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

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

EXCLUSIVE CSC CONVERSIONS 

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, inc. 

625 WEST 54th STREET • NEW YORK, N.Y. 10019 • 212 757-0906 



FORGET THE IMITATIONS! 

• Snaps on in seconds without tools 
•Functions with your present cables and batteries 
• Adds nothing to camera dimensions; only 12 ozs 
• Pre-wired for radio slating 
• Hundreds field-proved in Europe for over a year 

• Accuracy better than 1/6 frame per 400' (±10 ppm) 
• Variable speed range 10-50 fps 
• External sync reference (slave from any pilot source) 
• Automatic out-of-sync safety stop (manual override) 
• Immediate delivery 

SYNCHRONIZER 205S 
Only 4 lbs. Precision design self- 
resolver. Latest silicon ICs, 110- 
220VAC or Nagra powered. 
Multi-duty. $395 

TIME SYNC GENERATOR 
544 
High-stability crystal os¬ 
cillator for Nagra permits 
linkless sync recording. 
$215 

CAMERA SPEED 
INDICATOR 516 

Spot-checks or 
continuously 

monitors output 
of camera sync 
generator. $150 

t 

CRYSTAL MOTOR 
504 FOR ARRI 
Simply slide into 
Arri S, M for wire¬ 
less sync filming, 
crystal cutaways. 
$750 

SEE YOUR DEALER OR WRITE/PHONE 

Imagel Je-gicesTiicoruorateca. 

Co 

811 N.W. 111 STREET • MIAMI, FLORIDA 33168 USA • (305) 754-4141 
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The Hotter says 
“I WILL 

NEVER GO 
ON 

LOCATION 
WITHOUT 

THE 
CINEMOBILE 

AL RUDDY 
PRODUCER 

“FANTASTIC! 
AREAL 

TIME 
SAVER” 

FRANCIS FORD COPPOLA 
DIRECTOR 

“ADDED 
OVER 

AN HOUR 
A DAY 

IN EXTRA 
SHOOTING 

TIME” 
GORDON WILLIS 

CINEMATOGRAPHER 

]JUlC 

THE STUDIOS OF TOMORROW 
HOLLYWOOD 

(213) 652-4800 

MEXICO 
(905) 549-33-55 

LONDON 

01-839-5285 

NEW YORK • TORONTO 
(212) 868-2569 (416) 252-2294 
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When your microphone becomes the industry standard, 
what do you do for an encore? 

Something even better! 

the mrausaoii? 
an innovative new condenser microphone 

with the best virtues of cardiod and shