with if they could not be overcome. 

(LEFT) "Was this trip necessary?" Larry Shellenberger, electrician, and Bill Stone, soundman, seem to be wondering, as they pause during the 
equipment unpacking and setting-up phase far underground. (RIGHT) While waiting to film a coal augering machine in action, cameraman Tony 
Mantia takes a back-relaxing "break". Note Angenieux 12mm-120mm zoom lens, used extensively throughout production. 
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(LEFT) Safety was stressed in the films, and during the filming itself. Here Deward Moore, 
Federal mine inspector, checks "location" with methanometer for presence of explosive gas. 
(RIGHT) Electrician Shellenberger inserts quartz lamp into four-socket light unit. Lights were 
then plugged into custom-built electrical junction box at his right. 

In addition, other logistical and tech¬ 
nical problems arose underground that 
offered challenges not found in the 
average cinematographic assignment. 
Not the least was: How to light it? 

Most cinematographers will agree 
that there are no absolute or rigid rules 
for set lighting, especially at more than 
500 feet below the earth's surface! 
Therefore, acting on past experience— 
from filming in the “luxurious” loca¬ 
tions of “high" coal mines—the Bureau 
movie-men selected the following light¬ 
ing equipment for this particular assign¬ 
ment: Four (of the old favorite) 2,000- 
watt “deuces,” with specially cut-down 
stands; twenty 650-watt and twenty 
1,000-watt quartz lights (number used 
at one time depended on the “size” of 
the shot, and the amount of electrical 
power available); and twelve four-socket 
bar light units for holding the 650's and 
1,000's. These bars were mounted on 
collapsible aluminum stands, or clamped 
to 12-inch spikes that were driven into 
the mine rib, roof, or roof supports. 
Because of their relatively small size, the 
quartz lights were also used singly in 
tight spots, or places where they could 
be hidden out of camera range. 

Fifty-foot heavy-duty extension 
cables with twist-lock connectors sup¬ 
plied current from a specially built 
electrical “junction” (distribution) box. 
This suitcase-like unit contained 12 
grounded, three-wire, individually fused 
outlets, switches, and circuit-breakers, 
and was the heart of the electrical 
lighting system. Also available was a 
voltage-dropping resistance unit that of¬ 
fered a limited amount of control over 
the not infrequently fluctuating mine 
voltage. Voltage changes usually oc¬ 
curred when large mining machinery 
was started or stopped during filming. 

Lighting the average scene on this 
assignment required around 20,000 
watts. Most of the mines were able to 
provide more than sufficient electric 
power. Occasionally, in some of the 
smaller mines, most of the power was 
needed for mining operations. This 
meant lowering the lighting “key”, or 
changing the overall lighting and shoot¬ 
ing plan. Normally, the power supplied 
was approximately 240 volts DC. Since 
the cinema lighting equipment was de¬ 
signed to operate in “pairs,” or two 
110/120-volt bulbs in series, it was 
readily adaptable to most commonly 
available 220-volt power sources. 

Electric power was usually supplied 
by the underground substations, or 
from portable transformers or rectifiers. 
The mines also supplied enough heavy- 
duty “trailing" cable to reach back to 
the working face, or motion picture 

“set.” On haulageway travel shots, 
where the camera was mounted on a 
moving locomotive, power was obtained 
for the two bar lights used directly from 
the trolley line. This was done by 
connecting a fused tap (a metal hook 
with insulated handle and cable) to the 
locomotive's trolley contactor, or cur¬ 
rent-collecting shoe. 

The locations were picked to corres¬ 
pond as closely as possible to the 
shooting script and still create a mini¬ 
mum of interference with normal min¬ 
ing operations. Usually, they were in 
sections not being actively mined. All 
photography underground was done in 
“fresh air”; that is, at locations in the 
(ventilating) intake air, which was free 
of noxious and explosive gases. 

Safety was stressed at all stages of 

the production, especially underground. 
A Federal mine inspector and a com¬ 
pany official stayed with the motion 
picture crew throughout the under¬ 
ground filming, constantly monitoring 
or checking the working place for bad 
roof, presence of methane gas, or any 
other unsafe conditions. 

There were no serious accidents 
throughout the six-week shooting tour. 
Aside from the crew members inad¬ 
vertently bumping their heads—and 
“rear ends''—on the low roof or the 
metal bolts and wooden crossbars that 
supported it, the main complaints were 
the restricted space—which gave the 
men aches, pains, and cramps in the 
back and neck—and the constant flow 
of cold air that swept through the work 
area, keeping cameramen's focusing 

(LEFT) Motion picture crew stands by while the director discusses upcoming scene with the 
continuous mining machine operator (RIGHT) Three of the crew members wait to film an 
approaching shuttle car. Note rubber knee pads that had to be worn underground. 
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(LEFT) Soundman Bill Stone finds the compact Nagra tape recorder readily adaptable to "low" coal mine location. (CENTER) The underground 
"studio"—not the easiest or most comfortable place in which to make a film. (RIGHT) U.S. Bureau of Mines motion picture crew prepares to "roll 
camera" on one of the many underground mining scenes shot recently in the subterranean coal fields of Pennsylvania. 

(LEFT) Using a methanometer. Federal Mine Inspector Deward Moore checked for presence of explosive gas in each "location" prior to filming. 
(CENTER) The underground crew: (left to right) Gene Rapp, still photographer; Tony Mantia, chief cameraman; Tim Kirby (seated), cameraman; 
Gayle Morrow, mine foreman; Larry Shallenberger, electrician; Bill Stone, soundman. (RIGHT) Three of the crew waiting to film approaching 
shuttle car. 

(LEFT) Film crew stands by, while the director discusses upcoming scene with continuous mining machine operator. (CENTER) Director Sam 
Sappo watches as mine foreman Gayle Morrow checks cable connection. Up to 2,000 feet of wiring was required for lighting some scenes. Note 
"flame safety Lamp" on the foreman's belt—used for detecting explosive gas. (RIGHT) Director Sappo takes a peek at the shot that almost stopped 
the show: the "ripper" head of a continuous mininq machine that came to rest only a few inches from the camera lens. 

(LEFT) Lighting underground was by 2000-watt "deuces", 650 and 1,000-watt quartz lights, or a combination of both. The largest area lighted 
required 40,000 watts; the smallest, 6,000. Note powdered limestone "rock dust" covering mine floor, ribs and roof. This material reduces the 
likelihood of a coal dust explosion. (CENTER) Deward Moore checks for gas. Note "safety Jack" used temporarily to reinforce (permanent) metal 
cross bar and roof bolts supporting mine roof. (RIGHT) Back on the surface, weary film crew leaves the mine after a long day's shooting. 



fingers frigid, and fogging up camera 
viewfinder eyepieces. (A warm eyeball 
against a cold viewfinder always caused 
condensation!) Other uncomfortable 
moments and delays were caused by the 
accidental upsetting of light stands, 
breaking bulbs and fraying cables. How¬ 
ever, the overall damage factor was 
higher for cameramen's nerves than for 
equipment. 

One of the more imposing logistical 
problems was the maneuvering of men 
and machinery. Because of the cramped 
and crowded work space underground, 
changes from one location to another 
were made reluctantly. A complete 
move to a new location involved break¬ 
ing down and repacking all the gear, 
loading it into shuttle cars or other 
haulage vehicles, traveling—sometimes 
miles—to the new site, and then unload- 

the script called for a dolly shot through 
a narrow, trackless entry that showed 
the metal bolts installed into the roof to 
prevent roof falls. For this shot, the 
roof area was lit by spacing bar lights, 
low and uptilted, along both sides of the 
passageway for a distance of approx¬ 
imately 50 feet. The cameraman then 
lay on his back in the wagon, hand-hold¬ 
ing the camera, while one of the crew 
pulled and another pushed him down 
the entry. Dollying tracks were rigged 
out of 10-foot, 2 x 10-inch planks, and 
strung together for the distance the shot 
was to cover. Although most of the 
crew were singing "Wagon Wheels" be¬ 
fore the sequence was over, the resulting 
footage was quite effective—or "mov¬ 
ing"—to say the least. 

The cameras used almost exlusively 
for this assignment were two Arri- 

ventilating currents. The dust often con¬ 
tained moisture released by the water 
spraying devices affixed to the mining 
machines. 

In a few tight places, and for an 
emphatic or exaggerated effect, a 
5.7mm. wide-angle lens was used. One 
shot showed a continuous mining 
machine, with a huge, rotating "ripper" 
head with spikes-a-spinning, coming 
directly at the camera. When it stopped, 
its cutting bits were only 6 inches from 
the camera lens! The scene came off 
somewhat spectacularly on the screen, 
and so did the hats of the motion 
picture crew—in salute to the skill of the 
mining machine operator. 

But the real workhorse of the lens 
lineup was the Angenieux 12mm- 
120mm zoom. Both Arriflex cameras 
were fitted with these, each with its 

(LEFT) Continuous mining machines—such as this twin-head coal auger—conveyors and roof supports (upright timbers and safety jacks) occupied 
most of the space in the underground "studio", leaving little room for lights and cameras. (RIGHT) Filming an actual mining sequence. Cramped 
quarters and dusty, drafty atmosphere were among the problems encountered in underground filming. (Note the quartz bar-light unit clamped to 
aluminum stand; also the cold-weather helmet liner worn by the cameraman to protect against strong ventilating air currents.) 

ing, unpacking, and going through the 
whole routine again. Getting electric 
power to a location, stringing cables, 
and setting up lights and camera equip¬ 
ment could take the better part of four 
hours—for a sequence that would last 
only 10 seconds on the screen! 

Therefore, much ingenuity was used 
to limit the number of "sets," or loca¬ 
tion changes. In many instances, all that 
was needed for a "change of scenery" 
was to move a few lights, remove, add, 
or shift some timbers, hang brattice 
(ventilating) cloth, and reverse the 
camera angle or direction of shooting. 

For moving the cameras and acces¬ 
sories (batteries, film magazines, lens 
cases, etc.) between setups, one of the 
mining companies furnished the crew 
with a toy red wagon. This came in 
handy in other ways. In one instance. 

flex-S's, mounted on baby tripods or 
high hats, with fluid pan heads. The one 
exception was for a blasting scene in 
which a Cine Special was utilized as an 
"expendable" camera for a head-on 
view of a coal face being "shot down." 
Placed 25 feet away from the face, using 
a 15mm. Ektar lens and running at 48 
frames per second, the Cine recorded a 
beautiful blast, complete with coal dust 
filling the scene—and the lens! The 
camera came out of it somewhat dirty, 
but undaunted. The two Arriflexes were 
used to take side-angle views of the blast 
at 24 and 32 f.p.s., respectively. The 
footage from these cameras was also 
"right on the money." 

Between takes the cameras were cov¬ 
ered with plastic bags to protect them 
from the fine, clinging dust that was 
kept in suspension by the constant 

own motorized zoom control. The use 
of this lens allowed for fewer changes of 
camera positions, and eliminated the 
time-consuming switching or interchang¬ 
ing of different focal-length lenses and 
the subsequent job of trying to keep all 
of them clean! The men behind the 
cameras were able to get a variety of 
good shots, and the results were well- 
composed, sharp, and of high-quality 
color. 

The film used was Eastman's new 
improved Ektachrome Commercial 
7252. Higher speed film stock was not 
chosen because of the widely varying 
contrast factors present underground: 
"black" coal face, "white" rock-dusted 
areas, and workmen's "skin tones." 
Since the films were to be of an 
"instructional" nature, most of the 
Continued on Page 196 
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A I V UUMMhKUIAL ALMUS I 
AS COMPLEX AS A FEATURE 

Building an entire house with rooms that "float" 
together before the eyes of TV viewers required 
a great deal of imagination, innovation—and money 

It can cost more to film a short TV 
commercial nowadays than it does to 
make a full-length feature film. 

On a per-frame basis, shooting 50 
seconds over a house in Long Island 
makes the cost of a Hollywood spectac¬ 
ular like "THIRTY SECONDS OVER 

but Spielvogel recalled doing a cigarette 
commercial in Hempstead, L.I., inside 
the 75-foot high Long Island Garden, 
home of the New York Mets and part- 
time arena for events like circuses, 
rodeos and ice shows. 

The camera work was feasible until 
the architects of the house decided they 
needed additional height to brace and 
rig the flooring of the rooms so they 
could be rolled together. 

Because of technical photographic 

TOKYO” look skimpy. 
Directors of Photography employed 

on such Madison Avenue ventures must 
use as much ingenuity and creative skill 
as they do on some low-budget features 
that run 90 minutes or more and cost 
about $350,000. 

As a case in point, an ad agency 
recently conceived the idea of filming a 
completely furnished home which 
"floated" celestially together, room by 
room, before the eyes of the TV view¬ 
ers. This creation required 40 people, 
artists and craftsmen, working the bet¬ 
ter part of six weeks to come up with 
50 seconds of commercial sell. 

The drawing board plan, like the 
well-planned battle, was simplicity it¬ 
self. Logistics were another matter. 

Before production could begin, the 
mechanics of photographing the con¬ 
cept had to be worked out carefully. 
Director of photography Bert Spiel¬ 
vogel, a veteran of commercial and 
feature films who got the assignment, 
was called in by Doyle, Dane, Bernbach 
to ascertain how and where such a 
commercial could be done in New York. 

Spielvogel estimated that the camera 
would have to be placed at least 75 feet 
above the house in order to get a 
shadowless overhead shot. No studio in 
New York has that kind of headroom, 

(LEFT) Rigging camera inside shack especially built atop the 75-foot-high Island Garden Stadium 
at Hempstead, N.Y., grip removes stud in roof. Lightweight Arriflex camera, with 25mm-to- 
250mm zoom lens and VTR attachment, was used for overhead shots of area measuring 75 x 55 
feet on floor below. (RIGHT) View from platform of "cherry-picker" crane used to shoot 
construction scenes for 50-second, $160,000 Burlington Industries TV commercial. 

(LEFT) A view of intricate sets which turned the Island Garden into a movie studio for six weeks. (CENTER) Because additional height was needed 
to zoom to the subject, a 7 x 7-foot hole was cut into the 75-foot-high stadium and a 15 x 15-foot shack built over the hole in order to shield 
cameramen and equipment from rain and high winds on Long Island. (RIGHT) New York Director of Photography Bert Spielvogel prepares to shoot 
still picture of six-room home 75 feet below. Spielvogel and assistant cameraman climbed a makeshift ladder to get to perch and wore safety belts 
during two days of filming inside shack. 
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(LEFT) Scenic artist touches up floor plan for fully-furnished six-room house. Individual rooms of the house were rolled into place over the floor 
plan. Twelve takes of this scene were made during a full day of shooting. (CENTER) Truck moves in camera dolly for ground-level shooting. A 
95-foot cyclorama was required to eliminate horizon lines and allow for TV cut-off. (RIGHT) Critical lighting was needed to cover all areas of 
six-room house as it rolled together, room by room. 

difficulties either the house had to be 
made smaller or a hole would have to be 
cut into the roof of the Long Island 
Garden. The interior decorators felt that 
miniaturizing the furnishing of Burling¬ 
ton Industries, the manufacturer paying 
for the commercial, was not practical. 

The result: Long Island Garden now 
has a sturdy shack sitting atop its 
vaulted roof. Inside the shack is a raised 
platform on which Spielvogel had a 
lightweight camera set up with a video¬ 
tape attachment to permit the director 
at ground level to see what the camera 
was shooting. 

Now the task of assembling a com¬ 
pletely furnished six-room house began 

in earnest. Carpenters, electricians, 
painters, interior decorators, architects 
and even mechanics erected a 34 by 45 
foot house inside the Garden. 

Due to the unusual angle of the 
filming some touchy obstacles had to be 
overcome. A lightweight camera with a 
25 to 250 zoom lens had to be used as 
well as special lighting effects. Since 
shooting was to be done from overhead, 
lighting had to be arranged in a rectan¬ 
gular pattern with cones and quartz 
lights positioned to eliminate all 
shadows. 

Working from a cherry picker crane, 
hundreds of feet of cables, and scores of 
connections and lead-ins were hung 
from the ceiling trusses. A larger crane 
was brought in to do the heavier work, 

like hanging block and tackles and 
raising the big lights. 

After weeks of preparation, the ac¬ 
tual shooting time took but two days. 
For the TV viewer, it was an eagle's 
view of a home forming before his eyes, 
followed by a ten-sentence talk. 

FACTS ABOUT THE FILMING 

Bert Spielvogel, Director of Photog¬ 
raphy, born in Brooklyn, N.Y., a 
resident of Manhattan. Member of 
cameramen's Local 644. 

Eddie Thalrose, assistant cameraman, 
member of Local 644. 

Advertising Agency: Doyle, Dane, Bern- 
bach 

Producer-Director: Herb Strauss of DDB 
Art Director: Ben Quinn, created con¬ 

cept, of DDB 
Writer: Helen Miller of DDB 
Client: Burlington Industries, marking 

entry into Home Furnishings 
Location: Long Island, Hempstead, at 

the Island Garden Stadium 
Cost: $160,000 
Filming Time: Two days 
Props: House 34' x 45' in four parts 

(living room 16 x 18 and dining 
room 14x16) 

Construction time: three weeks 
Total time: From concept planning to 

final shooting, six weeks 

Continued on Page 224 

(LEFT) A vast array of different types of lighting equipment was needed to execute the difficult 
assignment. Cinematographer Spielvogel employed 30 cone lights, 24 quartz soft-lights, 23 
spotlights and 12 sky-pans. (RIGHT) Lamps are moved into position to get evenly lighted shot of 
an individual room. Overall lighting was softened by use of sky-pans rigged from the 75-foot 
ceiling. 

(LEFT) Lights were arranged according to wattage in rectangular patterns. Ample use of cukolorises, dots and nets was made for special lighting 
effects. (CENTER) As eye-level filming commenced, Bert Spielvogel spotted a defect in window of six-room house and shooting was held up for 
repairs. Forty people were employed for six-week period needed to film TV spot for home furnishings market. (RIGHT) Director of Photography 
Spielvogel (right) listens as producer-director Herb Strauss, of Doyle, Dane, Bernbach, instructs actor. Attached to camera is VTR equipment which 
gave television picture of what film camera was recording. 
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—The handy camera. High speed, portable — 

quick change 100/400 foot magazine 

adaptable for use in 

sports, medicine and the military. 

CM3 —The versatile camera. 

Can operate as 35 mm and/or 

35mm Techniscope or 16mm. 

Fast changing magazine, 

numerous accessories expand 

operating flexibility. 

NPR—The compleat professional 16mm camera. 

Quick change 400 foot magazine. 

Great flexibility in lens use. Universal eyepiece. Runs quiet. 

Total mobility; cordless sync sound with crystal control. 

ACL —The smallest of the great 

16mm professional cameras. 

Crystal controlled, takes 200 feet of film, 

changes magazines in less than 5 seconds. 

Weighs less than 9 pounds, has great balance, 

uses any lens, has phenomenal accuracy, 

runs quiet and the 

frame line is 

as steady as a rock. 

GV16 

CLAIR PUTS YOU IN THE PICTURE 



 MOST ANYWHERE” 
A NETWORK OF DEALERS IS POSITIONED TO SELL AND SERVICE 

ECLAIR CAMERAS AND ACCESSORIES 

CALIFORNIA 

ADOLPH GASSER INC. 
5733 Geary Blvd. 
San Francisco 94121 
Phone: 415 751-0145 

BIRNS & SAWYER INC. 
1026 N. Highland Ave. 
Hollywood 90038 
Phone: 213 466-8211 

BROOKS CAMERAS INC. 
45 Kearny St. 
San Francisco 94108 
Phone: 415 392-1902 

F&B CECO OF CALIF. INC. 
7051 Santa Monica Blvd. 
Hollywood 90038 
Phnoe: 213 469-3601 

FILM EQUIPMENT RENTAL 
CO. INC. (FERCO) 
1300 Sansome St. 
San Francisco 94111 
Phone:415-398-2307 

GORDON ENTERPRISES INC 
1430 Cahuenga Blvd. 
Hollywood 90028 
Phone: 213 466-3561 

JACK PILL & ASSOCIATES 
1135 N. Highland Ave. 
Hollywood 90046 
Phone:213 466-3238 

MARK ARMISTEAD INC. 
1041 N. Formosa Ave. 
Hollywood 90046 
Phone:213 851-2424 

COLORADO 

WESTERN-CINE 
312 S. Pearl St. 
Denver 80209 
Phone:303 744-1017 

GEORGIA 

FRYE FOTO SHOP 
220 Luckie St. N.W. 
Atlanta 30303 
Phone:404 521-0456 

ILLINOIS 

BEHREND'S INC. 
161 East Grand Ave. 
Chicago 60611 
Phone:312 527-3060 

HELIX LTD. 
679 North Orleans St. 
Chicago 60610 
Phone:312 944-4400 

VICTOR DUNCAN INC. 
155 East Ohio 
Chicago 60611 
Phone:312 321-9406 

MASSACHUSETTS 

CLAUS GELOTTE INC. 
185 Alewife Brook Pkwy. 
Cambridge 02138 
Phone: 617 868-2366 

MICHIGAN 

VICTOR DUNCAN INC. 
11043 Gratiot Ave. 
Detroit 48213 
Phone:313 317-4920 

MINNESOTA 

MOVIE TOOLS INC. 
4620 W. 77 St. Suite 227 
Edina 55435 
Phone:612 929-6676 

MISSOURI 

CCI OF KANSAS CITY 
215 W. Pershing Road 
Kansas City 64108 
Phone:816 421-1230 

NEW JERSEY 

S.O.S PHOTO CINE OPTICS 
40 Kero Road 
Carlstadt 07072 
Phone: 201 939-5250 

NEW YORK 

CAMERAL MART INC. 
456 West 55 Street 
New York 10019 
Phone:212 757-6977 

CAMERA SERVICE CENTER INC. 
SALES AFHLIATE 
CAMERA SALES CENTER CORP. 
625 West 54 Street 
New York 10019 
Phone:212 757-0906 

CINE 60 INC. 
630 Ninth Avenue 
New York 10036 
Phone:212 586-8782 

F&B CECO INC. 
315 West 43 Street 
New York 10036 
Phone:212 586-1420 

FILM EQUIPMENT RENTAL 
CO. INC. (FERCO) 
419 West 54 Street 
New York 10019 
Phone:212 581-5474 

GENERAL CAMERA CORP. 
471 11th Avenue 
New York 10036 
Phone:212 594-8700 

MOBIUS 
565 Fifth Avenue 
New York 10017 
Phone:212 697-8620 

MPCS INC. 
424 West 49 Street 
New York 10019 
Phone:212 586-3690 

NORTH CAROLINA 

STANDARD THEATRE SUPPLY CO. 
125 Higgins Street 
Greensboro 27420 
Phone:919 272-6165 

PENNSYLVANIA 

CCI OF PHILADELPHIA 
1909 Buttonwood St. 
Philadelphia 19130 
Phone:215 568-6297 

TENNESSEE 

MOTION PICTURE LABS. 
781 South Main St. 
Memphis 38102 
Phone: 901 948-0456 

TEXAS 

GORDON YODER CAMERAS 
2959 Ladybird Lane 
Dallas 75220 
Phone:214 357-2725 

MOTION PICTURE EQUIP. CO. 
7007 Gulf Freeway 
Houston 77017 
Phone: 713 645-4926 

UNIVERSAL CINE-PHOTO INC. 
2411 Ross 
Dallas 75206 
Phone: 214 748-6645 

VICTOR DUNCAN INC. 
2659 Fondren Drive 
Dallas 75206 
Phone: 214 369-1165 

WASHINGTON 

GLAZER'S CAMERA SUPPLY 
1923 Third Avenue 
Seattle 98101 
Phone: 206 MA 4-1100 

WASHINGTON D.C. 

BRENNER CINE O SOUND 
5215 Wisconsin Ave. N.W. 
Washington D C 20015 
Phone: 202 244-3800 

WISCONSIN 

PHOTOART VISUAL SERVICE 
840 N. Plankinton Ave. 
Milwaukee 53203 
Phone:414 271-2252 

ECLAIR, SINCE 1908, THE PROFESSIONAL’S CHOICE IN CAMERAS 

ECLAIR 
For a “nuts & bolts brochure on these cameras write or call: 

Eclair Corporation, 73 S. Central Avenue, Valley Stream, N.Y. 11580 (516) 561-6404 ♦ 7262 Melrose Avenue, Los Angeles, California 90046 (203) 933-7182 
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A FRESH LOOK AT THE 
DYNAMICS OF FILM-MAKING 

Excerpts from recent lectures on The Visual Nature of 
the Film Medium by the world's foremost montage expert 
and "greatest cinema theoretician since Eisenstein" 

By SLAVKO VORKAPICH 

Often I have been asked by friends 
and, occasionally, by some publishers, 
to put down my teachings in the form 
of a book. The very thought of it makes 
me feel frustrated, because I am con¬ 
vinced that the most cinematic mo¬ 
ments on the screen cannot be conveyed 
verbally. I will give you an example. In 
revising the tape transcripts of my re¬ 
cent lectures, I came to the moment 
where I wanted to describe something 
that I had shown on the screen. This is 
the best I could do: 

One of the most striking cinematic 
passages built on the principle of good 
continuation occurs in Olympia: Diving 
Sequence. The effect cannot be rend¬ 
ered in words; but I'll try to describe 
the action. First, we see a normal 
pan-and-tilt shot in which the athlete 
dives in a graceful slow-motion curve. 
As his body penetrates halfway below 
the water surface, his legs still above it, 
there is a cut to a startling new shot. It 
is inverted end-for-end, thus reversing 
the action in an upside-down view. 
Emerging feet first out of the surface, 
which is now in the "ceiling” position, 
the diver's twisting body "falls" through 
space, in slow motion, towards the 
diving board. This produces an uncanny 
feeling as of a breakthrough into 
another, antipodal dimension. 

If you have never seen the sequence 
and reading this description with its 
implied enthusiasm, is it not your first, 
somewhat unrelieved, feeling and im¬ 
pulse that can best be expressed in 
words: "Show me!"? At least, that's the 
way I feel whenever I read in books on 
film about some "great" cinematic pas¬ 
sages which I have never seen. 

How can you put in words the 
gyrations of the mechanical peacock 
over the Tsar's door in Ten Days That 
Shook the World, or the raising of the 
bridge in the same film, or the seventh 
variation in 9 Variations on a Dance 
Theme by Hilary Harris? Still pictures 
won't do. They would only aggravate 
my frustration. 

Books on poetry can quote, books 
on painting can show reproductions, 
books on music can illustrate with 
musical notation, but we have no cine¬ 
matic notation that we could feed into 

our private computers. The only useful 
book on the art of the film would be 
one that went with several reels of 
Super-8 film as books on languages go 
with phonograph records or with tapes. 

THE ILLUSION OF MOVEMENT 

I will now review only the main 
subject of that first lecture, namely the 
illusion of movement—which in books 
on psychology of perception is variously 
referred to as the phi phenomenon, 

apparent movement, stroboscopic move¬ 
ment, or beta movement. 

In our specific case it was the illusion 
of sudden movement or leap taking 
place on the cut from one stationary 
setup to another. 

As we know, movies move when a 
series of still pictures, or snapshots, of a 
moving object are projected in rapid 
succession on the screen. 

But, as we have seen, sudden move¬ 
ment, or phi leap, takes place even 
when— 

Meticulous storyboard sketches made by Slavko Vorkapich in the course of designing the 
stunning Battle of Orleans montage for the film production of "JOAN OF ARC", starring Ingrid 
Bergman (1948). 
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on a cut, the same stationary object 
is shown in two different areas of the 
screen; 

and that a kind of visual beat, or a 
visual tug of tension, occurs between 
two different objects stationed in differ¬ 
ent areas of the screen, when separate 
shots of each of the objects are joined in 
a cut. 

We also learned that, on a cut, 
between two separate shots of two 
different objects, each of which is 
shown in the same area of the screen, a 
strange, a kind of magic effect of 
sudden transformation may occur if the 
objects, although quite different in 
shape, are similar in other ways, such as 
their illumination and the tonal value of 
the background. 

From these experiments we may 
derive some practical lessons in movie¬ 
making on the most elementary level, 
namely: shooting and editing scenes 
consisting entirely of stationary objects 
in stationary setups, that is, static shots. 

The following are not arbitrary rules; 
they are valid principles based on the 
known laws of visual perception; they 
will prove useful in all cases where 
clarity of visual presentation is desira¬ 
ble. 

Let me quote, at this point, a saying 
of the late T.S. Eliot: "It's not wise to 
violate rules until you know how to 
observe them." 

Here, then, are some of the rules: 
1. If you wish to avoid momentary 

disorientation or confusion in a series of 
static shots intended to represent a 
specific, continuous scene resembling 
everyday reality, your objects or charac¬ 
ters should remain, from shot to shot, 
so long as they are not in motion, each 
in his respective screen area, or as close 
to it as the changes will allow. 

2. When a change of position is 
desired, then that change should be 
carried out by a real movement of the 
performer, or by a movement of the 
camera, or in a combination of the two. 
In all cases the movements should be 
clearly evident. 

3. To avoid the often amusing effect 
of magic transformation, do not com¬ 
pose different figures in such a way that 
they will follow one another on the 
same spot on the screen. Avoid the 
conventional central framing of close- 
ups. Individual closeups of each of two 
figures previously shown in a two-shot 
should retain some of the functional 
distance separating the two figures. 

4. Avoid direct intercutting of re¬ 
verse angles. 

(I repeat: these "rules" apply to clear 
representation of realistic scenes. In 
fantasy films or sequences liberated 

from logical narrative continuity, any¬ 
thing goes, provided that it goes—well; 
provided that it goes visually well in 
other ways.) 

In static scenes of the realistic-narra¬ 
tive-continuity type not much can be 
achieved—from the visual-cinematic 
point of view—beyond a certain rudi¬ 
mentary rhythm that occurs on the cut 
from one stationary character to 
another, from one character to a group, 
or from one group to another. 

It may be said, in fact, that the only 
part that is really "movie" in such 
sequences is the dynamic beat on the 
cut. Soon after the cut, the scenes goes 
flat if it is held too long on the screen. 
A film thrives on strong visual change. 

Greater opportunities for creative use 
of the principle of rhythmic apparent 
movement may be found in generalized 
sequences expressing themes or moods 
that naturally lend themselves to treat¬ 
ment in a series of static shots, such as 
scenes of tense waiting, of suspense 
before the battle, tragic evidences of 
natural or man-made disasters, scenes of 
quiet resignation, or of serene calm. 

When working out such sequences, 
the following principles will prove use¬ 
ful: 

The dynamic impact of the cuts 
varies as the degree of difference or 
contrast between fundamental composi¬ 
tional structures of the adjoining shots. 

Variation in spatial organization 
from shot to shot, that is, variations in 
three-dimensional extension and inter¬ 
play of volumes or masses against hol¬ 
lows, may result in vivid kinesthetic 
responses. 

And, generally, the simpler the visual 
situation, the stronger the impact. 
Continued on Page 192 

Frame blow-ups of two scenes from the avant 
garde short, "THE LIFE AND DEATH OF A 
HOLLYWOOD EXTRA" (1928), described 
by the Museum of Modern Art as one of the 
first American expressionist films. Written 
and directed by Robert Florey, with closeups 
by Gregg Toland, it was designed, photo¬ 
graphed and edited by Vorkapich. The whole 
film was made for $99 in Florey's kitchen, 
Toland's garage, and other such exotic locales. 

Vorkapich conducting an informal seminar on the dynamics of film-making. His ten-lecture series 
on The Visual Nature of the Film Medium, presented at the Museum of Modern Art in 1965 
filled the 500-seat auditorium to capacity, with as many more turned away for lack of space. A 
similar lecture series will be given in Hollywood, starting April 1, 1972. 
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"THE FRENCH CONNECTION" 
Continued from Page 161 

QUESTION: Gordon Willis does that, 
too. 

ROIZMAN: Yes, / know. Gordie and / 
are old friends. I/Ve were assistant cam¬ 
eramen together. Another thing we de¬ 
cided upon was to never go for any 
fancy compositions. We would set up 
the shots very simply and shoot them. 
We never went for foreground objects or 
out of focus things. It was a matter of 
staging the action and shooting it with 
the best lens possible. We never used 
wide-angle lenses or long lenses just 
arbitrarily. If we used a long lens, there 
was always a reason for it. We didn't use 
it a lot, but / feel that every shot we 
made with a long lens was in the picture 
because we carefully chose when to use 
it—and when not to. We never made any 
distorted wide-angle shots, either. You 
might say that the photography, from 
the standpoint of composition, was very 
simple and straightforward. 

to be lighted. But anything that was out 
on the street in daylight was shot 
without fill light. / feel in general that if 
fill light isn't necessary, it shouldn't be 
used. It wasn't necessary in our street 
scenes, so we didn't use it. Also, we 
didn't really have the time to set fill 
light and we were able to move much 
faster without it. 

QUESTION: In this picture, at least, 
you didn't have to glamorize anything. 

ROIZMAN: Which was like a breath of 
fresh air. We didn't have to worry about 
making anything look pretty. The ap¬ 
proach to interior lighting was to under¬ 
expose, working at very, very low light 
levels and using small units. Most of the 
places were lighted with Dinky-inkies. 
In the night dub sequence, for example, 
90 percent of the lights were in kies. The 
interesting problem there was lighting 
the people at the tables. The ceilings 
were very low and there were mirrors on 
two walls. We had to do a hand-held 

walking shot through the whole dub, so 
it was difficult to hide lights. / had to 
figure a way to light the people at the 
tables and it was done by taking an inky 
bulb in a socket, wrapping a piece of 
spun glass around it and then a red gel. 
These lights were set right on the tables 
and were all hooked into one master 
dimmer that took them down to be¬ 
tween four and six foot-candles—which 
was all that / needed. As you know, 
when you photograph red, it's very 
difficult to overexpose it—almost impos¬ 
sible—so / wasn't worried that the lamps 
would look overexposed. As it turned 
out, they looked normal and most 
people think they are the lights normal¬ 
ly used on the tables. They were our 
own lights, however, and that's all that 
was used to light the tables-nothing 
else. There wasn't any room for any¬ 
thing else. 

QUESTION: Would you consider that 
to be your most difficult lighting prob¬ 
lem? 
Continued on Page 211 

QUESTION: What about your approach 
to lighting "THE FRENCH CON¬ 
NECTION"? 

ROIZMAN: Ordinarily, for this type of 
film, / might take the "light and shad¬ 
ow" approach—nice crisp sidelight with 
black shadows. That would be my nor¬ 
mal style, but, in this case, / didn't want 
to follow what / would do normally. 
Instead, / used more fill light than / 
normally would. / underexposed the 
key light one stop, but filled it in a lot. 
That's what flattened it out. 

QUESTION: On the screen, just about 
everything in the picture has the feeling 
of having been shot with available light. 

ROIZMAN: That's the effect / worked 
for throughout the picture, that feeling 
of available light—but it wasn't. / can 
tell you the times / used available light 
and it wasn't very often. / didn't light 
any exterior day scene—that was all 
available light. If there were any interior 
car scenes, these would naturally have 

(LEFT) Members of Puerto Rican gang, caught vandalizing car, are forced up against wall and 
frisked by detectives, while police train guns on them. (RIGHT) Setting up for low-angle scene of 
man shot during wild chase aboard elevated train. Available light was used, but was complicated 
by varying exterior light conditions. 

(LEFT) Lush apartment sequence was staged inside suite of Manhattan's Hotel Pierre. Entire lighting consisted of replacing conventional bulbs in 
practical lamps with photofloods. (CENTER) Operator moves in to catch hand-held shot of detective tearing up car in search for smuggled heroin. 
(LEFT) Director Friedkin instructs cast and crew members for shooting of scene aboard runaway elevated train, while operator hand-holds camera. 
It would have been impossible to light this sequence with photographic lamps, so only available light was used. 



(LEFT) Gene Hackman, portraying detective on trail of international dope smuggling ring, sits alone in a bar. Objective of Director of Photography 
Owen Roizman was to create feeling of "available light" throughout the film-but most times it wasn't. (CENTER) Supported by assistant, the 
author hand-holds camera for filming of scene during final shoot-out. (RIGHT) Sequence in which chemist tests smuggled heroin for degree of purity 
was filmed in New York hotel room. 

(LEFT) Detective disguised as street vendor observes action outside bar. "THE FRENCH CONNECTION" was shot completely outside the studio in 
86 locations scattered throughout Manhattan and Brooklyn. (CENTER) A crowded bar served as locale for one of the most dramatic sequences in 
the film. (RIGHT) Following a hunch and doggedly refusing to give up. Detective Doyle strips a car completely in his search for the smuggled heroin. 
The real detective Doyle (whose actual name is Egan) served as technical advisor and played a small role in the film. 

(LEFT) After an exhaustive car chase of an elevated train all over Brooklyn, Doyle races toward the stalled car where he believes the smuggler to be 
hiding. Chase sequence, more intricate and exciting than the one in "BULLITT", was precisely staged and required two weeks for filming. 
(CENTER) The moment of truth in which Egan draws a bead on his quarry. (RIGHT) Smuggler and henchmen gather in an abandoned warehouse to 
exchange money for heroin. Dramatic lighting originated from lamps placed outside windows covered with tracing paper. 

(LEFT) Long, low-ceilinged bar served as location for informer raid, one of the most dramatic sequences in the picture. Scheduled for two days of 
shooting, sequence required many set-ups and was most challenging, considering the size of the room and the number of people in it. (CENTER) Bar 
sequence was filmed mainly with available light (fluorescent units along the wall and overhead 100-watt bulbs), augmented by a strip of dimmed 
photofloods on the ceiling and a few Dinky-inky lights placed for kickers and to fill especially dark areas. 



SOUND SCOOPIC 200 
Canon USA, Inc. 
10 Nevada Drive 
Lake Success, New York 11040 

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 ... 

LIGHT WEIGHT. 12 lbs. 6oz. Including body with REFLEX VIEWING through a 135° rotating mirror 
shutter. No beam splitter. No loss of light at the film 
plane. 

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. 

ELECTRONICALLY GOVERNED MOTOR. 
Insures accurate sound speed. 

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

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. 

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. 

FASTEST HANDLING SINGLE SYSTEM 
SOUND CAMERA IN THE WORLD. 



Ask these successful producers and 
distributors why they use MGM Labs. 

ABC Pictures 
Associates and Aldrich Co. 
Columbia Pictures 
Crown International 
DeSort-Fisher Productions 
Dick Ross & Associates 
Fanfare Productions 
New World Productions 
Screen Gems 
and Metro-Goldwyn-Mayer 

Maybe they know something you don’t. 

When you’re ready to talk business, 
call Roger Mayer at (213) 836-3000. 
You’ll be in good company. 
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MOTION PICTURE “MAGIC” 
DEMONSTRATED IN BOSTON 

Top Special Effects expert, Linwood G. Dunn, ASC, 
takes to the road to share secrets of Hollywood 
know-how in the field of creating filmic legerdemain 

By STEPHEN A. KALLIS, JR. 

Boston has long been known as a 
center of culture, and occasionally as a 
good "location” for films such as 
WALK EAST ON BEACON STREET 
and THE THOMAS CROWN AFFAIR; 
but it is perhaps less well known that in 
Boston there is a great deal of interest in 
film from the standpoint of production. 
Thus, the news that Linwood G. Dunn, 
ASC, would be speaking on special 
effects cinematography in the greater 
Boston area sent a minor shock wave 
through the Boston film community. 

The occasion was the first joint 
meeting of the Boston chapter of the 
Information Film Producers of America 
(IFPA) with the local chapters of three 
technical societies, the Society of Mo¬ 
tion Picture and Television Engineers 
(SMPTE), the Society of Photographic 
Scientists and Engineers (SPSE) and the 
Society of Photo-Optical Instrumenta¬ 
tion Engineers (SPIE). In addition to 
these societies, invitations were extend¬ 
ed to members of the Society of Infor¬ 
mation Display (SID) and the faculty 
and students of cinema of five Boston 
colleges and universities. 

Because of the nature of the pro¬ 
gram, it was not held in the normal 
lecture hall. Instead, it was presented in 
a theater, the Studio Cinema, in Bel¬ 

mont, Massachusetts. The Dunn presen¬ 
tation involved examples from 35mm 
theatrical feature films, both flat and 
scope, and Boston fire laws are very 
strict on how and where 35mm projec¬ 
tors are set up. So, using a theater 
avoided problems (as a matter of fact, it 
turned out to be a good idea for other 
reasons, as will be discussed shortly). 

The meeting was set for December 1, 
at 8:30 PM. This was after consultation 
with all the involved societies, since we 
wished to make the lecture available to 
as many serious cinema students as 
possible by steering clear of the Christ¬ 
mas holidays while remaining in Decem¬ 
ber. So after the date was agreed upon, 
a feeling of mutual congratulation set¬ 
tled among all of those involved in the 
planning of the program—until the last 
portion of November. 

During most of November, the great¬ 
er Boston area was unnaturally warm, 
having extraordinary weather for post- 
Halloween New England. Then, about a 
week before the scheduled meeting, an 
Arctic cold front moved through the 
region dumping well over a foot of snow 
on the area (Thanksgiving was so bad 
that most families of my acquaintance 
cancelled plans to get together). Indeed, 
at the meeting, Linwood Dunn com¬ 

mented to me that just a week before he 
left for the meeting, he saw in a Los 
Angeles paper a picture of snow-bound 
Worcester, Massachusetts, which had 
nearly a record snowfall for the date. 
Hardly the sort of thing to put a speaker 
at ease—to say nothing of the program 
committee! 

Just to make matters more interest¬ 
ing, a form of flu was sweeping through 
the area, and more than one of the 
planning committee was laid up with a 
case of it. Certainly nothing to calm the 
program chairman. 

Although the meeting was set to start 
at 8:30, Dunn indicated that he would 
arrive before 8:00 to set things up with 
the projectionist. So several of us ar¬ 
rived at intervals before that, starting at 
about 7:30 to make sure things were set 
up properly before the arrival of our 
speaker. 

So 8:00 arrived, and no speaker. We 
had checked everything carefully; the 
plane was scheduled on time, and I had 
horrible thoughts of some other passen¬ 
ger aboard the nonstop flight having a 
sudden desire to visit Havana, but there 
was no notice of a skyjacking on the 
hourly newscast. The theater was filling 
up at a fairly rapid clip, and I was 
beginning to start thinking seriously 

(LEFT) In recent "Special Effects Cinematography" film-lecture at Hollywood's Academy Award Theatre, Linwood G. Dunn, ASC, describes the 
dramatic advantages of utilizing matte paintings where set construction would be prohibitively expensive, if not impossible. He points to original 
background painting used in "IT'S A MAD, MAD, MAD, MAD WORLD". Foreground action and other matted scenes were printed into the black 
areas. (RIGHT) After the show, Dunn explains to some of his audience how a pan-across was made of a composite matte painting scene by optically 
printing from a large film format to a smaller one, while adding motion. 



(LEFT) Audience at Boston's Studio Cinema Theatre included a complete "mix", ranging from beginning cinema students to veteran producers. 
Photograph taken during intermission indicates that most remained in their seats for informal discussion. (CENTER) The author introducing Dunn, 
just before he inadvertently walked off with the guest's lecture notes. (RIGHT) Dunn discusses specific effects with professional members of the 
audience who waited until after the general meeting to engage him in conversation about the more technical phases of his specialty. 

about checking to see whether there had 
been any accidents or traffic jams when 
Linwood Dunn arrived. 

He is a very friendly and gracious 
man, and once we had introduced our¬ 
selves, he explained the delay to me by 
saying, "It's a good thing you scheduled 
the meeting for 8:30 instead of 8:00. 
The plane came in early, but there was 
over an hour's delay in getting my 
luggage.” We discussed his program for a 
few minutes, and then he went off to 
confer with the projectionist. 

I was slated to introduce him to the 
guests assembled. This was because I 
had suggested a joint meeting of IFPA 
and SMPTE-SPSE-SPIE, because I was 
on the board of managers of both the 
IFPA and SMPTE chapters, and because 
I was the incoming chairman of the 
SMPTE chapter. But how do you intro¬ 
duce a man like Linwood Dunn? 

To those in the profession, the name 
"Linwood G. Dunn, ASC" would be 
enough—more than sufficient. But it 
was a mixed audience that I would be 
addressing, an audience not only of 
professionals, but also of students at all 
levels. To list the many achievements 
and honors of Linwood Dunn would 
have taken many minutes, and there is 
nothing more boring to an audience 
than listening to someone giving a 
lengthy background while waiting for 
the important event—the start by the 
featured speaker. 

So, I took a page with a few notes on 
it, went to the lectern, and gave a short 
but (I hope) adequate introduction to 
Linwood Dunn, mentioning his better 
than three-and-a-half decades of associa¬ 
tion with the motion picture industry, 
the fact that he had been honored 
internationally a number of times, in¬ 
cluding Academy Awards, and noted 
that he was president of Film Effects of 
Hollywood, Inc. Realizing how inade¬ 
quate any oral description of what we 
were about to see would be, I noted 
that Dunn's work would demonstrate 
the skill of the man more than any 
words I could say. 

Then he joined me on the stage, and 
after acknowledging my introduction. 

he was ready to begin. So I stepped 
down from the stage, taking in my haste 
not only my own introductory note but 
also all his lecture notes for the evening! 
Fortunately, I hadn't riffled them, so 
returning them was but the work of a 
moment. 

As I returned to my seat and sank 
back, I reflected that the start wasn't 
very auspicious and sent up a silent 
prayer that I hadn't jinxed the whole 
thing. Then the program got under way. 

I needn't have worried. The format 
of the program was rather trying for a 
projectionist (ours came through with 
flying colors), since it consisted of 
alternating periods of light and dark¬ 
ness. First, an effect would be shown, 
and sometimes several. Then the house 
lights would come up and the effects 
and their techniques would be discussed 

in detail. In minute detail, if the audi¬ 
ence was so inclined. 

During the course of the presenta¬ 
tion, it was evident that Dunn's intro¬ 
duction to effects was tutorial in the 
best form—imparting real information 
while maintaining genuine interest. It 
was also evolutionary, graduating from 
the simpler effects to the more com¬ 
plex. Starting with rear projection, it 
went into mattes, miniature photog¬ 
raphy, color separations, and blue 
screen process work. By building up a 
foundation of simpler techniques, Dunn 
led the students through a "crash 
course" to some of the most sophisticat¬ 
ed techniques employed today. And 
there was much interest. 

Dunn's audience was large. We kept 
no accurate head count as people came 
through the door (we only checked to 

CONTENT OF SPECIAL EFFECTS PRESENTATION BY LINWOOD G. DUNN, ASC 

SPECIAL EFFECTS CINEMATOGRAPHY is a presentation of special visual effect scenes 
taken from motion picture productions with which Linwood Dunn has been associated, spanning 
a period of more than 35 years. The films represent an accumulation of various "work prints" 
which serve the purpose of illustrating the various mechanisms, methods, and techniques used, as 
well as their particular applications. These special effects scenes were preserved as guides for their 
proper application "as important tools for overcoming economic infeasibility and/or physical 
impracticability in the creation, with skill and fidelity, of the illusion of reality and/or fantasy." 
(Quoted from Academy Award rules). Additional specially produced films have been included to 
further demonstrate certain other techniques. 

Mr. Dunn shows scenes from several early productions illustrating rear projections, matte 
paintings, traveling mattes, miniatures, optical printing and other visual effects. 

From "West Side Story" the application of still photographic techniques "derivations" which 
is a distortion of color and contrast values, and creative optical effects, are shown. 

Also— 
"It's a Mad, Mad, Mad, Mad World" 
Scenes from this production, shown in detailed form, illustrate the breakdown of certain 

effects, including a special demonstration film made from the extreme long shot of a tall plaza 
building. This required 21 separate exposures through the printer-camera to complete the 
compositing of seven scene elements. Certain matte painting and optical printing effects are 
shown, as well as an example of the salvaging on the optical printer of a ruined scene which 
would have been very costly to retake. 

"Hawaii" Storm Sequence 
The original photography of an 80-foot ship in front of a 100-foot blue screen is shown in 

edited workprint form before backgrounds were optically matted in. 
"Hawaii" Storm Sequence in Final Composite Form 
(Nominated for 1967 Special Visual Effects Academy Award) 
The sequence is then shown in its entirety, as in the theatre print, with foregrounds and 

backgrounds matted and combined in the optical printer. 
"A Place To Stand" 
This Expo '67 Ontario Pavilion 70mm film presentation received the 1968 Motion Picture 

Academy Award for Best Live Action Short Subject. The multi-panel optical printing technique 
used in this unique documentary shows 1% hours of film action in just 17% minutes of screen 
time. 

In addition, scenes are shown from several other films ("Darling LUi", "The Happening", "My 
Fair Lady", "The Great Race") illustrating abstract effects and miscellaneous camera and optical 
printing effects. 
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(EDITOR'S NOTE: Linwood G. Dunn started in motion pictures in 1923 as a cameraman, joined 
RKO in 1928 and during his 28 years of employment there was a Director of Photography and 
Head of the Photographic Effects Department at RKO Radio Pictures. 

During World War II Mr. Dunn designed, with his associate Cecil Love, the first special-effects 
printer to be commercially manufactured. This, the Acme-Dunn Optical Printer, was the subject 
of an Academy Award for technical excellence in 1944. 

In 1946 Mr. Dunn founded Film Effects of Hollywood, an independent special-effects 
laboratory, and in 1957, when RKO Studio production activities ceased, leased the Photographic 
Effects Department facilities and merged them with his company to provide special photographic 
effects services. 

Mr. Dunn is a Board member of the ASC and author of numerous engineering papers and 
technical articles. He is a Fellow of the SMPTE and a member of the Academy of Motion Picture 
Arts and Sciences. 

Feature pictures for which Mr. Dunn provided special photographic effects include WEST 
SIDE STORY; MY FAIR LADY; IT'S A MAD, MAD, MAD, MAD WORLD; THE GREAT 
RACE; HAWAII; THE BIBLE; THOROUGHL Y MODERN MILLIE; DARLING LILI; AIRPORT; 
SONG OF NORWA Y; and A PLACE TO STAND (Expo 67). His work has also been seen in the 
Astrorama and Washington State pavilions (Expo 70) and in Cousteau's PHENOMENA OF THE 
SEA.) 

make sure each was carrying his invita¬ 
tion), but after everybody was seated in 
the 800-seat theater, we were able to 
determine that we had approximately 
600 people present. A solid proportion 
of these were students in their late 
teens. 

Some of the effects he showed were 
from CITIZEN KANE, and prior to 
showing them, Dunn surveyed his audi¬ 
ence, which included so many youthful 
faces, and asked for all those who had 
seen CITIZEN KANE to please raise 
their hands. 

Film is studied seriously in Boston; 
nearly every hand in the theater went 
up. “Astonishing,'' I heard Dunn mut¬ 
ter. 

Dunn never forgot the students and 
frequently, through the course of his 
program, he would stop to observe 
which of the effects that he was show¬ 
ing could be done with equipment 
available to students. 

And the students were impressed. At * 
several points throughout his talk, 
where especially exciting visual effects 
were being screened, involuntary 
"ooohs" and "aaahs" could be heard, 
such as when a yellow-orange wave 
would suddenly “break” with a foam 
colored glowing purple. 

Because of the time factor, a “work¬ 
ing intermission” was called for. During 
that interval, those who wanted to take 
a break could do so, but those who 
preferred to stay and discuss techniques 
with Dunn were encouraged to remain. 
A sizable proportion of the audience did 
so. Indeed, the “intermission" was so 
interesting that although the arrange¬ 
ment had been set up to save time, the 
discussion dropped Dunn ten minutes 
behind his schedule before the "regular” 
program resumed. 

At the conclusion of the meeting, 
there was the inevitable crush of people, 
ranging from students to old friends 

Dunn accepts special merit award from Wilton R. Holm, Director of AMPTP Motion Picture and 
Television Research Center, in recognition of outstanding service to the industry. Dunn has given 
many lectures before groups of young film-makers in recent years and expects to do more in this 
field in the near future, including the furtherance of a unique special effects workshop. 

Linwood Dunn, ASC, explaining how a $7.00 
three-foot Eiffel Tower hobby kit was used to 
create a scene in miniature originally bud¬ 
geted at $35,000 for a major studio feature. 
Total cost: under $500. 

who wished to talk to the speaker 
individually. Interest on the part of 
some students was so evident that they 
were still discussing aspects of the tech¬ 
nology of special effects long after the 
lectern had been removed and the pub¬ 
lic address system disassembled 
(through a fluke, we had two public 
address systems; one courtesy of IFPA 
and one courtesy of SMPTE. We only 
used one—the first that arrived—but if 
your signals get crossed, it's better by 
far to have a surplus than a lack.) 

After the meeting, a small number of 
us had a late supper. Linwood Dunn was 
still on Pacific Time, so he had an 
advantage over us who were (theoreti¬ 
cally) three hours further along without 
sleep. During the meal, though, the 
anecdotes concerning the industry were 
so fascinating, we quite forgot that we 
were tired. 

Well, the officers of the various 
society chapters were happy with the 
meeting as well as being stimulated by 
it, but I wondered whether the bulk of 
the audience had been. 

Again, I shouldn't have worried. Dur¬ 
ing the next few days, the officers of 
the societies received quite a few com¬ 
munications, mostly by telephone, ex¬ 
pressing enthusiasm for the talk and its 
subject matter. And the comment that I 
think best answered my question came 
from one of these calls, made by a 
working documentary cameraman. An 
unsolicited comment. 

"The program was terrific. I can 
hardly wait to try out some of those 
effects for myself.” ■ 



Read al about its 

HOLLYWOOD—The big 
news is that the brand new 
Alan Gordon Enterprises 
Professional Motion Picture 
Equipment Catalog is hot off 
the presses and available 
free for the asking. 

The giant 112-page cata¬ 
log lists more than 3000 
items of interest to the pro¬ 
fessional filmmaker, from 
cameras to cranes, from 
Dynalens to degaussers. 
What’s more, the catalog 
contains 300 illustrations and 

all items are cross-listed in 
an easy-to-read index. 

If you’re in the business 
of making films, you should¬ 
n’t be without the new AGE 
Inc. catalog. Write for your 
free copy today or, if you’re 
in a hurry, call us at (213) 
985-5500 and ask for Cata¬ 
log Number 10. 

And, remember, always 
check with AGE Inc. first 
for all your motion picture 
equipment needs. Most pros 
do. 

SERVING THE WORID 

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

Sales: (213) 985-5500 • Rentals: (213) 466-3561 
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DYNAMICS OF FILM-MAKING 
Continued from Page 183 

ON VARIABLES OF SHOOTING AND 
CONSTANTS OF PROJECTION- 
VS/CP 

Before a semblance of the concrete 
visual reality can reach the viewer, it 
first must go through two machines: the 
camera and the projector. (It will be¬ 
come apparent that in the present con¬ 
text the intermediate "machine"—the 
lab, need not be considered.) And these 
two machines, although mechanically 
somewhat similar, lead, in fact, two 
entirely different ways of life. 

Let us first take the projector. Or, 
rather, the projection setup; that is, the 
projector - p lus-the-screen-setup. And 
here we have—an utterly rigid system. (I 
am, of course, talking about the stand¬ 
ard movie-house setup.) 

The projector is firmly fastened to its 
massive and immobile stand and is 
intended to remain stationary during its 
whole active life. The light rays it 
projects along a near-horizontal optical 
axis strike a rigidly fastened vertical 
screen. The film in the machine runs in 
one direction only at a constant rate of 
speed and the images are projected 
through a lens of fixed focal length. Let 
us call this situation constants of projec¬ 
tion or the projection situation. 

On the other hand, the camera is 
completely unrestricted in ways corres¬ 
ponding to those of projection. It is 
utterly free and, within practical limits, 
amenable to an infinity of variations 
with respect to position, direction, 
angle, mobility or locomotion, steadi¬ 
ness, rolling speed, and focal lengths of 
its lenses. Let us call these factors 
variables of shooting and each particular 
instance of shooting—the shooting situa¬ 
tion. 

A little thought will show that, in 
projection, there is bound to occur a 
measure of transformation or deforma¬ 
tion, desirable or undesirable, of the 

normal aspect of a recorded piece of 
visual reality whenever the two situa¬ 
tions differ in any of the factors listed 
above. The most obvious example is 
slow motion. Clearly, in this case at 
least, if projection were to reproduce 
the speed of the shooting situation there 
would be no transformation. This shows 
how valuable for expressive purposes 
the disagreement between the two situa¬ 
tions can be. But not all transformations 
are desirable. Take the case of getting a 
shot of an object coming down a 30- 
degree slope toward the camera located 
at the foot of the hill and with its line 
of sight tilted up 30 degrees. Naturally, 
in projection, the gradient of the slope 
would be reduced to zero and the object 
would seem to move on a horizontal 
plane. This often happens with shots of 
skiers, as it also happened at the end of 
SHOOT THE PIANO PLAYER, where 
the body of the slain woman seemed to 
glide on a horizontal snowy surface. The 
makers of such shots don't seem to 
notice this peculiar transformation, 
probably because, having been present 
at the event, they still have a fresh 
memory of having had to crane their 
necks to watch it and this seems to veil 
their objective perception of the result. 
I call this the "l-was-there-delusion." 
Another form of a wide-spread self- 
deception is the belief that no matter 
what you shoot with a movie camera 
you "capture" it. 

If in the case of screening of the 
shots just-described, the projector sud¬ 
denly tilted up 30 degrees and, simul¬ 
taneously, the screen leapt up toward 
the ceiling to intercept the images, then 
the slope of the hill would be restored 
for the viewers down in the orchestra 
seats. 

Another fundamental aspect of the 
VS/CP relativity, that is, of all movie¬ 

making, is that no matter in what 
direction, position, location, or type of 
locomotion you shoot your scenes, they 
all end up on that one selfsame, im¬ 
mobile, vertical and rectangular area 
called—the screen. Movie-makers of the 
world, there is your stage; you are 
chained to it, but you must create the 
illusion of perfect freedom moving in an 
unbounded world! 

ON THE STATIONARY CAMERA 
WITH OBJECTS IN MOTION 

In the early days most shots were 
taken with a stationary camera. There 
was and there still is, a kind of classical 
purity about such shots. As in normal 
perception of the visual reality, station¬ 
ary things remain stationary and moving 
objects move. Furthermore, the station¬ 
ary camera being in accord with the 
stationary projector (and the stationary 
viewer in the theater) motions as seen 
on the screen retain their essential char¬ 
acter. They do not get transformed or 
deformed in projection as often hap¬ 
pens with shots taken by a moving 
camera. 

There are, though, two possibilities 
of deformation of motions in depth- 
object motion toward or away from the 
camera—when taken with a wide angle 
(short focus) lens or with a long focus 
lens. Shot with a wide angle lens, the 

(ABOUT THE AUTHOR: Slavko Vorkapich was born in Jugoslavia, March 17, 1895. He was 
educated in Belgrade, Budapest, and Paris, where he studied painting. He emigrated to New York 
in 1920, where he worked as a commercial artist and portrait painter. Moving on to Hollywood, 
he made with Robert Florey and Gregg Toland the experimental film The Life and Death of a 
Hollywood Extra (1928), "produced" with miniatures on a kitchen table. From 1928 to 1934, 
he worked for RKO and Paramount as a creator of montage sequences, most notably the Furies 
sequence from Ben Hecht's and Charles MacArthur's Crime Without Passion (1934). In 1934, he 
moved to Metro-Goldwyn-Mayer where he created the revolution sequence in Viva Villa!, the 
plague sequence in Romeo and Juliet, the famine and exodus in The Good Earth, the reprise of 
Jeanette MacDonald's career as an opera singer in May time. Other films on which he worked at 
this period include Manhattan Melodrama, David Copperfield, The Firefly, The Broadway 
Melody of 1938, The Last Gangster, Test Pilot, Yellow Jack, Three Comrades, The Shopworn 
Angel, Marie Antoinette, Boys Town, Sweethearts, and A Tale of Two Cities. 

In 1938, Mr. Vorkapich lectured on montage theories in The Museum of Modern Art Film 
Library's course on the motion picture, given in collaboration with Columbia University. In 
1941, he directed short films dealing with the war as part of Pathe's "This Is America" series. 
From 1949 through 1951, he was Head of the Department of Cinema at the University of 
Southern California. In 1952-1956, he travelled and lectured extensively in Europe, where he also 
made a film in his native Jugoslavia. In 1956-60, he returned to Hollywood as editor of John 
Gunther's High Road. In 1965 he gave a series of ten lectures on The Visual Nature of the Film 
Medium at the Museum of Modern Art in New York. Similar lectures were given afterwards at 
Princeton University, at the Academy of Theatre Arts in Belgrade and, most recently, at the 
University of Southern California. A new series of lectures, to be held in Hollywood, will begin in 
April (See Page 195). 
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motion perspective will seem greatly 
extended in depth, the moving object 
appearing to cover greater length of 
space than in reality, while with a long 
focus lens the depth will appear com¬ 
pressed, thus reducing the progression 
or regression of the moving object. 
(However, the well-informed filmmaker, 
or filmgoer, would know that the lenses 
are not to blame for these perspective 
distortions: these are actually due to 
improper viewing distance.) 

Psychologists say that an object's 
motion to be perceived must take place 
in relation to other objects in the field, 
the observer being one of them. Since 
moving objects, shot with a stationary 
camera, move in relation to the edges of 
the screen, laterally, obliquely, or for¬ 
ward or back, that is, expanding or 
diminishing in relation to the edges, 
they do not need other objects in the 
field in order to be perceived as being in 
motion. In other words, the field or 
background may be completely homo¬ 
geneous, that is, uniform and smooth in 
texture, color, tonal or light value 
throughout. Such is not the case when 
the camera pans or travels with the 
moving object, keeping constant dis¬ 
tance from it and holding it steadily in 
the frame. The object's progression and 
its velocity are thus completely can¬ 
celled when shot by the moving camera 
against a homogeneous background. 
Many filmmakers don't seem to be 
aware of this, as we shall see in a later 
lecture. 

Another virtue of the stationary cam¬ 
era, useful in some cases, is that it is less 
obtrusive than a moving one. It can 
easily be imagined as an invisible pres¬ 
ence, sitting on its tripod in a conven¬ 
ient spot while "running” and candidly 
recording everything before it and with 
nobody behind it. 

MOTION AND MOTION PICTURES 

The primary drive and intention be¬ 
hind the invention of the motion pic¬ 
ture camera was to record, that is, to 
visually capture things in motion. Ini¬ 
tially, at least, the intention was not to 
take pictures of stationary objects or 
stationary scenes, nor to record the 
camera's own locomotions. Simply stat¬ 
ed, the motion picture camera was 
invented to take pictures of motions, to 
make motion pictures. 

It seems logical, then, to affirm as I, 
among others, affirm that the essential 
nature of the cinema is movement. 
When it comes to discussing the artistic 
aspect of motion pictures, I prefer to 
use the term cinema, since its meaning 
in Green,kinema, is motion. In the same 
sense I prefer the word movie to film. 

(A locksmith, seeing lots of film cans 
and other equipment in my workshop in 
New York, asked "What do you do?" 

"I am a filmmaker," I said. 
"Like Eastman Kodak?" he asked. 
"NO!" I said, "I am a movie-maker." 
"Oh, I see," he said.) 
The term film calls attention to its 

material substance; its original diction¬ 
ary definition is given as "a thin mem¬ 
brane," like the skin of a soap bubble. 

In my lectures, however, I use the 
expression "filmic values" to stand for 
good craftsmanship apart from any ar¬ 
tistic considerations. If a visual state¬ 
ment is presented clearly to our percep¬ 
tion, then it has filmic value. It's like 

the expression "good English" when 
used to appraise a clear verbal state¬ 
ment. Clarity of presentation is the 
standard for judging filmic values. Clari¬ 
ty and forcefulness of presentation 
often go well together. 

On the other hand, "cinematic val¬ 
ue," as I use the phrase in lectures, 
always signifies a kinetic visual change, 
that is, a form of movement or organiza¬ 
tion of movements, within the shot or 
from shot to shot, that affords esthetic- 
ally satisfying possibilities. 

It is easy to objectively demonstrate 
filmic values, but I can only draw your 
attention—at screening time—to values 
that, for me, are cinematic, and hope 

Frame blow-ups from the prologue montage for Ben 
Hecht and Charles MacArthur's "CRIME WITHOUT 
PASSION" (1934), created by Slavko Vorkapich. 
Later, Hecht wrote: "There was also a brooding fellow 
named Vorkapich on the film whom we hired through 
a misunderstanding. We thought he was a movie 
cutter. It developed he was a montage expert. Not 
wanting to waste Vorky's talent and paychecks, 
Charlie and I wrote a montage prologue for our movie. 
Vorky put together four handsome minutes of Furies 
flying through the canyons of New York." 
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that you will feel about them as I do. 

ON CANCELLED AND INDUCED 
MOTION 

I would like to tell you the story of 
one of my experiences that led me to 
the decision to re-examine the visual 
nature of the film medium in the light 
of modern psychology of perception, 
psychology of visual perception—and to 
re-examine in that light the visual lan¬ 
guage of some representative film¬ 
makers past and present. Here is the 
story: 

In the early days of my film career 
(about the time that sound came in) I 
was given the assignment to shoot a 
day-dream sequence for a film about a 
chorus-girl who was promised to be 
made a star on Broadway. 

The producer of the film wanted me 
to get a shot of the girl walking through 
a deserted street at night—her mind 
filled with visions of her name in bright 
lights all over Broadway. These were to 
be superimposed later, after we got her 
closeup, walking. Please remember: in 
what is to follow the main thing we 
want to discuss is not the trivial subject 
matter of the sequence, but simply the 
problem of HOW to get a CONVINCING 
SHOT of a person walking. 

In the middle of a deserted street, on 
the Paramount back lot, we laid out 
about 60 or 70 feet of wooden planks 
to serve as a track for the wheels of the 
dolly. To level off all the dips and rises 
in the track, while a fully-loaded dolly 
travels over it, takes plenty of time, and 
in our case it took plenty of overtime, 
as we shot our scene at night. 

As I needed dark areas around the 
girl's closeup over which to superimpose 
the bright marquees, I asked the camera¬ 
man to use very low-key lighting on the 
street itself. As for the light on her face, 
the cameraman insisted that her closeup 
must be beautifully lighted throughout 
the shot since she was already a star in 
real life. “That's the reason why the 
lights have to be carried along on the 
dolly,” he said. 

After a few run-throughs we shot the 
scene. The girl did beautifully; she 
walked briskly and her eyes were filled 
with starry dreams. I was very pleased; 
besides I enjoyed the dolly ride on that 
cool California night. 

The next day we ran the dailies. 
Well ... My dream-bubble burst, fell 
flat. There, on the screen, the pretty, 
"beautifully lighted” face just bobbed 
up and down in a chunk of black, 
empty space. Her expression seemed 
inspired all right, but her treading in one 
spot with a little swaying from side to 
side—looked silly. But I knew that she 
Continued on Page 220 

194 AMERICAN CINEMATOGRAPHER, FEBRUARY, 1972 



The American Society 
of Cinematographers and 
The Motion Picture Division of the 
UCLA Theatre Arts Department 
Proudly Announce co-sponsorship of 

The Visual Nature 
of the Film Medium 
Ten Lecture-Seminars by 
Slavko Vorkapich 

A professional discussion of the visual 
principles interacting within every type of 
shot and throughout any combination 
and sequence of shots. Illustrated with 
excerpts from outstanding films, classical 
and modern. 
The fees for the series of Ten lectures 
is $60., payable in advance. 

Saturdays at 10:30 AM starting April 1st 
For ten weeks 
Plaza Theatre 
1067 Glendon Avenue, Westwood Village 
(one bock south of Bullock’s) 

REGISTRATION FORM 

Detach and mail reservation to: 
VORKAPICH LECTURES 
c/o Encyclopaedia Britannica Films 
P.O. Box 286 
Hollywood, Calif. 90028 

Enclosed is my check payable to VORKAPICH LEC¬ 
TURES for   reservations at $60.00 each for 
the series. 
Name  

Address  

City State Zip  

Home phone Business phone  
Organization    
Business address    

City State Zip  

Introduction. 
Visual film "language" springs from the 
laws of visual perception ... Seeing vs. 
reading films... Definitions of terms filmic 
and cinematic as used by the lecturer... 
Two parallel paths of inquiry.. .Transfor¬ 
mations of the visual reality... Disparity 
between variables of shooting and constants 
of projection .. .Value of clarity: realiza¬ 
tion vs. mere intention... Cinematic 
values... Four basic categories of shots. 

Category I: 
Stationary Camera and 
Stationary Object. 
Most elementary level of movie making; 
its problems and its possibilities'... Life 
span of a static shot.. .Visual dynamics in 
a series of static shots... Seeing motion 
where there isn’t any: the phi phenomenon 
... Phi leap, phi beat, and phi trans¬ 
formation ... Traditional staging practices 
reexamined... Corresponding angles, 
reverse angles, over-the-shoulder shots... 
Proper placement vs. disorientation ... 
Functional distance... Cinematic possibil¬ 
ities of Category I... Cinematography 
vs. pictorial ism ... Elementary metric 
rhythms... Space play. 

"All the world’s a stage”.. .The shifting 
proscenium ... Uni-directed objects, the 
sagittal plane, and the critical crossing. 

The Law of Bipolar Organi¬ 
zation. The force of offscreen directed 
attention: looking, pointing, aiming, 
etc. demand paired subjects, determine 
subjective character, angle of view, 
and distance of the observed object... 
Impossible views... Seeing one’s self? 
... Abuses in stories with wild animals. 

The Law of “Good Continua¬ 
tion.” Direction and velocity of motions 
as factors of continuity... Transformation 
or exchange of identity — on the cut — 
due to movement... Lateral movement 
and "second take" effect... Movement in 
depth... Unintentional disorientation ... 
Fusion vs. confusion... Melies and 
magic possibilities. 

Category 11: 
Stationary Camera and Object 
in Motion. 
Real motions and homogenous back¬ 
ground ... Shapes of motions — virtual 
and actual traces... Movements within 
the prone pyramid of space encompassed 
by the lens... Filmic mind vs. pictorial 
mind ... Analysis and vividness of the 
dynamic event.. .Value of over-analysis in 
filmic training... Partial repetition or 
overlapping... Cinematic possibilities... 
Organization of movements within the 
shot and from shot to shot... Rhythmic 
accent within the shot and on the cut... 
Choreography of natural movements 
... Classical examples... Degrees of 
three-dimensionality... Rotation. 

Categories III and IV: 
Moving Camera and Stationary 
Object / Moving Camera and 
Object in Motion. Three Types 
of Pan. 
(1) Pan over stationary scene... Uniform 
motion of whole picture surface does not 
represent perceptual scanning... Absence 
of anchor-point for the eye... Pan (type 1) 
unfolds and reduces scene to flat 
photograph ... Perspective and secondary 
"motions"... An improvement: pan 

combined with zoom... (2) Pan over 
movement within scene adds life and 
depth to scene... (3) Pan pursues moving 
object... Inhomogeneous background 
necessary... Pseudo-rotation and 
three-dimensionality. 

Three Types of Dolly Shot. 
(1) Dolly across stationary scene... 
Perspective depth necessary... Diagonal 
vs. lateral and head-on dolly... Gibson’s 
continuous gradient of motion... Com¬ 
parison with pan ... (2) Dolly across 
objects in motion ... Perspective and tim¬ 
ing for rhythm ... (3) Dolly moves with 
the moving object... Close, structured, 
background necessary... Induced motion 
... Cancelled motion.. .Transferred 
motion... Dolly combined with pan, or 
crane with tilt, results in pseudo-rotation. 

All categories may blend one into 
another... Examples of cinematic chore¬ 
ography of natural movements combined 
with camera movements... Zooming, 
in combination with basic four, yields four 
more sub-categories. 

Hand-held camera considered with 
regard to natural perception of the stable 
visual world... Shots taken with hand¬ 
held camera imply the holder as witness 
to events ... Expressive possibilities ... 
Problem of the large projected image. 

Angles, Low and High, 
as Variables of Shooting. 
Transformed by constants of projection: 
horizontal throw upon a vertical screen ... 
Expectation as factor of transformation... 
Subjective view and plane of regard ... 
Angle relativity and inversion in double 
exposures and matte shots... Expressive 
possibilities. 

Wide Angle and Telephoto 
Shots Transformed by the 
Variable Viewing Distance and 
the Constant Projection Lens. 
So-called "perspective distortions" due to 
disparity between the visual angle from 
the station-point of shooting and the 
visual angle at the time of viewing... 
Terms defined... Perspective depth of any 
shot increases or decreases directly as 
the viewing distance increases or decreases 
... Effects demonstrated by changing the 
size of the screen image.. .The paradox 
of the zoom lens. 

Tricks as Tricks and as 
Legitimate Filmic Devices. 
Slow motion, fast motion, and reverse 
action as valid means for stylizing natural 
movements ... Dissolves and fluidity of 
mental images... Interpenetration and 
image-creating power of double 
exposures... montage sequences. 

The Problem of Cinema as 
an Autonomous Form of Art. 
After the completion of the study of 
objectively valid filmic principles, the 
lecturer will present a critique of the ' 
prevailing assumptions about film as art, 
and offer a theory based on two insuffi¬ 
ciently explored cinematic powers: the 
power to arouse organized kinesthetic 
responses and the power to transcend 
literal meanings of the shots, that is, to 
create poetic images. 

Nearly all of the discussed principles will 
be amply illustrated with excerpts from 
over fifty well-known classical and 
contemporary films and with experimental 
work done by students. 
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face in a horizontal, vertical or in-between position. Its single, powerful suction cup 
makes it a quick, strong and efficient means of mounting cameras and lights in an 
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COAL MINE FILMING 
Continued from Page 17 7 

scenes were lit on a high key, rather 
than for mood or dramatic effect. Spec¬ 
tra ''Professional'' exposure meters were 
used, and the average exposure for the 
majority of the scenes photographed 
was F/2.8. 

Many of the scenes involving differ¬ 
ent types of mining machinery were 
shot in "sync” sound. The main action, 
along with the distinct sounds of 
machines such as continuous miners, 
loaders, and shuttlecars, was recorded 
with a Nagra quarter-inch magnetic tape 
recorder. Some time was also spent 
recording "wild sound" of such activi¬ 
ties as drilling, bolting, blasting, and 
other related mining operations. 

At the end of a day's shooting, 
cameras and film were brought to the 
surface. The film was packaged for 
shipment to the laboratory, and the 
cameras were cleaned and serviced. Any 
production problems that had arisen 
during the day were ironed out, and all 
necessary preparations for the next 
day's shooting were cleared away. The 
workprint returned from the lab was 
screened once or twice a week. The 
work schedule was rather rigorous, and 
late-evening dinners and early-to-bed re¬ 
tiring were the rule for most of the 
crew. Finally, six weeks and some 
14,000 feet of film later, the under¬ 
ground shooting was completed. The 
filming task had presented many chal¬ 
lenges, both technical and aesthetic, and 
the Bureau of Mines Motion Picture 
Branch had met them "face to face" 
(literally and figuratively). There were 
no paid actors in these scenes, but the 
action and continuity were outstanding, 
and the photographic results were 
superb. 

As in most complex undertakings, 
the goal of this filming venture was 
reached through close teamwork. Much 
of this success was due to the immeas¬ 
urable assistance, participation, and co¬ 
operation of the mining companies from 
the highest ranking official topside to 
the lowest-paid entry worker under¬ 
ground. Acknowledgment must also be 
made to the many other concerned 
individuals—local. State, and Federal — 
who, recognizing the importance of coal 
to our national welfare and the need of 
greater safety for the men who mine it, 
contributed much time and effort to the 
project. 

Coal mining is truly one of America's 
greatest industries, and it offers one of 
the greatest photographic challenges to 

the professional industrial cinematog¬ 
rapher today: To "tell it like it is''— 
creatively! ■ 
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We’ve listed just a sampling of the important new features of the 
Sonorex 16/16 Interlock Sound Projector. They are representative 
of dozens of improvements and new facilities that make 16/16 
sound projection better than ever. 

Use it for: Single and/or double system sound projection; optical 
playback; magnetic record and playback; mix, transfer and re¬ 
record — Sonorex is the one that does it all — and does it all 
better. Sold and serviced by the company that pioneered portable 
16/16 interlock sound projectors in the USA. At authorized dealers. 
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□ Release-Latch adjusts sync 
between picture and track with¬ 
out unthreading film. 
□ Built-in Synchronous Motor 
Drive for pilotone transfers and 
precise sound speed. 

□ Elapsed-Time Meter for mon¬ 
itoring lamp life, head wear and 
machine maintenance. 
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spot versatility. 
□ Separate playback heads for 
monitoring directly off the track. 
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10661 BURBANK BLVD. NORTH HOLLYWOOD. CALIFORNIA 91601 

Whether you're shooting elephants or the Cat¬ 
aracts of the Nile River, the World Olympics or 

30' killer surf, your choice should be 
Century. You, as a professional film 
maker, need the very best in camera op¬ 
tics. Century manufactures the world's 

finest tele-lenses. Shown here are some of 
our Tele-Athenars ranging from 150mm f:2.2 
to 1200mm f:6.8. They cost no more than 
most converted or other substandard lenses, 

yet the image quality has never been equalled. 
We are the world's only manu¬ 
facturer that specializes in mot¬ 
ion picture tele-lenses. Such spec¬ 
ialization has enabled us over the 

past 24 years to devote the kind 
of research and skill essential to produce a product of 
excellence. All the necessary qualities are there; high 

resolution , full apochromatic color correction , precision light 
weight focusing mount Ask any professional who uses them: Walt 
Disney Productions, 20th. Century Fox, & Warner Brothers all 
know about quality at Century. Need we say more? 

Choose your Weapon. 



CAMERA CREWS/PRODUCTION ASSISTANCE ANYWHERE IN THE WORLD 

jJrnageJ_Je-szices^Jn.corporateca. 

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

* 
rJa/£j * yftvwy //^/Y^YY/^ 
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Meet the lab 
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Photo Processors Inc., was established on the 
simple philosophy that a service-type industry, 
wherever located, can attract a national and 
even international clientele if it furnishs pro¬ 
fessional excellence in its product in a fraction 
of the usual in-shop production time (at no 
extra charge). We are gratified with the 
results achieved in so short a time. 
Motion Pictures Services. Our modern Treise 
Engineering custom equipped laboratory offers 
black and white reversal processing (16 mm 
and super 8 mm), black and white negative 
processing, ME-4 color processing (16 mm and 

super 8 mm) with application of optical sound 
track simultaneously. Also, Ektachrome com¬ 
mercial processing through a separate processor 
for the optimum color original. Automated, 
tape-controlled, color corrected prints are made 
on the Bell & Howell model "C" color printer, 
“The Standard of the Industry." Also, we offer 
black and white prints on Bell & Howell equip¬ 
ment. 
In order to offer complete services to our 
clients. Photo Processors has installed the 
finest sound department possible along with 
a complete custom still laboratory. 

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 

KODAK VIDEOPLAYER 
Continued from Page 171 

readily to modification for use in coun¬ 
tries utilizing other electrical (50-cycle) 
and television scanning systems. 

The unit's continuous film transport 
system permits the acceptance of thin¬ 
ner base film for longer programs, im¬ 
poses less wear on the mechanism, 
allows minimal wear to the film, and is 
very quiet. Controls on the feasibility 
model of the videoplayer permit for¬ 
ward projection, stop-motion, instant 
review, and automatic rewind of the 
film into the cartridge at the end of the 
film. The unit accepts Kodak projection 
cartridges—which can be used inter¬ 
changeably on other silent and sound 
motion-picture projectors—in 50, 100, 
220, and 440-foot sizes. 

Kodak officials emphasized that the 
videoplayer demonstrated at the con¬ 
vention was merely a feasibility model- 
built to study the concept of a cart- 
ridged, Super-8 television playback de¬ 
vice—and that no commitment to manu¬ 
facture or market such a unit has been 
made by Kodak. 

The feasibility model of Kodak's new 
videoplayer was unveiled to the general 
public for the first time during the 
November meeting df the Western 
States Advertising Agencies Association. 

The product demonstration was pre¬ 
sented by Marvin P. Hodges, Divisional 
Director of Sales Development, Motion 
Picture and Education Markets, East¬ 
man Kodak Company and members of 
his staff. An introduction and overview 
were presented by a leading authority in 
the field of photographic science, Dr. 
Richard J. Goldberg, Chairman of the 
Board of Dymat International Corpora¬ 
tion, the parent company of Hollywood 
Valley Film Lab. 

Said Dr. Goldberg: ''We are going to 
see the introduction of a new communi¬ 
cations tool. An innovation that will 
have an impact on the advertising, enter¬ 
tainment, education and training indus¬ 
tries, and all aspects of audiovisual 
communications. Countless billions of 
dollars are spent throughout the world 
each year in these areas. It is estimated 
that there are 100 million television 
receivers in the U.S. and Canada and 
172 million in the rest of the world. 
This new communications innovation— 
which you will see tonight—will provide 
the means for showing any Super-8 film 
through any of these 272 million tele¬ 
vision receivers. 

"Super-8 film is standard wherever in 
the world it is made and wherever in the 
world it is processed. Therefore, the 
producer or owner of a Super-8 film will 
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have the capability of communicating 
with a selected group out of the vast 
numbers watching television. Never be¬ 
fore has the opportunity been provided 
to do this with such ease. The television 
receiver is now a way of life and is 
ever-present in the room awaiting only 
the turn of a knob for viewer reception. 
Film is the only medium which can be 
used with such flexibility. It is the only 
medium that can be shown optically 
and electronically. All the developments 
of photography in the last 100 years are 
available in this ribbon of Super-8 film. 
It has the highest quality of any medi¬ 
um. It has a low viable cost. It has 
service available anywhere in the world. 
With the videoplayer principle of East¬ 
man Kodak the Super-8 film can be 
viewed on a television receiver in any 
country no matter what the television 
standards of that country. Only film has 
the capability of high-speed duplication 
on common laboratory equipment in 
existence everywhere. The ease with 
which film can be used is self-evident. 

"Industry and government will prob¬ 
ably be the first to use this new com¬ 
munications technology—and evolution¬ 
ary development techniques will soon 
make the videoplayer a household item, 
available to everyone—and as common 
as the television set. 

"The film cartridge, with its high 
quality of sound and color picture 
reproduction, and equipment such as 
Kodak's Videoplayer, connected to a 
standard television receiver, has enor¬ 
mous market potentials—industrial com¬ 
munications applications certainly in¬ 
clude training and employee orientation 
programs, sales films, public relations 
messages, and filmed house organs. 

"Magazines—in color and action with 
sound—will certainly be a major future 
use. Educational and instructional—both 
in the classroom and for individual 
utilization—are important applications. 
The same goes for religious and spiritual 
message films. And home entertain¬ 
ment, in the form of rented or pur¬ 
chased libraries of great motion pic¬ 
tures, travel documentaries, and ency- 
clopedias-in-action are surely down the 
road." 

According to Dr. Goldberg, "A com¬ 
patible film/television system has many 
advantages over an all electronic system, 
including the existence of vast libraries 
of filmed material currently available, 
the ease and low cost of Super-8 print 
duplication in small or large quantities, 
and the multiplicity of film processing 
labs throughout the world. Kodak's 
recent breakthrough in available-light 
Super-8 film and cameras may be added 
to the positive points of the Super-8 
film format." ■ 
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BOX 926, Dept. C, HALF MOON BAY, CALIF. 94019 

MICHIGAN 
STATE 
UNIVERSITY 
MAY 9th-14th 
Entry deadline: April 21st 

NATIONAL—INTERNATIONAL ENTRIES / ALL CATEGORIES / PRIZES—AWARDS 

MIDWEST 
FILM FESTIVAL 

JUDGES: 
ROD SERLING—writer, director 

HOLLIS ALPERT—film critic, 
contributing editor—Sat. Review 

ARTHUR KNIGHT—film critic— 
Sat. Review, Prof, cinema USC 

EDGAR DANIELS—English Dept. 
Bowling Green State University 
reviewer—Filmmakers Newsletter 

DISTRIBUTORS: 
UNIVERSAL PICTURES 
—16mm Div. 

FILMS, INCORPORATED 

SWANK MOTION PIC¬ 
TURES, INCORPORATED 
UNITED ARTISTS (tentative) 

OTHER DISTRIBUTORS TO 
BE ANNOUNCED 

INFORMATION: 
For Entry Forms Contact: 

J. EPPS, JR./J. JACKSON 

MIDWEST FILM FESTIVAL 

UNION BUILDING 

MICHIGAN STATE UNIV. 

E. LANSING, MICH. 48823 

PHONE: (517) 355-3355 
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SERVICE 
RENTALS 

SALES 

IN FLORIDA 24 hr. Service 

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

NEW LOCA T/ON NEW PERSONNEL NEW EQUIPMENT 

"IN OUR RENTAL DEPARTMENT" 

TYLER CAMERA SYSTEMS • BNC REFLEX • MITCHEL R-35 HIGHSPEED • 35 + 
16 MM ARRIFLEX EQUIPEMENT BLIMPED AND CRYSTAL CONTROLLED • 
ECLAIR NPR • BEAULIEU 16 + SUPER 8 POWER ZOOM • AURICON NEWS & 
STUDIO CAMERAS • BOLEX REX • BELL & HOWELL DR • UNDERWATER 
EQUIPMENT. 

WE START WITH FISHEYE LENSES AND STOP AT 2,000 MM. 
2500 SQ. FT. OF LIGHTING & GRIP EQUIPMENT • 2 LOCATION VANS 
Our Technicians in the Camera Repair Department would tike to service your 

Cameras, Lenses and Editing Equipment. 

CALL CINE TECH INC. (305) 754-2611 or TYLER CAMERA SYSTEMS (305) 757-5988 

DEALERS OF MOST PROFESSIONAL MOTION PICTURE EQUIPMENT 

No. T371 

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 

LOW CONTRAST 
FILTERS 

PHOTAR FILTER 
GLASS 

CATALOG 

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. 

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. 

Designed for the cinematogra¬ 
pher seeking to effectively desat- 
urate and mute on-screen colors 
by pre-selected degrees: to soften 
shadows and to blend make-up in 
portraits, without altering lighting: 
indoors or out. TIFFEN LOW CON¬ 
TRAST FILTERS range in effec¬ 
tive degrees from minimal to 
maximum in filters #1—#5. They 
are used at any lens opening: 
their effectiveness does not 
change with speed or lens open¬ 
ing. Retain resolution in filters 
#1, 2, 3; hold good resolution 
while achieving a marked in¬ 
crease in softness and a slight 
degree of diffusion in filters #4, 5. 
For further special effects, they 
may be used in combination with 
color filters for mood or unique 
soft-light scenes. Available in all 
standard filter sizes. 

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

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

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

Selected by NASA for Apollo flights and earth resources programs 
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CINEMA WORKSHOP 
Continued from Page 136 

ably the biggest breakthrough has been 
the r-f condenser mikes (Sennheiser 
415, 815). These microphones employ 
an extreme high-frequency signal on the 
membranes. The sound pressures will 
then modulate this high-frequency (r-f) 
signal and the audio signal ultimately 
results from demodulating this r-f signal. 

This may appear to be a roundabout 
method, but the results are quite im¬ 
pressive. For openers, the r-f condenser 
mike is very rugged and is less sensitive 
to physical shock, humidity and temper¬ 
ature when compared to conventional 
condenser microphones. Most astonish¬ 
ing is the extremely low noise level of 
the r-f condenser mike, which approach¬ 
es the theoretical noise limit. (The mike 
can actually register the movement of 
free air molecules when compared to a 
vacuum.) The audio output of the r-f 
condenser is very high and thus high 
gain in the pre-amp stage is unnecessary, 
thus further enhancing its low noise 
characteristics. Because of the inherent 
superior characteristics of the condenser 
mike, and in light of the recent techni¬ 
cal advancements, the r-f condenser 
mike is fast becoming the most popular 
device for those demanding the ultimate 
in recording quality. 

On the negative side, the r-f con¬ 
denser is usually very expensive. It also 
requires an external power supply. How¬ 
ever, on the latest models this merely 
consists of a tiny battery that attaches 
to the mike itself. Most basically, a 
dynamic mike is usually available that 
will be more than adequate for the 
particular situation. In other words, in 
many cases, the quality of an r-f con¬ 
denser mike will grossly outclass the 
other components in the recording 
chain and, thus, nothing is actually 
gained above that which a good dynam¬ 
ic mike would have provided. (Keep in 
mind that a 16mm optical track has a 
response of approximately 70-6000 Hz 
and typical S/N of 40-45 db. Not 
exactly what would be considered the 
ultimate in high fidelity.) In general, the 
quality of the microphone should be 
equal to, but not necessarily superior to, 
the other components in the sound 
chain including the final product. 

The two types of microphones, dy¬ 
namic and condenser refer to their 
construction principles. These micro¬ 
phones are further classified as to their 
directivity, such as: omni-directional, 
cardioid, shotgun, etc. Other terms used 
to describe microphones include sen¬ 
sitivity, impedance and frequency 
response. These topics will be explored 
in the next Cinema Workshop. ■ 

Camera Mart 
If you're thinking Arriflex 

think Camera Mart. 

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

ARRIFLEX 16 BL 
Rugged, reliable, versatile, self-blimped 
sound camera. The professionals camera 
for quality location sync sound filming. 
Compact, lightweight. Tachometer, 
frame/footage counter. Simplified film 
path, gear-driven sprocketed magazine 
system. Camera built around famed 
mirror-shutter reflex system and reg¬ 
istration pin movement. Also available 
with single system magnetic sound. 

ARRIFLEX 35mm CAMERA 
Model 11-C incorporates the latest 

improvements in 35mm reflex cameras. 
Quick change magazines, mirror 
reflex shutter. Also available with 

variable shutter, built-in electric slate 
and sync generator 

ARRIFLEX 16mm STANDARD 
Model S Camera. Use with 100' spools or 
400' magazines. Simplified film path lets 
you change magazines in seconds. Rock¬ 
steady registration pin movement. Mirror- 
shutter reflex system, also available with 
built-in slate and sync generator. 

Arriflex and Siemens equipment available for rental, sales, 
and long leasing. 

Write for descriptive literature. 

S0N0REX INTERLOCK 
PROJECTOR 

The Sonorex is a single system 
optical/magnetic sound projector — 
with a built-in 16mm interlock mag¬ 
netic deck, that is ideal for double 
system sync previews, original re¬ 
cordings, sound transfers, and many 
other practical and creative sound 
film jobs. Sonorex is outstanding for 
its mechanical, optical and audio 
quality, and is the answer to a wide 
variety of daily production problems. 

AMERICAN CINEMATOGRAPHER, FEBRUARY, 1972 201 



CRYSTAL! 
CONTROLLED 

CAMERAS/RECORDERS 

]rn.ageJ^^e-srices]n.corporateca. 

(^.jz/z’z'zr z/z/^zz Sr ^^r/zr-zzzz- /(F Z/Fzzz/h ^5pzzzpzzzrzz/ 

811 Northwest 111th Street • Miami, Florida 33138 USA • (3051 754-4141 

y/zzz/zzz^ ' ‘ jz’mrz’ //''T'Z&zzz/z 

ALL DAY 
Developing 
Ektachrome 
7252*7241-2 

and 

Printing 
Ektachrome 

silent & 
sound 

PLUS 

16m m*8mm/super 8mm 
Internegatives 

CRIs* MASTERS 
release prints 
at 

be bell 
MOTION PICTURE LAO DIVISION 

416 West 45 St. 
New York 10036 

(212)245-8900 
WRITE, PHONE FOR PRICE LIST. 

THE BOOKSHELF 
By GEORGE L. GEORGE 

Leonard Maltin's BEHIND THE 
CAMERA, a well-written NAL paper¬ 
back, consists of interviews with 5 
outstanding ASC directors of photog¬ 
raphy: the late Arthur C. Miller, Lucien 
Ballard, Conrad Hall, Hal Mohr and Hal 
Rosson. While not a technical study, the 
book is highly knowledgeable, intelli¬ 
gent and perceptive. Maltin has the 
reporter's flair for inducing a responsive 
attitude and the answers he elicits reveal 
these professionals' individuality, their 
experimental urge and their personal 
approach to the creative side of film. 
Each man's credits, selected stills and a 
lively introduction complete this enjoy¬ 
able volume. 

* * * 

As a study of production techniques, 
A PRIMER OF FILM-MAKING by Ken¬ 
neth H. Roberts and Win Sharpies, Jr. is 
currently the best text available. Written 
by active filmmakers who also teach, it 
covers every aspect of 35/16mm prod¬ 
uction. Equipment and its use, practices 
and procedures, the artistic potential, all 
are systematically surveyed, with bud¬ 
geting forms, standards nomenclature 
and illustrations rounding out a thor¬ 
oughgoing guide. 

* * * 

The pre-eminence of the docu¬ 
mentary as a medium for artistic and 
social comment is demonstrated by 
Lewis Jacobs, filmmaker and scholar of 
international standing, in THE DOCU¬ 
MENTARY TRADITION (Hopkinson & 
Blake). The nearly 100 historic texts he 
has assembled cover 50 years of growth, 
from Robert Flaherty's Nanook (1922) 
to last year's Fidel by Saul Landau. 
Among the experts represented, such 
cameramen as Boris Kaufman, ASC, 
Richard Leacock, Paul Strand and 
Jacobs himself contribute significantly 
to a richly informative book. 

* * * 

In taped interviews, G. Roy Levin 
has recorded for DOCUMENTARY EX¬ 
PLORATIONS (Doubleday) the work 
experience of 15 notable filmmakers 
such as Willard Van Dyke, Frederick 
Wiseman, the Maysles brothers, Arthur 
Barron, Richard Leacock and eight 
well-known Europeans, with one re¬ 
grettable omission, Joris Ivens. The 
book ranges effectively and widely 
through the world of the factual film. 

* * * 

John Bainbridge's GARBO (Holt 
Rinehart Winston) is the definitive biog¬ 
raphy of the superstar. Written with 
perceptive devotion, the book delves 
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into Garbo's complex personality, her 
behavior with friends and co-workers, 
notably the late William Daniels, ASC, 
who photographed 19 of her 24 Holly¬ 
wood pictures. The book is most taste¬ 
fully produced and illustrated. 

* * * 

Director-writer Garson Kanin's can¬ 
did but tactful memoir, TRACY AND 
HEPBURN (Viking), chats amusingly 
about aspects of their lives at home and 
abroad, and their preferences in friends, 
foods and photography. Frankly, it is 
the author's literary style and the 
couple's personal attractiveness that 
really make the book. 

* * * 

From studio heads William Fox 
through Darryl F. Zanuck, an un¬ 
matched array of feminine pulchritude 
graced their stages. James Robert 
Parish's THE FOX GIRLS (Arlington) 
celebrates in text and pictures the 16 
brightest beauties of all, from Theda 
Bara to Raquel Welch, not forgetting 
Linda Darnell, Alice Faye, Betty Grable, 
Gene Tierney and Loretta Young. This 
is, in effect, a tribute to the camera¬ 
man's art, since it is his talent, more 
than the writer's or the director's, that 
contributed most decisively to the 
"goddesshood" of these hard-working, 
dues-paying SAG members. 

* * * 

In two valuable spin-offs derived 
from the encyclopedic seven-volume set 
of The New York Times Film Reviews, 
a hefty one-tome selection, THE NEW 
YORK TIMES FILM REVIEWS 
1913-1970 (Arno Press—Quadrangle) 
carries 400 critical appraisals of sig¬ 
nificant movies. Film historian George 
Amberg has contributed perceptive 
comments to this handy and substantial 
reference work. 

* * * 

Full data on 500 award-winning films 
since 1924 pack the 1243 pages of the 
impressive THE NEW YORK TIMES 
DIRECTORY OF THE FILM (Arno 
Press—Random House). It includes the 
original NYT reviews, a complete 
awards list, a full talent index and 
nearly 2,000 performers' photographs. 
Arthur Knight's discerning preface un¬ 
derlines the book's usefulness and fas¬ 
cination. 

* * * 

From Barnes, two invaluable annuals, 
Peter Cowie's INTERNATIONAL FILM 
GUIDE 1972, and F. Maurice Speed's 
FILM REVIEW 1971-1972. The former 
surveys extensively production in 43 
countries with a wealth of factual data 
and informed comments, while the lat¬ 
ter stresses the pictorial aspect of the 
year's releases and evaluates worldwide 
movie trends. ■ 

CANADA? 
TORONTO OR VANCOUVER 

Lighting and Grip Equipment from 
Canada’s Largest Rental House 

• 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 

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

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

AMERICAN CINEMATOGRAPHER, FEBRUARY, 1972 203 



NEW ECLAIR ACL- 16mm Camera 

Eclair NPR-16 
5 second magazine change/Blimp-free 
silent running/24 fps Crystal-Sync 
motor/Automatic clapper system/ 

Built in sync-pulse generator/ 
Registration-pin movement/Rotating 

finder and eyepiece/Extra viewing 
area in finder/Spool or core loads 
to 400 ft./Adaptable component 
parts / Comfortable shoulder-resting/ 
Low and unobstrusive profile/Two 
Lens Turret. 

Half the size and half the weight/Weighs 8V2 lbs./Less 
than a foot long/Completely silent/Hand-held/Clip-on 
magazine changes in less than five seconds/Crystal-control 
motor/Sync sound with no connection whatever between 
camera and tape recorder/Universal lens mount/Bright, 
precise reflex viewing/Viewfinder rotates 360°. 

Eclair cameras are available for rental,[sales and long term leasing. 
Write for descriptive literature. 

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

RENTALS O SALES o SERVICE 

ON LOCATION 
Continued from Page 157 

feature production. What they may lack 
in this area of experience is more than 
made up for by their enthusiasm, dedi¬ 
cation and thorough professionalism. 
It's a pleasure to watch people work 
who are so in love with what they're 
doing. 

Later, at the oval track just outside 
of town, it appears that the entire local 
population has gathered to watch the 
running of the Hutchinson Grand Prix 
snowmobile classic. 

The filming of the event has been 
very carefully organized, with what 
amounts to five units shooting concur¬ 
rently to capture every aspect of the 
race. The first unit consists of Ron 
Eveslage (with crystal-control Eclair 
NPR) and Jim Mansen running the 
Nagra. The second unit pairs cameraman 
Skip Nelson and his Eclair with Lyle 
McIntyre running the back-up Nagra. 
They are tied together umbilically be¬ 
cause they are not equipped with crys¬ 
tal-sync. Jan d'Alquen is perched on top 
of a shed adjacent to the home stretch 
with his 16mm Arriflex. Terry Morri¬ 
son, with Eclair, is positioned on a low 
platform at one of the turns where 
exciting spin-outs and pile-ups are likely 
to occur. The "fifth unit" consists, 
actually, of the Photosonics and Bell & 
Howell cameras which Bill Maley has 
ingeniously mounted onto one of the 
snowmobiles. Also available is an Eclair 
ACL with a 5.7mm lens, which has been 
brought along in case the director gets 
so carried away that he feels the need to 
grab a camera and squirt off some 
footage. 

Soon the snowmobiles are off and 
running, with Ron Eveslage right in the 
big middle of the track action as the 
growling machines roar past him. 

While all of this is going on, the 
second unit (Nelson and McIntyre) is 
grabbing "atmosphere" footage—crowd 
reaction shots, local color, people com¬ 
ing to the race, drivers unloading snow¬ 
mobiles from trucks and getting them 
ready—all the little bits and pieces that 
will add dimension to the final cut of 
the sequence. 

The single race that is staged for the 
cameras is one in which a ski comes off 
of one of the snowmobiles, while the 
driver fights to control the skidding 
machine. Doubling for the actor is a 
champion racer named Lofton, a fresh- 
faced Pat Boone type who looks more 
like a choirboy than the screaming 
demon he turns into on an icy track. 

The intricate sequence, complete 
with lip-sync dialogue fore and aft, 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 

filmed without a hitch and with a 
minimum of interruption to the sched¬ 
uled races that remain. A crew of real 
pros in action! 

Afterwards, back at the Hutch, there 
is a far-into-the-night post mortem of 
the day's shooting, plus frank and funny 
comments on the project in general. 
Following are some of the ideas ex¬ 
pressed by key crew members during 
that spirited bull session: 

RICHARD A. DIERCKS, Producer 

"STORM” is the first feature to be made 

by Dandelion Productions. We've taken a lot 

of advice and listened to a lot of people who 

kept telling us that the most critical thing in 

feature production is pre-planning. That 

turned out to be very good advice, and we 

feel that the planning for this film has been 

very carefully done. 

Quite honestly, in the beginning, we want¬ 

ed to shoot the picture in 35mm, but for a 
number of reasons (some of which were 

budgetary), we decided to shoot mainly in 

16mm for blow-up, with some special se¬ 

quences in 35mm—and / believe we've made 

that 16mm/35mm combination work for us. 

To my knowledge, we haven't lost a day's 

shooting because something that was sup¬ 

posed to be there wasn't there. We've had 
some dose calls and the usual number of 

foul-ups, but the picture is right on schedule. 
At this point, we are $15,000 under budget, 

which is an amazing feat for a first film 

costing less than $250,000, and requiring so 

many locations. 

Part of our planning dictated that for 

every interior location we would have a 

nearby exterior location, so that if the 

weather was right we could stop everything 

on the interiors and go out to shoot exteriors 

—and vice versa. In this way, we have been 

able to move back and forth very successfully. 

We are a Minnesota company and we 

believe very strongly in the talents of the 

people here in the midwest who don't often 

get the opportunity to do anything like this. 

We've got excellent talent here—not quantity, 

perhaps—but quality. On the other hand, we 

don't want to get into reverse bigotry and say 

that everything in Hollywood and New York 
is bad and we can do it all ourselves. That 

simply is not true. You can't beat Hollywood 

and New York technicians. They are com¬ 
pletely professional, and we didn't want to 

limit ourselves by saying that we're only going 

to use people from here. We wanted to pick 

the best people we could find who were 

available to us, no matter where they came 

from. If they came from Minneapolis, that 

was super—but if they came from Hollywood 

or San Francisco, that was super, too. 

Maury Hurley, the director, held auditions 

for cast and crew in Minneapolis, New York 

and Hollywood, and the team was assembled 

from wherever he could find the right people. 

What we were looking for was people who 

had the same feel for film that we had, who 

had been in the business long enough to be 

thoroughly professional—but no "stars" and 

no big names. Bob Westmoreland, the makeup 
expert from Hollywood, is probably the most 

experienced man on the crew. Ron Eves!age 

has been a Director of Photography for about 

10 years. He now lives in San Francisco, but 
came originally from Minneapolis. We knew 
him personally and knew that we could work 
with him. Ron suggested the rest of the crew: 

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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CHANNEL 8 COLOR LAB 
FOR BEST TELEVISION TRANSMISSION 

7389 
TAMPA! 

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 2 29-7781 

Bill Matey, the gaffer; Jim Mansen, the sound¬ 
man; and Jan d'Alquen, the assistant camera¬ 
man. 

We tried to be very flexible going into this, 
realizing that we knew nothing about feature 
production and did not have all the answers. 
Everyone on the project has contributed in 
every possible way. There isn't a person on 
the film who hasn't done everything from the 
fun jobs to the rotten jobs. It really has been 
a team—actually, a kind of family. We've had 
a few family squabbles now and then, but 
nothing serious. 

Our plan is to produce more features, to 
stay in the feature film business. One of the 
purposes of this project was to find out if we 
really could produce a feature and do it 
professionally. 

If ''STORM'' is successful, we plan to take 
whatever funds may accrue and re-invest them 
in additional films. 

LYLE MclNTYRE, Unit Manager 

"STORM” is an attempt by a group of 
people with very little experience in feature 
films, but a lot of general experience in 
motion pictures, to successfully make a low- 
budget feature in Minnesota. Now that we're 
almost finished with the shooting, / feel that 
we have done it successfully. 

There have been hang-ups, of course, and 
picayune problems—but nobody ever really 
thought that this wouldn't happen. We were 
very, very green in this field and we couldn't 
possibly anticipate some of the problems 
we've encountered, but / think we've really 
done a pretty good job of making things 
happen. 

In this situation, we were totally unpre- 

\ 
WE’RE A MOTION PICTURE 
LABORATORY WITH NOTHING TO SELL 
EXCEPT- 

• The ultimate in color quality. 
• The newest concept in laboratory/producer communications. 
• The best in customer service. 

INCIDENTALLY WE ALSO DO 
• Great original processing. 
• Fantastic scheduling for B/W or color processing, workprint, 

and edge numbering on a "Same Day Service" basis. 
• Creative editorial and conforming work. 
• Beautiful sound recording, music scores, transfer, and mixing. 
• Envious reversal and negative/positive release prints in color 

and B/W—all on a 3-5 day work schedule. 

BUT DON'T TELL ANYBODY 
Call or write for our Special VIC Packet. 
Make your next film just a little better. 
Work with people who care 
at 

MOTION PICTURE LABORATORY 
210 Semple St., Pittsburgh, Pa. 15213 
(412) 683-6300 

or our East Coast Div. Laboratory 

FILM LABORATORIES, INC. 
640 N. Broad St., Philadelphia, Pa. 19130 
(215) 236-9100 
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COST PLUS 
CAMERA CO. 

HOLLYWOOD, CALIF. 

ANNOUNCES A NEW WAY 
TO BEAT THE RISING COST 
ON NEW BRAND NAME 
EQUIPMENT 

Send us a List of What you 
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25 YEARS EXPERIENCE 

pared for 20 different egos. Our previous 
experience has been restricted to industrial, 
educational and sales training films. But now, 
for the first time, we are dealing with people 
and personality relationships that are some¬ 
times difficult to cope with. However, / feel 
that we've overcome these obstacles quite 
well. 

There are certain problems that are simply 
the result of the locations. It would be easy to 
go into a big metropolitan area, pick up the 
phone and say: "Hello, Sheraton Hotel, / 
need 40 rooms." But in Hutchinson, Minne¬ 
sota, it's a little tough to house 20 people in a 
group at the only motel in town during a big 
race weekend. The same goes for eating. It's 
very difficult to call up a small restaurant in a 
small town and say: "I've got 23 people who 
want to have lunch. They've all got to get the 
same thing, and it's got to be ready, and it's 
got to be hot, and we've got to be out of 
there in 40 minutes." 

Surprisingly enough, for the last six weeks, 
they’ve done it. / don't know how, but 
they've managed it. The food has been very 
good. Of course, we've got a few gourmets 
who can't seem to understand that when 
you're working 30 miles from the nearest 
town and it's 10 below zero and snowing, 
there isn't likely to be a commissary truck 
rolling by. They don't seem to realize that we 
aren't in Las Vegas and / can't put them up at 
the Sahara and / can't buy them filets every 
night or get wine in for them from the Napa 
Valley in California. 

In spite of that, we've gotten along beauti¬ 
fully. For instance, one of our locations was a 
cabin located about a mile and a half from the 
nearest point where you could park a car. 
You have to go in the rest of the way by 
snowmobile. Now, what do you do for lunch? 

/ thought of having it catered, but where 
do you find a caterer in Grantsburg, Wiscon¬ 
sin, who will drive five miles out of town, 
transfer all the food onto a snowmobile and 
drive over a bumpy trail for a mile and a half 
to lay out a lunch that's hot and ready for 23 
people to eat? 

The esprit de corps of our "family" came 
to the rescue. They decided that each day a 
different one of them would become a gour¬ 
met chef and create his own specialty. After 
that, we ate like kings. The members of the 
cast and crew, being from various parts of the 
country, came up with a fantastic variety of 
dishes. So, we've been living very well and / 
hope everybody is happy—because if they're 
not, I'm in trouble. 

Maury picked these people for a family 
situation and the family thing has worked just 
beautifully. I'm sure that if one of us met 
someone on the street who wanted to start a 
fight, it would be a 'Hey, Rube' situation, like 
in the circus. The rest of us would be there in 
a second and kill 'em—just kill 'em. 

RON EVESLAGE, Director of Pho¬ 
tography 

The photographic style for this picture 
was very clearly defined in the script written 
by the director, and / can't speak too highly 
of him. Hurley had some great images in his 
mind and, in our discussions, it came out very 
definitely how we were to treat the subject 
photographically and get those images onto 
film. It's been going very well—better than it 
has a right to, considering the conditions 
under which we've been working. 

To explain the mixture of 16mm and 
35mm in the same film, I might point out 
that this was decided on in order to help 
establish various changes in mood. For exam- 

DENVER 
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Denver, Colorado 80218 
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AMERICAN CINEMATOGRAPHER, FEBRUARY, 1972 207 



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

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

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

E-Z-See Zoom Scale 

THE BEST FOR LESS! B&S drops the 
price again. E-Z-SEE ZOOM SCALES drop 
to $39.50 (down from original $75.50) 
but maintains the very highest quality. 
Individually machined and engraved. Only 
data ring to have both F and T stops, both 
in feet and meters. Now only $39.50. 

SEND YOUR CHECK WITH ORDER — WE’LL 
PAY THE POSTAGE. CALIFORNIA RESI¬ 
DENTS ADD 5% STATE SALES TAX. 

BIRNS & SAWYER, INC. 
(213) 466-8211 CABLE: BIRNSAW 

1026 N. Highland • Los Angeles, Ca. 90038 
London • Sydney • Hong Kong 

Tel Aviv • Miami 

pie. The lead in the film hitch-hikes to a 

farmhouse late at night through a kind of 

swirling snowstorm—and a storm in Minnesota 

is a depressing, heavy thing. We shoot the 

storm in 16mm. But when he wakes up on the 
morning after the storm, the sunlight is 

hitting the frost on the trees, and the snow¬ 

flakes sparkle and reflect back almost like 
little mirrors. We shoot this in 35mm and it 

sparkles. The whole screen just comes alive. 

I've felt, from time to time, that we were 

saddled with 16mm, but, on the other hand, 
when it comes to mobility, that's where 

16mm really shines. The 16mm cameras are 

incredibly easier to use and mount on snow¬ 
mobiles and they are easier to barney for 

heating. They are much simpler than 35mm 

to use in cold weather. We can put on a 
400-foot magazine and it will last almost 

three times as long as the same size magazine 

on a 35mm camera. 
The 16mm equipment has been holding up 

very well in the cold. We've had heater 

barneys made out of two layers of nylon- 

dacron synthetic canvas with a layer of 

reflective space blanket material between. 

These barneys have little pockets inside that 

will hold a standard hand-warmer, and that 

works just fine. 

Our main camera for shooting is an Eclair 

NPR with Arriflex mounts on it, and the 

9.5mm-95mm zoom is the primary lens. We 

also have a 12mm-240mm zoom which is a 

fine, very sharp lens, but it is too slow to use 

for interiors. / use it for exterior scenes 

whenever / can. We have an Arriflex S that we 

use for wild shooting and it takes all of the 

same lenses that we use on the Eclair. The 

photosonics camera that we use for high¬ 

speed work is a very rugged camera to mount 

on sleds and tromp through the woods with. 

It's practically indestructible and the double¬ 

pin registration is so steady it's almost fright¬ 

ening. 

Bill Matey built some excellent camera 

mounts onto the snowmobiles and we're 

overcranking at 50 frames per second—which 

is something I'm not in complete agreement 

with, because it will look like 50 frames per 

second. It won't intercut with the real-time 
scenes, so it will have to stand on its own. 

The action is very exciting and / think we 

will have a film document on snowmobile 

racing such as people have never seen before. 

It will hold them on the edges of their seats. 

It's fast and it's colorful machines and bright 

outfits and white snow and green trees flash¬ 

ing by. It's so much action and so much 
everything that you just can't miss! 

As far as current for our interiors is 

concerned, Lyle has handled every one of the 

locations and handled the preliminary work 

very well. For example, we've had 300 amps 

of power dropped into every location we've 

shot, and on some of them, we've had much 

more than that. 

In some locations, we've had to park in an 

area snowplowed for us in a place far from 

where we were going to shoot. Then we've 

had to carry everything in by snowmobile- 
cameras, lights, sound equipment and other 

gear—twisting through a forest for about a 

mile and down a fantastic hill to the cabin 

where we were going to shoot. 

The sequences shot in the cabin called for 

four distinctly different lighting moods and 
Matey came through with just what we 
needed. We used Mole-Richardson quartz 
lighting exclusively—some soft-lights, some 

1K's and 2K's, baby spots and the new 

Molettes. 

The 16mm footage has a beautiful soft 
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look to it now, but we know that it will pick 

up contrast in the 35mm blow-up and will 

appear more normal. We kept a hard edge on 

all of the photography and used no fog filters, 

except for effect in a couple of fantasy 
sequences. 

For example, there is a fantasy love 

sequence where we used a #3 fog filter. It's all 

in yellows and was shot in an incredible room. 

I've never seen a room like that before. It has 

yellow velvet wallpaper, a yellow canopy bed, 

yellow formica tile on the desk and a yellow 

carpet. It's so yellow it's unbelievable. Our 

makeup artist had to give the actors a purple 

makeup so that they would look white against 

it. It's an actual bedroom in a house in 

Minneapolis. Somebody lives in that bed¬ 

room! 

Maury Hurley is fantastic in the cutting 

room and he will make something very 

exciting out of the snowmobile footage. 

That's his number. It's where he's been for 
the last five years, and he knows what to do 

with it and how to direct us to make it look 

exciting. 

MAURICE HURLEY, Director 

What I’m trying to get into this film more 

than anything else is intensity. / don't simply 

mean emotional intensity in terms of violence 

and hatred, but also in terms of humor and 

charm and love—which can be just as intense 

as violence. / don't want any emotion in this 

film to be weak or placid. 

It sounds funny when you say it, but I like 

to think of a film as an emotional roller-coast¬ 

er. / like to take you up to some point, spin 

your head around, drop you right to the 

bottom and take you around another curve. 

Then, when you think you're going down a 

straight path that's going to be cool for a 

minute, just rip your guts out again. 

We've never made a feature before, so we 

have no guidelines. Everything is a new 

experience. What we are trying to do is be 

very careful technically. A few years ago, one 

of my films won the San Francisco Film 

Festival award for technical excellence, so 

that's where / come from. My background is 

mainly technical. I've never written a script 

before or dealt with actors in any way—not in 

little theatre, not in high school, nowhere. 

But I'm getting what / want. / see the dailies 

coming in and / look at them and say, "That's 

what / want!" 
/ like to think of this picture as being tike 

a bald fist that is coming right at you. You 

may not like it, but you aren't going to be 

able to get out of the way of it. I'm trying to 
take what / feel in terms of gut—pure emo¬ 

tion, intensity, or whatever you want to call 

it—and throw that onto the screen, but 

without sacrificing what it takes to make a 

good film. To me that means all the basic 

things—the focus, the exposure, the lighting, 

the sound, the camerawork. 

In other words, / want to take this gut 

feeling and put it onto the screen with all of 

the technical expertise that Hollywood has. 

Sometimes you see a movie and it's technical¬ 
ly terrible, but you like it anyway. How much 

more might you have liked it if it had been 

technically good? You liked it in spite of the 

fact that it was shaky, grainy and out of 

focus. But if it had had all of those other 

things going, it would have been 

"ZHIVAGO". 

Take a man like David Lean—who says it 

all for me. The stories he tells on the screen, 

holding it all in his head and having Freddie 

Young there to press the button for him. You 
put that kind of a team together and it's 
"gang busters"! ■ 
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"THE FRENCH CONNECTION 
Continued from Page 184 

rr 

ROIZMAN: It was the toughest lighting 
job on the picture, but we knew that 
going in. There were problems with 
fluorescent lights in some of the interi¬ 
ors. Take that sequence shot in Grand 
Central Station, for example, the one I 
call the cat-with-the-mouse chase, where 
they jump back and forth on and off 
the subway train. To light that area and 
make all the set-ups we had to make, 
with all the extras we had to use, would 
have taken forever—and we just didn't 
have forever to do anything. Everything 
was on a very, very tight schedule. So I 
decided to shoot without any lights at 
all, using only available light, and / 
didn't use any photographic lights at all. 

QUESTION: Was there enough light 

available? 

ROIZMAN: It didn't look bright to the 
eye, but as it turned out, / had more 
light available down there than / had in 
any of the interior locations where I 
used my own lighting. In fact, / had 
about two to four times as much. 

QUESTION: It appeared that you had 

rather cold light down there. Did you 

make any attempt to correct color 

temperature in the camera or did you 

leave that to the lab? 

ROIZMAN: / left it to the lab, in this 
case. The big problem was that the 
fluorescents on the platform were a 
different color from those on the train, 
which were warmer. At first / toyed 
with the idea of changing all the lamps 
in the subway cars, since there were 
only two or three cars to worry about, 
and then they would have matched the 
lamps on the platform. The lab could 
have made an overall correction and 
everything would have looked right and 
perfect. / did just the opposite. / let it 
go as it was, so that part of it looked a 
little blue and the rest looked a little 
warm. / think it looked more realistic 
that way, and it saved all the time that 
would have been needed to change the 
lamps. 

QUESTION: What about lighting the 

scenes on the elevated train during the 

chase sequence? 

ROIZMAN: Those scenes would have 
been impossible to light, so / didn't use 
any extra lighting on them. \/Ve just shot 
with a hand-held camera—no tripod, no 
dolly. The biggest problem there was 
Continued on Page 213 
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QUESTIONS & ANSWERS 
Conducted by CHARLES G. CLARKE, ASC. 
and WALTER STRENGE, ASC. 

(Inquiries are invited relating to cinematographic problems. Address: 
Q. & A., AMERICAN CINEMA TOG RAPHER, P. O. Box 2230, Holly¬ 
wood, Calif. 90028.) Ql am considering making a short 

experimental film in 16mm color 
that will consist mainly of high-contrast 
b&w scenes shot in the snow, printed 
over diffuse, slowly-moving abstract col¬ 
or patterns. Would you suggest that I 
shoot the snow scenes in b&w negative 
and the background color effect on 
Eastman color or stick with reversal film 
stocks? Also, would it be better to 
shoot the snow scenes on a normal 
stock and let the lab do the high-con¬ 
trast work, or do it originally on a 
high-contrast emulsion? 

A We would suggest that you ask the 
printing laboratory that will be 

doing your release printing what films 
you should use. They will have to know 
in detail the final effect you want to 
achieve. 

Ql have to shoot some 16mm color 
film from the deck of a moving 

vessel at night, and want to record the 
various navigational aids as seen by the 
bridge. These aids consist of colored and 
sometimes flashing beacons. 

As this footage will be used for 
training purposes, it is most important 
that these beacons appear as close to 
real life as possible. 

What film and shooting technique 
would you advise me to use? 

A The same type of training film 
you are trying to make has been 

done by one of the railroad companies 
in California. It is very difficult. The 
lights are small and of low light level. 
Use a fast emulsion like Kodak Ekta- 
chrome EF Film. You may have to 
force-process one or two stops. Try 
both daylight and tungsten balance. If 
you can use the daylight balance, Type 
7241, the exposure index is 160, so you 
gain 1/3 of a stop in speed over the 
tungsten balance which has an exposure 
index of 125. Use a 25mm F/.95 lens if 
you can and a 235° shutter angle, which 
gives a speed of 1/37 of a second when 
exposing at 24 frames per second. 

Q Could you give me some informa¬ 
tion on the photographic process 

used to obtain color prints from the 
three selected black-and-white negatives 
on a black-and-white positive? 

I believe that this process is based on 
"Diazotype". 

I enclose herewith a piece of film 
which has been obtained by the process. 

I have seen it made in Brussels, 
Belgium certainly 24 years ago. Unfor¬ 
tunately, this has been made rather 
mysteriously by the inventor who re¬ 
fused to tell us what were the chemicals 
he was using; I think this inventor is 
dead now. 

The fixity of the colors is surprising 
and I am wondering why the process has 
not been commercialized since that 
time. At the present time it has no 
economic value because it is rather slow 
and printing with new color films is 
much faster. 

Ain Wall's Dictionary of Photog¬ 
raphy, 12th Edition, published by 

the American Photographic Publishing 
Company, Boston, Mass., there is a very 
detailed discussion on the Diazotype or 
Primuline Process which was patented in 
1891 by Messrs. Green, Cross, and 
Bevan. You will find it on pages 240, 
241 and 242. We do not believe the film 
sample you sent was Diazotype since 
they say that "the colors are not very 
brilliant." We suggest that you write to 
Mr. Adrian Cornwell-Clyne, author of 
Colour Cinematography, published in 
1951 by Chapman & Hall, Ltd., 37 
Essex Street, W.C. 2, London, England. 
He may be able to supply the informa¬ 
tion you need. 

Qln sound-striping motion picture 
film, will a normal application of 

iron oxide magnetic track give better 
sound results than a laminated track? 
Should this be applied before or after 
applying a protective coat to the film? 
Also, if 16mm magnetic sound film is 
stored in a metal container, and wound 
on a metal spool, will sound quality be 
lost? 

A There should be little or no differ¬ 
ence in the sound quality ren¬ 

dered by either type of track. The track 
material should be applied to the film 
before the protective coating is applied. 
We know of no instance where magnetic 
film or tracks have been adversely af¬ 
fected by storage in metal containers or 
on metal reels. 
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"THE FRENCH CONNECTION" 
Continued from Page 211 

trying to match, because the light was 
changing constantly. As we'd run along 
the track another train would pass and 
block out the light. Or we'd go between 
tall buildings and that would cut down 
the light in the middle of a scene. This 
made it a little difficult, a little tricky. 
But after a while, we got the feel of it 
and were able to do it with no problem. 
/ had a terrific operator and my assist¬ 
ants were great. 

QUESTION: Was the chase sequence 
filmed by the first unit or the second 
unit? 

ROHM AN: I/Ve filmed about 90 percent 
of it with the first unit. The second unit 
shot some running scenes on the 
ground, a few pass-bys and inserts of 
hands and feet. We decided to use as 
much hand-held camerawork as possi¬ 
ble. We never made an actual dolly shot 
on the streets. Every time we had to 
make a moving shot, we'd do it out of a 
wheelchair or out the window of a car, 
moving along or walking. We shot with 
an unblimped Arriflex a good deal of 
the time and we really didn't have a big 
problem with the sound. / don't know 
how Chris Newman did it, but he did it. 
He has a way. 

QUESTION: Did they have to loop 
much of the sound? 

ROIZMAN: They didn't have to loop 
anything, that / know of. Getting sound 
while shooting underneath the elevated 
tracks was really brutal because the 
trains were so noisy. / didn't think he'd 
get a track at all. / was amazed the next 
day when / went into the screening 
room and heard the sound. It was 
unbelievable. 

QUESTION: Can you tell me about the 
various types of lighting units you used 
during the filming? 

ROIZMAN: We used almost every type 
of light there is, including quartz lights. 
We tried to use small units wherever we 
could—inkies and things like that. But 
mostly we used a new light-weight 
soft-light that is very compact. They call 
it a ",Zip Light'' and it was made by a 
gaffer in New York. It is a 2,000-watt 
soft-light made of aluminum, but it's 
about half the size of a regular 2,000- 
watt soft-light. / adapted these lights 
with nets and various gags for hanging 
them simply in places where we'd never 
be able to hang lights of normal size. We 

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 

IEDPD1B 
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 Hahnel 16mm 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. 

Ordinary splice leaves a bump on 
the film and a jump on the screen. 

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. 

Prices may be subject to supplementary duty For more information, write Dept. AC- 2. 
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8 things you 
should know 

about the 
Hervic 

Hydrofluid* Jr. 
Model "JB" 

The fluid tripod 
with integral ball 
for quick leveling. 

1. Built for use with cameras weigh¬ 
ing up to 20 pounds. 2. All aluminum 
construction. 3» Operates smoothly at 
temperature rangefrom minus60°f to 
plus 350° F. 4* Built-in spirit level. 5. 
Telescoping pan handle, with adjust¬ 
able angle and right or left hand oper¬ 
ation. 6. Velvet smooth 360° pans, and 
tilts from minus 85° to plus 85°. 7» 
Weight of complete Hydrofluid Jr. tri¬ 
pod (including legs): 17 pounds. 
8. Precision ball bearings used 
throughout. 
Also available: 
Hydrofluid Jr. Heads with flat base 
(no integral ball), for use with Pro Jr. 
and otherflat base tripods. Baby Legs, 
Hi-Hats, Triangles, etc. 

f-iervic 
For further information, write to: 
Hervic Corporation 
14225 Ventura Boulevard 
Sherman Oaks, California 91403 

The Hervic Corporation is the parent company of Cinema 
Beaulieu, exclusive distributor of Beaulieu 16mm and 
Super 8 motion picture cameras and Heurtier projectors. 

•Registered trademark, patent pending. Manufactured by 
National Cine Equipment, Inc. exclusively for Hervic. 

never had to worry about ruining any 
structures. They put out a tremendous 
amount of light and cover a wide 
area—so / used them a lot. 

QUESTION: Did you use any Brute arcs 
on "THE FRENCH CONNECTION”? 

ROHM AN: / didn't carry a Brute dur¬ 
ing the entire picture. / can see the use 
of Brutes sometimes, but not on this 
type of film. There was no necessity for 
using them. In general, I don't like to 
use them and / do so reluctantly. When 
possible, / like to avoid them—but 
they're a great protection in certain 
instances. 

QUESTION: What about your night 
exteriors? You had some pretty wide 
expanses to light, didn't you? 

ROIZMAN: We had one that was really 
big—that sequence with the Puerto 
Rican raid. It encompassed about three 
blocks, plus part of FDR Drive. But 
there were no Brutes involved. / used 
maybe four lOK's for the main light¬ 
ing—at the most. The rest were small 
units hung on fire escapes and on the 
tops of light poles, spread out all over 
the place. Instead of lighting it up 
brightly and going for contrast, / lit it 
sparsely and underexposed to give it a 
dingy feeling. / did that with all of the 
night stuff. There was one scene where 
the FBI agent and his partner drive up 
and offer Gene Hackman a drink from a 
bottle. That was lighted entirely with 
inkies—about six to eight foot-candles. / 
like to shoot wide open on everything. / 
always do it. Some people criticize me 
for it—especially my assistants. It's 
rough on them—I know it and they 
know it—but the ones who have worked 
with me on a few pictures know that 
I'm going to do this and they're used to 
it by now. 

QUESTION: When you say "wide 
open", just how wide do you mean? 

ROIZMAN: Whatever is the maximum 
aperture of the lens I'm using. 

QUESTION: Is there a reason? 

ROIZMAN: / like to maintain a shallow 
depth of field. Whatever I'm focused 
on—that's what / want to be sharp. Even 
with a wide-angle lens, everything but 
the main subject will be just slightly 
soft. It won't be as crisp as the center of 
attention. Every time / stop the lens 
down it disturbs me. If I have to shoot a 
scene at F/4 or F/5.6, it bothers me-so 
/ always try to shoot wide open. 

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 

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 
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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 

BLOOP 
n.. in film, the noise made by a splice in a sound track as it 

passes through a sound reproducer 

THE FILM SCHOOL 
Programs in film theory and analysis, labs in film, video, & 

color photography. Registering Now! Write 1001 Mass. Ave., 
Cambridge, Massachusetts 02138. Call (617) 661-3900. 

HARRISON CAMERA & LIGHTING CORP. 
3131 B N.E. 188th Street, North Miami Beach, Fla. 33160 

Phone: (305) 949-3337 

QUESTION: It also makes it possible 
for you to shoot at extremely low light 
levels, doesn't it? 

ROIZMAN: Yes. The main reason / tike 
to shoot at such low light levels is that / 
don't have to use much fill light. When 
you work at low levels like that, the 
light has a tendency to fill itself in. The 
ambient light picks up in the shadows. 
In fact, if you turn a fill light on, it 
washes everything out. With a high light 
level, you get the opposite effect. The 
scene picks up contrast. On "THE 
FRENCH CONNECTION", the highest 
/ ever worked in a controlled situation 
was 32 foot-candles—which will give 
you F/2.3 if you force-develop one 
stop. / avoided using the zoom tens as 
much as possible because it's slow and 
requires more light. 

QUESTION: You had a great many 
location interiors on this picture. Can 
you tell me about some of the more 
challenging ones? 

ROIZMAN: The one that was the most 
challenging was the raid on the black 
bar. The ceiling was very low and we 
had to contend with some daylight 
coming in the windows. Bill Fried kin 
and / talked about the sequence in 
detail ahead of time. He laid out the 
action and showed me exactly how 
many set-ups he wanted to make in the 
two days that were scheduled. It was a 
lot of set-ups for the size of the room 
and the amount of people involved, so I 
tried to figure out a way to do it 
without having to change lights for 
every set-up. / built a row of lights onto 
the ceiling and used photoflood bulbs, 
all on a master dimmer. There were 
fluorescent lights on the walls and / 
used them just as they were, keeping the 
photofloods low so that they would 
blend in with the fluorescents and not 
overpower them. There were also some 
practical lights on the ceiling. / used 
ordinary 100-watt bulbs in them and 
took the photofloods down to about 
the same intensity. The only other units 
were a few Dinky-inkies used for kick 
lights or to open up really dark areas. 

QUESTION: What about the scenes 
where the detective throws the informer 
into the men's room? 

ROIZMAN: That's the most interesting 
sequence I've ever shot. / had asked Bill 
Fried kin what he would tike to see in 
there, what kind of feeling he wanted, 
and he said: "Whatever you'd actually 
see—that's what I'd like to see." There 
was a bulb in an overhead socket, and 
that's all that was lighting the men's 
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Order today! This is nostalgia 
at its very best! 

SCREEN GREATS-An anthol¬ 
ogy of 101 superstars. 

HUMPHREY BOGART-Bogie 
and Bacall, his Rat Pack, his Feuds. 

CLARK GABLE-Why he didn’t 
want to do “Gone With The Wind,” 
his tragic marriage to Lombard. 

MARILYN MONROE -The 
unsolved mystery of her death Her 
husbands, her lovers. 

SPENCER TRACY & KATH¬ 
ARINE HEPBURN A double 
treat! The immortal love story- 

Barven Publications Inc. 
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New York, N.Y. 10016 
Include 75c for each volume ordered. 
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room. So / just took that bulb out and 
replaced it with a photoflood—and 
that's the way we shot it. / even stopped 
down a little bit, because / didn't want 
it to be too bright. When we went to 
shoot the scene, Friedkin chickened out 
a little bit and asked if I wasn't going to 
use a little fill light on the black actor. / 
felt that you could see the actor well 
enough to tell who he was, and that was 
enough. But just to appease Bill / put 
some white cards on the floor to bounce 
the light from the one photoflood. They 
didn't do much, but he felt better. 
Anyway, / kept it 90 percent the way / 
wanted it and / loved the whole se¬ 
quence. It was printed down a little bit 
in the final print. / wasn't around when 
it was timed—but Friedkin printed it 
down. 

QUESTION: Can you think of any 
other interior sequences that posed 
special problems? 

ROIZMAN: Yes—that sequence where 
the dope smugglers are eating inside the 
restaurant and Doyle is standing on the 
sidewalk across the street eating a pizza. 
It was very challenging, because we had 
to start on the smugglers inside and then 
zoom through the window to a dose 
shot of Doyle. / knew that if we put gels 
on the windows, the image wouldn't be 
sharp enough when we made the zoom. 
It would be too diffused. So / had to 
light up the interior of the restaurant to 
balance with the exterior and use a 85 
filter over the lens. But I also wanted to 
use a very warm lighting inside the 
restaurant. In order to really be able to 
tell what / was going to get, it would 
have meant using blue lights inside and 
then adding some kind of warm gel. 
However, the light loss would have been 
so great that it just didn't make sense. 
So, instead, / used 3200K lights in there 
and added a slightly warm gel. / wanted 
it to look quite warm inside so that the 
outside would look even colder than it 
actually was. 

QUESTION: What about the problems 
of shooting that last sequence, where 
the action takes place in what appears 
to be an abandoned warehouse? 

ROIZMAN: When / first saw that loca¬ 
tion / loved it. My main problem was 
how to make it look like it wasn't 
lighted, even though it had to be. / 
really had to think about that one. / 
finally decided to cover all of the 
windows with tracing paper, light every¬ 
thing from outside and let it flare out. 
When you take that approach, it can be 
very tricky, but I had used it in shooting 
commercials and / knew what / could 

Mf M/SMITH- 
IWL W V VICTOR 

Model 710 

HI-FI STUDIO LIGHT 

New iWfh-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 CORP. 
Griffith, Indiana 46319 

FOR 
SALE 

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 
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get away with. / did no lighting inside 
the place at all, except for a few tight 
c/oseups. Then / simply recreated the 
effect with a FAY light and some 
tracing paper. As it happened, there was 
a terrible snowstorm raging outside on 
the day we shot it, and it was hard on 
the guys who had to run around in the 
snow setting ights outside about 15 
windows. 

QUESTION: How did you break down 
the photography of the shoot-out at the 
end of the picture? 

ROHM AN: The director decided where 
the cops and the bad guys were going to 
be. Then my operator, Enrique Bravo, 
took one camera and / took another 
one. Friedkin just had them shoot it out 
with nothing planned and we covered it 
in documentary newsreel style. I/Ve just 

did whatever we wanted and tried to 
outdo each other to see who could get 
the best shots. We had a lot of fun 
shooting it. 

QUESTION: Under what conditions do 
you think the hand-held camera should 
be used or shouldn't be used? 

ROIZMAN: My theory about photog¬ 
raphy is that you should use whatever is 
necessary to make the particular shot. 
There are some operators who can make 
hand-held shots so smoothly that they 
don't look hand-held. The audience 
never becomes aware of it. In "THE 
FRENCH CONNECTION" we wanted it 
to look rough. In fact, we hid Enrique's 
shoulder brace so that the hand-held 
shots wouldn't look too smooth. After a 
while he got to like it so much that he 
wanted to shoot everything hand-held. 
Instead of taking time to set up a dolly, 
we'd simply put him in a wheelchair 
with the camera. If the road or sidewalk 
or whatever was fairly smooth, it 
worked very well and saved a lot of 
time. There were other sequences, like 
the one where they were testing the 
heroin, in which the camera was locked 
down solid. The audience was not to be 
made aware that the camera was in¬ 
volved at all. 

QUESTION: There were a couple of 
sequences in which you departed from 
the rough, dingy style used in most of 
the picture. Can you tell me about 
those. 

ROIZMAN: Yes. There were two se¬ 
quences which we decided in advance 
should not be dingy. One was the 
heroin-testing sequence. The other was 
the sequence that took place inside the 

NEW! Senior “F” Head and Pro¬ 
fessional Fluid Head with Slip-Pan to 
supplement the present Miller line. 
The Professional model incorporates 
improved, smoother, more positive 
tilt control (full 90°) and lock. 

The horizontal traverse (full 
360°) is smoother and the Slip-Pan 
permits swish or breakaway pans of 
any fast moving object or event. 

The “F” Head will support medi¬ 
um weight 16mm cameras up to 15 
lbs. and the LP-2, Professional Fluid 
Head will support up to 30 lbs. Both 
are available with or without the Slip- 
Pan unit. 

Slip-Pan units are available to 
convert older, Miller Fluid Head 
models for this use. 

There is a Miller Tripod ideally 
suited to every Miller Head. 

MILLER PROFESSIONAL 
EQUIPMENT 

Distributed and Serviced by V. J. Pincetich 

6500 Santa Monica Blvd. 
Hollywood, Calif. 90038 
(213) 466-5105 
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but we'll never lose 
our personal touch! 

Western Cine's capabilities in pro¬ 
cessing and printing are limitless 
because we are continually re¬ 
searching newand better techniques 
for serving you. That's one reason 
why we’ve grown big. 

But we are also staffed with 
people ... good people who know 
and understand your needs... 
people whose skills and desires are 
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excellent service and a full measure 
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apartment of the wealthy guy who was 
supposed to be the contact man. These 
represented a complete contrast in tech¬ 
nique. The scene with the contact man 
was shot in a suite in the Hotel Pierre 
and we wanted that to have a rich look. 
/ overexposed everything so that when 
it was printed down it became much 
richer. The walls and ceilings of the 
room were white, so / put photofloods 
in the practical lamps and bounced a 
couple of lights off the ceiling. That's all 
the lighting that was used. 

QUESTION: The sequence inside the 
lobby of the Westbury Hotel had the 
available light look, but it actually must 
have required quite a bit of lighting. 
Isn't that so? 

ROIZMAN: Yes. It was actually illumi¬ 
nated with quite a bit of our lighting. It 
was a pretty big place. So the crew took 
an early call to come in and rig it. I/Ve 
tried to pre-rig the locations whenever 
possible in order to save time. I'd line 
out what / wanted in a certain location 
and the crew would go ahead and hang 
some lights and lay the cables. Then 
we'd come in just before shooting and 
do the actual lighting. This saved a 
tremendous amount of time. 

QUESTION: What can you tell me 
about the shooting of the chase se¬ 
quence? 

ROIZMAN: As exciting as the chase 
was, it really provides very little to talk 
about. The approach we took was very 
simple. The sequence was broken down 
into about five stunts, with the second 
unit doing some isolated shots. For each 
shot inside the car there were two and 
sometimes three cameras rigged. These 
gave us over-shoulder and point-of-view 
shots and closeups of Hackman, who 
did a lot of the driving himself. The 
crashes were shot from outside using 
four or five cameras—all with different 
lenses and from different angles. 

QUESTION: Did you undercrank much 
of the chase footage? 

ROIZMAN: / undercranked at 20 
frames and sometimes 18, but never less 
than that, because they were driving 
very fast. The biggest chore was control¬ 
ling traffic—blocking off streets for six 
or seven blocks. There was one real 
accident in the chase—when our car 
crashed into a white car and spun it 
around. That wasn't staged. One of the 
stunt drivers simply missed his mark. 

QUESTION: What about lighting inside 
the car? 

Play back separate 
picture and sound 
in perfect sync. 
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Palmer Interlock is a 
complete system to 
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optical or magnetic 
track, record on stripe 
or 16mm magnetic film, 
and make sound transfers. 

Write for details. 
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Day/evening. 
• CREATIVE MOTION PICTURE 

PRODUCTION 
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Motion Picture Production Center, Dept. 331-12 
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Zoom 
Len s 
Repair 

All optical products and repairs made at Century are multi- 
tested on our specially designed optical benches. One of the 
many tests your lens will receive makes use of our 2500mm 
collimator, the world's largest and the most accurate ever made 
for motion picture lenses. The massive optical bench on which 
your lens is mounted is a precision instrument, with controlled 
movement of the lens along its three axes to extremely accurate 
measurements. An image is projected from our collimator, 
through your lens, and is observed by a high powered research 
microscope. Every optical characteristic can be clearly examined 
far beyond the resolving power of any motion picture film. By 
this method, we can test your lens for focus and alignment to an 
accuracy of less than one thousandth of an inch! 
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Now you can create 4, 6, 8 and 16-pointed 
star effects in your own studio for still or 
motion pictures. Available in either Sharp 
(creates a star pattern while keeping the 
principle subject sharp and clear, without 
diffusion) or Dreamy (creates a star pattern, 
but with a slightly diffused or dream-like 
effect). Both can be used under low or high 
contrast lighting conditions with spectacular 
results. 

Sold in sets of 3 different star effects 
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or individually. Complete sets start 
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ROHM AN: / tried to avoid it, but there 
were a couple of shots where we needed 
a bit of fill, so we used the Sun-Gun— 
the biggest one they've got. It didn't put 
out much light, but it was enough to 
keep Hackman's face from being a 
silhouette. There was one great tie-in 
shot where the operator started on 
Hackman's face and panned up so that 
you could see the train racing along. / 
loved that shot. 

QUESTION: What special problems did 
you have in shooting the scene with all 
those people on the streets of Man¬ 
hattan? 

ROIZMAN: That was the triangular 
surveillence sequence shot on Madison 
Avenue. We decided to shoot it without 
extras, as we did on all of the exteriors. 
The assistant director was worried about 
people looking at the camera, so we 
talked about hiding the camera, camou¬ 
flaging it or shooting out of cars. The 
day we went out to shoot, / said to him: 
"Let's try to shoot without any cover- 
up. Let's just put the camera out on the 
street, hand-held or on a tripod, and see 
what happens." / had the feeling that 
New Yorkers were so used to seeing 
newsreel cameramen running around 
that they would pay no attention. Sure 
enough—it worked! We even got so 
brazen as to set up a 12-foot parallel 
right on the sidewalk in the busiest 
section of Madison Avenue—and no¬ 
body looked at the camera. ■ 

NEW AGE INC. PROFESSIONAL 
MOTION PICTURE EQUIPMENT 
CATALOG AVAILABLE 

The new Alan Gordon Enterprises 
Inc. Professional Motion Picture Equip¬ 
ment Catalog is now available free by 
writing the company at 5362 N. Ca- 
huenga Blvd., North Hollywood, Calif. 
91601. 

The 112-page catalog lists more than 
3000 items of interest to the profession¬ 
al filmmaker and contains some 300 
photos plus an easy to read index. AGE 
Inc. vice-president Grant Loucks reports 
it is the most complete catalog of its 
kind in the industry. 

Among the main chapter headings in 
the catalog are 35mm Cameras, 16mm 
Cameras, Lenses and Lens Accessories, 
Filters, Viewfinders, Power Supplies, 
Cases, Tripods, Special Camera Sup¬ 
ports, Dynalens System, Dollies, Grip 
Equipment, Lighting, Meters, Sound, 
Production Accessories, Editing, Motion 
Picture Printers, Laboratory Equipment, 
Animation Equipment, Projectors, Un¬ 
derwater Cameras, Housings and Lights 
and Books. 

From Cal Film Equipment Co. 

POWER 

Forward 

& 

Reverse 

with 

Variable 

Speed 

Control. 

■ Supplied with gearing for 
fast or slow speed range. 

■ Variable torque for 
projector take-up. 

price: $9995 

With key drive on reel shaft. 
(Reel & spring clamp not incl.) 

EXTRAS 
Two pin drive $ 7.50 
Foot switch $ 8.00 
Special model for 5000 ft. reels $25.00 
Manufactured by 
SKIDMORE ENGINEERING CO. 
P.O. Box 38733, Hollywood, Ca. 90038 
Plant: 6531 Santa Monica Boulevard 

L   A 

AMERICAN CINEMATOGRAPHER, FEBRUARY, 1972 219 



IN SAN FRANCISCO 
r Authorized Sales and Service For:^ 

* ARRIFLEX . J&R EDIQUIP 
• CINEMA BEAULIEU REWINDS 
. CANON SC00PIC 4 GANG SYNCHS 
. ECLAIR SOUND HEADS 
• B0LEX * MOVIOLA 
• B0LEX-PR0 • ZEISS M0VIESC0P 
• MILLER TRIPODS • TANDBERG (SALES) 

• NAGRA (SALES) 

Complete Service Facilities and Rentals 

ADOLPH GASSER, INC. 
5733 Geary Boulevard • San Francisco, Calif. 94121 
 Telephone: (415) 751-0145  

THE FINEST LINE OF 
PROFESSIONAL EDITING 
EQUIPMENT AND SUPPLIES 
IS SOLD BY? 

NOPE 
NOPE 
NOPE 

9 
s . . YEP 

Including dealer and distributor¬ 
ships with Moviola, Maier-Han- 
cock, Ziess Ikon, 3M, HFC, MPE, 
CHRISTY’S MFG., GE and Syl¬ 
van la. 

C^livistxj s 
EDITORIAL FILM SUPPLY 

2920 WEST MAGNOLIA BLVD. 
BURBANK, CALIFORNIA 91505 
Send for Price List to: Dept. A 

ASIA is 
COVERED 

RV 

mm FILM COMPANY 
612 MARINA HOUSE, HONG KONG 

• Production Management Service 
• Professional Crews 
• Camera and Equipment Rentals 
• Complete 16/mm & 35/mm 

Production Facilities 

COMPLETE LABORATORY AND 
POST PRODUCTION SERVICES 

FOTO- 
IfUDUSTRIES, INC. 
"Motion Picture Center" 
GERRY BRODERSEN • LOU 
VINCENT • REGINALD DUNN 

• Fast service on developing ECO, EF and 
Color Dailies • Specializing in custom quality 
color-16mm and 35mm. 

Cutting Rooms & Facilities For Rent 
, _ _ ... 3215 Cahuenga West 
HO 3-4T11 Hollywood, Calif 90028 

DYNAMICS OF FILM-MAKING 
Continued from Page 194 

had walked when we shot her: / WAS 
THERE! 

My intention was to show her walk¬ 
ing; but all that was left of that spright¬ 
ly walk was that silly bobbing up and 
down. I had failed to realize my inten¬ 
tion. I was betrayed by the camera's 
tricky capacity to subtract as it moved, 
and by my ignorance of that power. 

When, subsequently, bright marquee 
lights were superimposed all around her 
closeup, nothing was changed—she still 
kept on treading on the spot. 

Long after the sequence—disappoint¬ 
ing as it was—had been incorporated 
into the picture I learned that I could 
have saved that dolly shot, that i could 
have restored a semblance of natural 
walk and progression in space, if I had 
shot the bright lights in such a way that 
they receded into distance on both sides 
of her closeup. 

But, at that time, I was not acquaint¬ 
ed with the principle, the perceptual 
principle of induced motion as formu¬ 
lated by Gestalt psychologist Duncker 
(1929). 

What is this law of induced motion? 
Simply stated, it goes like this: 

If a stationary object is surrounded 
by a moving background then the object 
appears as moving, and the background, 
or framework as stationary. 

It is over forty years since that 
principle was formulated, yet, still, 
tracking shots of closeups are being 
made against homogeneous or distant 
backgrounds, thus completely cancelling 
the characters' natural locomotion in 
ambient space. 

ON TV COMMERCIALS 

A few years back, in reply to a 
producer's request to put down some 
thoughts on TV commercials, I submit¬ 
ted the following: 

Regarding films in general, I am 
primarily concerned with visual values. 
Not in the sense of photographic-pictor¬ 
ial values, but visual-dynamic, that is, 
cinematic values. 

These, for me, depend first and 
foremost on the quality of movements 
within the shots and the quality of 
organization of the movements in a 
sequence of shots. 

I judge the quality of a movement 
the way a musician would judge the 
quality of a tone or a chord, and I judge 
the quality of a total cinematic organi¬ 
zation the way a music critic would 

judge a musical composition, or the way 
a dance critic would judge a piece of 
choreography. 

For the best in quality and service 

RUSSELL FILM 
LABORATORIES 

Complete 16mm Lab 

Color and black & White processing 

Sound recording 

Editing 

Printing 
• 

Titles 
Same day service on Ektachrome 
processing and work prints 

RUSSELL FILM LABORATORIES 
P. O. Box 6938 • Jacksonville, Fla. 3220S 

(904) 389-2316 

Schulke 
irndmuineii1 

films in association 
with Black Star ' 
Productions, Inc.I 
Complete facilities for all types 
of expert underwater ond 
topside filming and production. 

For Information: 
Benjamin J. Chopnick 
450 Park Avenue South 
New York, N.Y. 10016 
(212) OR 9-3288 
Miami, London 

SALES & RENTALS 
Strand Electric (Asia) Ltd. 
1 61 8 Star House 
3 Salisbury Road 
Kowloon, Hong Kong 
Tel: K-677589 

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 - Airport - 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 
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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 12131 463-3178 

CINESERVICE, INC. 
1459 North Seward Street 

Hollywood, California 90028 

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 

CINE DEVELOPMENTS 
445 S. BEVERLY DR., BEVERLY HILLS, CALIF. 90212 

(213) 553-9432 

Personalized 
16mm SOUND SERVICES 

Flexible Work Schedule 

BUSINESS FILM 
HEADACHES 

mFILM SERVICING 
M COMPLETE TV FILM EXPEDITING 

M MOTION PICTURE SERVICING 
 8mm CARTRIDGIN6  

FILM STRIPS CUT CANNED PACKAGED. 

VACUUMATE FILM PROTECTIVE TREATMENT 

LASTING PROTECTION Against 

OIL .WATER-WEAR-CLIMATE 
SCRATCHES- FINGER MARKS 

NO-EN GIVES TROUBLE FREE PRO¬ 
JECTION TO LOOP AND CART¬ 
RIDGE LOADED FILMS. NO-EN 
INSURES SMOOTH UNINTERRUPT¬ 
ED SHOWINGS AND EXTENDS 
THE LIFE OF THE PRINTS. 

For information, write or call 

VACUUMATE CORPORATION 
207 WEST 25th ST., NEW YORK, N.Y. 10001 

OFFICES THRUOUT THE U.S. AND CANADA 

Borrowing the term from the art of 
the dance, I would say that cinematic 
value depends on a kind of filmic 
choreography in which natural move¬ 
ments of all objects, animate and inani¬ 
mate, are organized (composed, "or¬ 
chestrated") in such a way as to create a 
dynamic, meaningful, and esthetically 
satisfying whole. I stress natural in 
contrast to stylized dance movements, 
which do not seem to accord well with 
the "reality texture" of the cinema. 
Natural movements, however, may be 
legitimately stylized only by technical 
means proper to the medium, such as 
slow motion, fast motion, stop motion, 
reverse action, dissolves, multiple expo¬ 
sures, camera movements, etc., and by 
means of editing as: overlapping, jump¬ 
cutting, mismatching, etc. 

Occasionally there appear a few com¬ 
mercials which come close to fulfilling 
the requirements of these definitions; 
and often I find them more cinematic 
than the whole feature films into which 
they are inserted. 

There are other commercials which 
lie outside of my primary concern: 
those which depend solely on verbal or 
comic or "slice of life" content. They 
interest me only to the degree that they 
are presented with clarity and force; 
that is, according to principles of filmic 
grammar and syntax based on the laws 
of visual perception. In these cases, 
where the recording of a performance is 
of paramount importance, the film 
medium is used mainly in its aspect of 
audio-visual language and not as an 
autonomous form of art. 

Here are a few things that I find 
disturbing in many commercials: (1) 
Claustrophilia (love of confined spaces); 
when all objects (usually food prod¬ 
ucts), and/or all people (usually gay 
parties), are shown in extreme closeups 
only. To be satisfying to perception, a 
sequence should reveal a sense of pro¬ 
portion by playing with variations of 
included volumes of space. The product 
can still remain in close foreground and 
show deep space behind it, as in a recent 
well-made floorwax commercial. The 
kind of filmic claustrophilia where 
everything seems to be shot with the 
nose against the grindstone induces in 
me a feeling of claustrophobia and an 
impulse to break open my TV set and 
take a visual breath in the space around 
the product. No doubt, with such com¬ 
mercials, budgetary considerations are 
involved. Yet, in most cases, the prob¬ 
lem of space play could be solved with 
very little additional expense. (There is 
no "space" here to go into this.) 

(2) Working from outside in: that is, 
borrowing (usually from New Wave and 
"avant-garde" cinema) techniques which 

Special Sale!!! 
Every day is sales day at 
CAMERA SOUTH COMPANY 

on all major brands 

Lighting 
Cameras 

Power & Grip 
Editing 
Sound 

Cases for all equipment 

Call or write for the lowest 
prices on your next purchase. 

Camera South Company 
1635 SW 27th Ave. 

Miami, Florida 33145 
(305) 445-9461 

Maier Hancock’s 

NEW 1 600H 
4X Brighter 

Colour Viewer 
For Information and 
Demonstration Call 

JIMMY MUIMDELL 
FILMAKER SUPPLY 

P.O. Box 1146 501/374-6005 
Little Rock, Ark. 72203 

CAMERA STOCKS 
16mm EKTACHR0ME 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 

To Classified Advertisers 
► 

► 

► 

► Copy deadline for classified ad 
h vertising is the 1st of month, < 

l preceding publication date. Mail ^ 

copy and remittance to cover 

cost to 
< 

’ AMERICAN CINEMATOGRAPHER < 
1782 No. Orange Dr. 

* Hollywood 28, Calif. 
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3-M Dynarange SOUND STRIPING 
HIGH OUTPUT - LOW NOISE -LUSIICATED 

.035 per fool $13 Minimum 

U6SI WE DO STRIPE FUJI POLYESTER FILMS 

A/ifiuoP TJechnicaQ ^abo/iato/iy 
1616 Newportv.lle Rood, PHONE (215) 757 3915 

Cornwelli Height*, Pa 19020 

PROFESSIONAL LAMINATED 

MAGNETICSTRIPING 

$.03 Per Foot—380 Ft. Min. Order 
1 8991 RADBY ST. 

LA PUENTE, CALIF. 91745 
(Rowland Heights) 

FAST SERVICE-FREE BROCHURE 

BEHIND-THE-LENS FILTER HOLDERS 
For Angenieux lenses on all Arriflex 16, Eclair NPR 
and CM3 cameras, and for the 25-250 Angenieux for 
3 5 mm - - in kits with gel cutter, tweezer, spare gel 
container and other convenience features. 

Ask for brochures 

CUSTOM PHOTOCRAPHICS 
P. O. Box 25007, Portland, Oregon 97225 • 503-292-5569 

SOUND CONVERSIONS 
With Sync Generator 
No moving parts. 
All electronic solid state 
COAST TO COAST SERVICE 

SUPER 8 
AND 16 
Manufacturers of 
Custom Sound, 
Camera and Pro 
jection Equipment 
(213) 383-9462 

Gregg Valtierra CINE SERVICES 
173 S. Ardmore 
Los Angeles, Calif. 90004 

film production 
services, ltd. 

Complete Transfer and 

Narration Recording Facilities, 

Post Production Services, 

and Production Recording. 

— SEND FOR BROCHURE — 

7046 Hollywood Blvd. • Suite 603 
Hollywood, California 90028 

(213) 466-8239 

SOUND STRIPING 
ORIGINAL OR PRINTS — 8/SUPER-8/16MM 

24 HOUR SERVICE 

Guarantee on Emulsion Side 

P.O. 13573 St. Louis, Mo. 63138 

may have been suitable to the original 
subjects, and forcing the same tech¬ 
niques, photograhic or editorial, upon 
themes where they do not belong, as, for 
example, using quick, choppy cutting 
while trying to sell razor blades, or using 
hand-held camera where the presence of 
the cameraman as a participant, as a 
witness to the event, is not indicated. 

Expressive form must arise from in¬ 
side the subject matter. As Pope said of 
poetry, "The sound must seem an echo 
to the sense." 

(3) Wrong association of ideas or 
association of wrong images, as with 
some soft drink commercials where bot¬ 
tles (and glasses) are associated with sea 
water, running brook water, or rain 
water. Such close connections make me 
suspect the contents of the bottles. 
Anyway, coolness comes from ice or 
refrigeration, and freshness from the 
sparkle of the little bubbles. Both of 
these elements, together with cool shade 
and breeze, coming after shots of heat, 
dryness and exertion, would have more 
visceral appeal. Incidentally, seeing 
people covered with snow makes me 
want to take a hot drink. 

ON KINESTHETIC RESPONSES 

What is that sense of movement? It is 
actually a sense that we all have, but 
which is seldom listed with the other 
five senses, sight, hearing, touch, taste 
and smell. Science calls it the kinesthet¬ 
ic sense. Let me explain what is meant 
by that. "A Dictionary of Psychology" 
by James Drever defines kinesthesis as a 

"general term covering sensations 
of movement of any part of the 
body, arising from stimulation of 
receptors in joints, muscles, tendons 
and sometimes inclusive of sensations 
from the semi-circular canals of the 
inner ear, and therefore to the sensa¬ 
tions belonging to the static sense." 
But let me describe this in more 

concrete terms which, I think, will lead 
to the aspect of it that is of primary 
importance in the theory of film form 
that I intend to submit to your consid¬ 
eration. 

Think vividly of yourself as perform¬ 
ing some physical action such as lifting a 
weight, jumping over a puddle, tracing a 
figure eight on your skates, and so 
forth. If, while doing this, you pay 
attention to what goes on in your body, 
you may become aware of certain ten¬ 
sions and changes, certain "movements" 
within your muscular structure. If you 
do become aware of this, then you will 
understand what is meant by kinesthetic 
or implicit motor impulses. You know 
from experience, I am quite sure, that 
when you watch scenes of football. 

16mm COLOR LAB 
KODACHROME AND EASTMAN COLOR RELEASE 

Coast to Coast Service 
Write for Price List 

RICHARD ARLEN LAB. 
2214 West'Olive Ave 

Phone 848 3132 Burbank, Calif. 91506 

SHOOTING IN 
NEW YORK? 

Production management service for 
independent and non-union producers. 

Professional Crews 

Camera and equipment rentals 

Production office and facilities. 

Stages, locations and permits. 

The service of facilitating motion 
picture production is our sole business. 

Universal Creative Personae 
304—A W. 1 8th St. (212) 255-9321 

New York NY 10011 

For Professional Equipment in 

PHILADELPHIA, 
O. H. HIRT, INC. 

39 N. 11th St. • Phila, Pa 19107 
(215) 923-0650 

AUTOMATIC DAYLIGHT PROCESSOR 

• Processes up to 200 Ft. 

• Super 8 to 70mm 

• Movie-X-Ray-Microfilm 

• Motor Driven-Portable 

• Black 8t White-Color 

• Guaranteed 

Write for Free Literature 

rnDD 487-14 South Avo. 
LUKr. Beacon, N.Y. 12508 

S(/f£tS S/>£CM£/SrS! 
Any Quantity... BEST Prltes 

Ciw-C/tafi /KC. 

8764 Beverly Blvd., Hollywood, Cold. 90048 (213) 652-7357 

ALL MOVIE LAB SERVICES 
16mm, Super 8, Regular 8 

Write lot free brochure 

WESTHEIMER Company 

titles optical! inserts 

Joseph Westheimer. A.S.C. 

TITLES, TRAILERS, INSERTS AND OPTICAL EFFECTS 

FOR MOTION PICTURES AND TELEVISION 

HO 6-8271 

736 Seward St., Hollywood, Calif. 90038 

MICRO RECORD 
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R-2 Reflex Auto- 
COLLIMATOR 

Focus Testing Equipment 
is made by 

Focus Testing Equipment is made by 
RICHTER CINE EQUIPMENT, ESSEX, N.Y. 12936 

for people who care about image quality. 
Cost? Less than one good lens or 

one out-of-focus scene. 

MOVIES FROM SLIDES 
Dissolves, Pans, zooms to areas as small as 
1/4", using computerized Oxberry Animation 
Stands. 
Send for information, free film chart, pocket 
slate, field guide and sample film. 

Animated Productions, Inc. 
1600 Broadway (212) CO-5-2942 

New York NY 10019 

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 

CAROLINA 
PHOTO-TECH INC. 
FILM LABORATORIES 

Ektachrome Processing/B&W Pro¬ 
cessing/Work Prints/Release Prints 
Call or write David Conley for 
comolete professional nr ire list 

639 Wellons Village Shopping Center 
Durham NC 27703 (919) 688-7265 

“LOW BUDGET” 

ANIMATION 
Cartoon & Technical - Storyboard to Screen 

SLIDE MOTION and SLIDES 

Bob Heath; Academy Award Designer, Animator 
and Cameraman. 

robert p. heath productions, Inc. 
1627 Scott Avenue, West Islip, New York 11795 

 [516] 661-S935  

IIHI.EIt 1UOTION PiailKB 
I I'll,At PltlMTKKS l 

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   

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 

boxing, tennis, etc. in real life, in the 
movies, or on TV, you get so involved 
that you often "participate” with visible 
gestures. This we shall call kinesthetic 
responses. Not the overt gestures but 
the inner responses and impulses that 
preceded them. In the former case, you 
actively thought of performing certain 
actions, in the latter case you responded 
to seen movements. This is important 
for us. 

With a little training a film-maker 
will be able to feel kinesthetic responses 
to seen movements not only of human 
bodies in motion but of objects in 
motion as well. To a door opening, to a 
billowing curtain, to a wave breaking, to 
lava bubbling, to leaves shimmering, and 
so on. To kinesthetically feel is to 
somehow reproduce these movements 
within our body. But this is still not 
enough to enable us to make art. We 
must also be able to organize move¬ 
ments. As a poet organizes his words, a 
musician organizes his tones, so will the 
film artist meaningfully organize his 
movements into what may be called 
"kinesthetic melodies and orchestra¬ 
tions". . . so that a sensitive viewer's 
experience will not be merely kinesthet¬ 
ic but kinesthetic-esthetic or, to coin a 
word, cine-esthetic . . . And much more 
than this is needed to make film art. 

ON CINEMA AS AN AUTONOMOUS 
FORM OF ART 

At present we have no specific name 
for the kind of cinematic experience 
that, in my opinion, should be offered 
to discriminating movie-goers. On the 
formal-physiological level it would be a 
vivid kinesthetic experience, while on 
the "content" level it would be a kind 
of poetic experience. (I am aware of the 
artificial separation of "form" and 
"content," but this seems necessary for 
purposes of discussion. In experience 
they are inseparable. Yeats said, "How 
can we know the dancer from the 
dance?") 

Poetic values in film can be achieved 
only if the referential aspects and literal 
content of the shots are transcended so 
that they acquire multilevel meanings, 
which cannot be verbally described. 
And this can come about only by 
creative selection of right imagery, in 
right movement, and in the right con¬ 
text. This insistence on the kinesthetic- 
poetic aspect of the ideal film does not 
preclude a new kind of dramatic experi¬ 
ence where moods, tensions, and con¬ 
flicts would be expressed—in visual-dy¬ 
namic imagery, but not in histrionics, as 
is done today. For that, however, we 
will have to wait for a visual-kinetic- 
imagist Shakespeare to appear. ■ 

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 

Film 
Laboratories 

Inc. 

Processing, editing, 
animation, titling, sound, 
in 8,16, and35mm b/w 
or color. Super 8 printing 
and cartridginf* Dailies 
in Florida and Bahamas. 
65 N.W. Third Street, 
Miami, Florida 33128 
Call: (305) 377-2611 

angemeux service corporation of California 

13381 BEACH AVE., VENICE, CALIF. 90291 • (213) 821-5080 

Now Two 
FACTORY SERVICE 

CENTERS 
am a ^ 

angemeux corporation of america 
440 MERRICK RD., OCEANSIDE, N.Y 11572 • (516) 678-3520 

the big lab in Canada 

BELLEVUE PATHE 
coast to coast 
VANCOUVER TORONTO MONTREAL 

916 Davie St. 9 Brockhouse Road 2000 Northcliff Ave 
Vancouver 1, BC. Toronto 14, Ont. Montreal 260. Que 

Tel. (604) 682-4646 Tel. (416) 259-7811 Tel. (514) 484-1186 

SAN FRANCISCO 
am ew mm 

COLOR NEGATIVE¬ 
POSITIVE 

Write lor price list. 

CINE-CHROME LABS., INC. 
4075 Transport St./Palo Alto, Calif. 94303 
Phone (415) 321-5678 

16mm camera repair 
Phone (303) 433-3873, or write: 

stan phillips SI associates 
camera service 

2245 w. 30th ave. denver, Colorado, 

■ 24-Frame Sync. Camera motor—115V 
■ Var. Speed Battery Camera motor—24V 
■ 400-ft. Magazine w/400' counter in camera 
■ Intervaltimer—Range 1V2 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  
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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 

COMPLEX TV COMMERCIAL 
Continued from Page 179 

Length of commercial for Television: 50 
seconds 

Total staff and craftsmen used: 40 
persons 

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 

j. Bupgi contner 
Director of Photography 

SPR Reflex BNC. SPR-NC, 
ARRIFLEX, Lights, Sound 

P.O. Box F1532 
Freeport. G.B., Bahamas 

UNDERWATER CUST0M 
HOUSINGS 

MOTION PICTURE-16-35 
TELEVISION-LIGHTING 

ZIHLA ENTERPRISES - 985-8942 
5524 N. CAHUENGA BLVD. N. HOLLYWOOD, CA. 

Filming in CHICAGO? 

BOB JANUS Motion Picture 
Recording Services 

12 years experience as a sound engineer. 
AFC NABET 

Write or phone for information 
826 E. Willow Road, Suite 102 

(312) 541-1047 or 787-8220 
Wheeling, III. 60090 (Chicago) 

PHOTOGRAPHIC TECHNIQUES EM¬ 

PLOYED 

Camera for direct overhead shooting: 
Arriflex with VTR attachment 

Lens, 25mm-to-250mm zoom lens, 
Angenieux 

Camera for ground level, Mitchell BNC, 
Mitchell Mark II 

Lighting, all overhead to eliminate 
shadows. Used T/4 lens stop to get 
over-all exposure, since fast zoom 
was required. 

Film, 35mm Kodak Color Negative 
Sound, wireless mikes used for Q track 
Cyc, cyclorama constructed was nearly 

twice the area of 34' x 45' house 
being photographed 

Pattern Lighting, all lights hung from 
tresses, set in rectangular pattern, 
outer edges of rectangle formed by 
5,000-watt cones, inner edge with 8 
to 4,000-watt quartz lights; silks over 
soft lights to reduce head on edges 

Cranes, two cranes used, including cher¬ 
ry-picker crane for close-in shots ■ 

FOR FILM PROCESSING EQUIPMENT 
Contact: 

Mfg. Co., Inc. 

Chalfont, Penna. 18914 

(215) 345-1944 

PROFESSIONAL 
UNDERWATER 
PHOTOGRAPHY 

A Division of Giddings (415) 362-6694 
Underwater Enterprises 

584 Fourth St., San Francisco, CA 94107 

^FHJVIS 

QUALITY 16mm PRINTS 
k 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. 

• FILMING • 
ASIAN FILMS 

72 JANPATH, NEW 
DELHI—1; Cable: Movi- 
photo, New Delhi (In¬ 
dia); Telephone: 47995 

INDIA 

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. 

BOB LOCKROW 
Pilot For Helicopter Filming 

Phone (305) 395-1880 

(305) 942-1843 
S. A. G. 

16mm & 35mm b&w processing and 
printing. Complete 16mm COLOR Ekta¬ 
chrome processing. Magnetic sound strip¬ 
ing for 16mm-8mm and Super 8mm- 

Vacuumate film 
treatment. 
16mm Optical 
Transfers. 

QUEBEC 265 Vitre Street West, Montreal, Quebec 
FILM LABS Telephone (514) 861-5483 

77//“/ TCJt 
IIILJI / / It— 

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. 

Watch for another new 

HYDROFLUID PRODUCT 
Write for details to: 

NATIONAL CINE EQUIPMENT, INC. 
37 W. 65th St., N.Y., N.Y. 10023 

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 

GRATTAN 
PRODUCTIONS 

SHOOTme m Contact Jim Grattan for 
top equipped crews. Single 
and double system. 

mnnon? 
1440 St. Catherine Street, West 
Suite 507. Montreal 107. P. Q. Canada. 
(514) 878-9638 

PROFESSIONAL 
MAGNETIC SOUND STRIPING 

• Super-8 and 8MM originals 
or prints 

• per foot—plus postage 
• One day service 

AERCO 
Box 171 Pennsauken, N.J. 08110 
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BUY-SELL-SWAP HERE 
STUDIO PRODUCTION EQUIP. STUDIO PRODUCTION EQUIP. 

MOVIOLA “DPV” w/large screen, w/o sound, 
new mirrors and screen, excellent—$1,000. 
Reply to AMERICAN CINEMATOG¬ 
RAPHER, Box 1746 

CLEARANCE: Westrex 35mm magnetic 
equ ip men t—recorders—dubbers—pre-amps— 
equalizers—mixers—1 & 3 phase interlock 
distributors—NC/BNC and Mitchell 16mm in¬ 
terlock camera motors—BNC mounted lenses 
—Altec S-15 4 channel stereo amplifier—M-R 
type 103 microphone boom w/126 pream¬ 
bulator $750—M-R type 103 microphone 
boom w/3 wheel dolly $500. P.O. Box 
F-1532, Freeport, Grand Bahama 

ARRIFLEX and Cine Special animation 
motors $295. B & H 400 ft. magazines $75. 
UNIVERSITY SUPPLIERS, 225 West 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 

FREE LISTING of 16 & 35mm production 
and projection equipment. Special buys. Mit¬ 
chell 35mm High Speed outfit $1,500. Movi¬ 
ola UL-20-CS 35/35 $1,495. B & H 70 HR 
body $395. Moviola 16/16 $1,395. Magna¬ 
sync 16mm X-400 $895. Much, much more. 
Write, wire, phone. SK FILM EQUIPMENT 
CO., 254 Giralda Ave., Coral Gables, Fla. 
33133 

For people who want the best and don’t mind 
paying less for it—HELIX LTD. TAKE YOUR 
CHOICE: Cameras listed are ail perfect per¬ 
forming 16mm sync sound units from our 
rental inventory. We guarantee their perform¬ 
ance with the same back-up as given on a new 
camera—our exclusive repair rental policy. 
Eclair NPR #1565 Kinoptic finder 12-120 
Angenieux, Krymo crystal motor with vari¬ 
able speed module case for camera, case for 
two mags, 12V battery, shade, filter and 
cables $6,000. Bolex Pro (Sepmag) 12-120 
Angenieux 2-300’ magazines power pack and 
electronics case and crystal $5,000. Arri BL 
#52107 offset finder 12-120 Angenieux 
2-400’ magazines Universal motor battery, 
matte box, power cable $6,500. Arri M #765 
12-120 Angenieux, 2-400’ magazines, 8V Cine 
60 belt battery, constant speed motor, power 
cable $3,285. Arri 16S #8402 with Zeiss 12.5 
— 75#3968215, 2-400’ magazines torque mo¬ 
tor #8329, 7V04 battery & charger, Arri S 
coiled cable, black case for Arri S variable 
speed motor #3725 $2,585. Brand new. 
Leicina Super 8-64 Vario FI.9 zoom with 
Leitz registration and guarantee—special 
$385 . . . plus surcharge $21.20. 16mm Bell & 
Howell Filmosound 1535 optical sound pro¬ 
jector, Helix special $475. 16mm Bell & 
Howell Filmosound 83201 magnetic optical 
sound projector $795. 16mm Bolex S-321 
magnetic optical sound projector—demo— 
$895. 16mm H-16 Rex 1 v with 25mm fl.4 
RX and 75mm Switar FI.9 + Octometer and 
case, like new $595. 16mm Eiki auto load 
optical sound projector with super procuinar 
FI.3 zoom $575. 16mm Canon Scoopic 16 
with case and filters, unit used, perfect $650. 
16mm Cine Special late model 1-2 turret 
with 2 optical zoom finders, case and masks 
$295. H-16 Rex 5 Bolex camera body with 
18mm-86mm f/2.5 Vario Switar lens 400’ 
film magazines, take-up motor for film maga¬ 
zines, MST motor, rechargeable power pack, 
reporter blimp, electric camera grip, 456 
camera case, UV filter series 8, zoom cables, 
grip cables, motor cords—unit price—$1,750. 
Movies, movies, movies! $180 Zeiss 16mm 
movie scopes—while they last $135, plus 

$5.50 surcharge. Same as previous, corrected 
right to left $225. 16mm Bell & Howell Filmo 
70DA with 15mm F2.5, Ektar, 25mm F1.9 
B&H Taylor Hobson, 75mm F.4 B & H 
Telate—excellent $225. 16mm Bell & Howell 
70DR with 25mm Super Comat FI.9, 17mm 
Wallens Cine Raptar F2.5, 75mm Angenieux 
F2.5, & objectives $275. 35mm precision 
unitized synchronizer model S-635-2 $99.50. 
35mm precision rear counter assembly, as is 
$15. 9.5mm-95mm F2.8 Angenieux zoom 
Bolex Rex mount $895. 17.5-70mm Pan 
Cinor zoom for Arri $149, above with special 
adapter for “C” mount $164.50. Beaulieu 
synchro pilote 60PER, synch-pulse for 60 
cycles $125. Bolex H-8 Reflex with 2 lenses: 
12.5 Macro Switar F1.3RX and 36mm Fl.4 
Macro Switar RX—in perfect condition—spot¬ 
less $275. Bolex H-8 Reflex with 3 lenses: 
12.5mm Macro Switar FI.3, 36mm Macro 
Switar Fl.4, and 100mm Macro Yvar, plus 
H8-32 Rexo Fader $395. Canon Super 8 
#814 model, auto zoom 7.5—60mm with 
case—like new $195. Super 8 Beaulieu 4008 
3M complete—like new $445. $899 Super 8 
Beaulieu 4008 ZM11 display demo model 
w/guarantee card $640. Super 8M Bolex 
#280, latest model, display demo model 
w/guarantee card (originally $319.50) $235. 
Bolex multimatic Super 8 projector with 
12-30 zoom lens FI.3, display model, with 
guarantee card, (originally $289.50) $212.95. 
Bolex 18-9 demo movie projector with FI.3 
15/30 zoom, display model with guarantee 
card $134.95. Kodak Instamatic M95 dual 
projector—like new $114.50. 16mm Ecki 
sound projector, self thread, Helix Special 
$575. B&H 16mm #535 optical sound 
projector—excellent $375. New Bell & Howell 
#1535 R, latest 16mm optical sound pro¬ 
jector—on sale $475. Bolex H-16 EBM electric 
with Batonet mount, camera grip, battery 
charger, 3' camera cable, 4 filter holders, 
gelatin filters, carrying handle. You save at 
Helix . . . write for Helix special cash price! 
Bolex H-16 EMB complete with 400 magazine 
and Vario Switar POE zoom lens, list $2,295, 
used 3 times, with guarantee $1,625. New 
Bolex H-16 EMB electric drive cameras on 
hand! Bolex H-16 Rex 5 with Macro Switar 
26mm Fl.l RX with Vario Switar compact 
17/85 F3.5 zoom lens, display model with 
guarantee card $1,095. Beaulieu Cinema elec¬ 
tric 16 auto zooming R16B(PZ) with 
Angenieux 12/120 & built-in power zoom, 
display demo model w/guarantee card $1,775. 
$2,174 Beaulieu R16B, auto 16mm camera 
with Angenieux 12/120 auto zoom F2.2, 
display model, demo with registration card 
$1,649.50. Uher 1000/N Neo-Pilot sync tape 
recorder, complete package, Cine Special late 
model with masks and case and 2 Telescopic 
finders—excellent $295. What have you to 
trade? Write-call sales director, Selwyn S. 
Schwartz, HELIX CAMERA, LTD., 679 No. 
Orleans, Chicago, III. 60610 (312) 944-4400 
All major bank cards accepted. 

MITCHELL NC converted to mirror reflex. 
Three magazines, wild motor 110 sync motor, 
matte box. Perfect condition. $5,000. Write 
CINE-SYSTEMS, Lakewood Circle, Green¬ 
wich, Conn.06830 

ARRI 35mm II—C camera. Three lenses, 
motor, two 400-ft. magazines, matte box, 
NiCad battery, case. Excellent used condition. 
$2,695. VICTOR DUNCAN, INC., 155 East 
Ohio St., Chicago, (312) 321-9406 

LENS—ANGENIEUX ZOOM, 12-120, 16mm 
perfect, $675. JOHN SAHLI, 2472 No. Bart¬ 
lett Ave., Milwaukee, Wis. 53211 (414) 
964-2480. 

16mm FAIRCHILD MINI-RAPID processor. 
Pos/neg, dry to dry, $400. WEBSTER, 426 
N.W. 20th, Oklahoma City. 

STUDIO PRODUCTION EQUIP. 

SYNC BEEP-1/* 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, Arizona 85703 

CANON SCOOPIC demonstrator $795. Fold¬ 
ing shoulder pods, new $55. GORDON 
YODER, INC., 2840 Reward Lane, Dallas, 
Texas 75220 

5 MATCHED COOKE speed panchro 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 GAB- 
BAN1, 4300 Keystone Ave., Culver City, 
Calif. 90230 VE-9-3357 

ARRI BL 400 foot magazine, mint condition, 
$325. NCE fluid head with legs, mint, $300. 
Area code (603) 439-4967 

AURICON-PRO 3 mags, best optical, mag 
wired, turret, finder plus zoom doors, trunk 
case, extras, clean, best offer. (313) 549-0444 

FOR SALE. 16mm Eclair NPR like new, 
2- 400’ mags., 9-95 Angenieux zoom, quartz 
motor w/cables, 2 cases. Make offer. AMERI¬ 
CAN CINEMATOGRAPHER, Box 1747 

IMAGINATION, INC.—John Magnuson—sell¬ 
ing little used personal Arriflex S—very good 
—Angenieux 12-120—variable speed motor- 
power cord—$2,200 will deal—call DAVID 
BROOKS (415) 433-5480, 443 Jackson, San 
Francisco, Calif. 94111 

ANGENIEUX ZOOM LENS 17 to 68mm 
with viewfinder and case, reg. $695, $395. 
Cine Special II accessories, mask set $15. 
Front finders 15mm, 25mm, 152mm, $7.50 
ea. 102mm Kodak Anastigmat, $55. 102mm 
Ektar lens $79.50. Fl.4 Ektar wide angle 
converter lens $59.50. Par reflex viewfinder 
$65. Mitchell Maco finder $35. complete. 
K-100 102mm viewfinder lens $42.50. K-100 
hand crank for fades and lap dissolves $45. 
Kodak 8mm sound projector $125. All items 
in excellent condition. JACK HELSTOWSKI, 
736V2 So. Atlantic Blvd., Los Angeles, Calif. 
90022. (213) 268-0584 

AURICON PRO-600, magazine, amplifier, 
Pan-Cinor 17 to 70.5, case. $1,550. Bolex 
H-16 Reflex. $300. CZETLI PHOTOG¬ 
RAPHY, 551 Pine N.W., Grand Rapids, Mich. 
49504 

MITCHELL STANDARD high speed, three 
motors, four magazines, four lenses, finder, 
excellent condition. $1,600. Call (213) 
454-9903 

3— 4i/2” round star filters, never used. $90. 

(213) 454-9903 

RENTALS 
ARRI 16 “S”, complete outfit, including 400 
ft. mag. $100 per month, 3-month minimum. 
Reply to Box 1745, AMERICAN CINE¬ 
MATOGRAPHER 

RENTAL: 16mm ANIMATION STAND 
equipped with Acme camera. Reasonable 
daily, weekly rates. (212) 683-8358 

KEM UNIVERSAL 1,2,3 picture editing 
machine rentals. Day, week, month. Special 
rates for students. (213) 454-1594, 394-3161 

RATES: Ads set In lightface type, 30< per word. Minimum ad, $3.00. Text set in 
lightface capital letters (except 1st word and advertiser’s name) 50z per word. 
Modified display format (text set in boldface type, capitals or upper-and-lower 

case) $3.00 per line. Send copy with remittance to cover payment to Editorial 
Office, American Cinematographer, P.O. Box 2230, Hollywood 28, Calif. Forms 
close 1st of month preceding date of issue. 
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SERVICES AVAILABLE SITUATIONS WANTED 

Film Repertory 
Workshops 

PROGRAM: 

• Includes use of professional equipment with 
film, tape, and processing. Some of the equip¬ 
ment; Arri BL, Nagra, Sennheiser, Colortran, 
Houston Fearless, and Magnasync. 

• Includes a minimum of 160 hours of camera, 
sound, lighting, or editing concentration with 
side assignments in lab, costume, set, make¬ 
up, management, script, and acting. 

• Includes inclusion of your work in CinemaLab's 
Apprenticeship Repertory Exhibition for press, 
agents, and producers. 

Complete Price $495 
(text is extra) 

Write or call for information and application 
CinemaLab 

1839 Lombard Street, San Francisco, Calif. 94123 
(415) 563-7727 

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 

THE CAMERA DOCTOR repairs Arris, 
Eclairs, Mitchells. Call ALAN GORDON EN¬ 
TERPRISES, 1430 No. Cahuenga Blvd., 
Hollywood, Calif. 90028 (213) 466-3561 

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 
TORONTO, LTD., 36 Edgewood Crescent, 
Toronto 5, Ontario, Canada or telephone 
(416) 921-3930 for services. 

ALASKAN FILM CREW will work anywhere 
in Alaska from second unit photography to 
complete production with production staff 
and complete editing and sound studio facili¬ 
ties. CINEMA ALASKA PRODUCTIONS, 
Box 646, Juneau, Alaska 99801 (907) 
586-2249 

GORDON YODER, INC. repairs all types of 
conversions 

FILMING IN JAPAN. International motion 
picture company. Telex J2-6219. Cable 
IANMUTSU, Tokyo. Air mail IAN MUTSU, 
CPO Box 710, Tokyo. 

POSITIVE ENERGY. Have BS and want to 
learn other letters in alphabet. Editing is 
specialty so appreciative of all areas of 
production. All offers considered. FRANK 
WAITKUS, 2606 Highland Ave., San Diego, 
Calif. 92105 (714) 264-2633 

MISCELLANEOUS 

ORIGINAL SCREENPLAY—very sensitive, 
powerful story of a writer and his love for a 
dying, once-famous quarter horse. P.O. Box 
6153, Station “D”, London, Ontario, Canada 

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 

WANTED 

STEENBECK EDITING TABLES—16mm or 
35mm models. Write or call SHADOW 
FILMS, 630 Ninth Ave., New York, N.Y. 
10036 (212) 582-2368 

WANTED: ECLAIR, ARRI or Beaulieu. Also 
16mm editing equipment and projector. Cash 
paid. J. Mahoney, 105 Iris Rd., Darien, III. 
60559 (312) 325-6090 

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 

SECOND EDITION 
L 

By CHARLES G. CLARKE, ASC 

Professional Guidance For Aspiring Cinematographers 

SUBJECTS INCLUDE: Camera, camera mounts... Lenses, wide-screen lenses 
... Filters and Filter effects... Day-fpr-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.D.’s. Single book orders will not be billed. 
Check or money order must accompany orders 
for single bocks. 

Name   

Street ___ 

-ity  

State  zip.  

California residents please remit 5% Sales Tax 
(50«- per copy). Foreign buyers please pay by 
International Money Order or US funds. 
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“Frezzi-Cordless” professional 16mm 
TVnewsfilm single/double system 
sound cameras are ready-to-roll. 

MADE IN U.S.A. 

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) 

Features famous 
BACH AURICON 
movement. 

Jim Frezzolini's "Frezzi-Cordless"1 

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 

Americas 
Lowest Prices! 

ELECTRON BEAM RECORDING 65 K Street, Northeast, Washington, D.C. 20002 • 202/783-2700 
FOR BLACK AND WHITE World's Most Sophisticated Video Tape And Film Laboratories 


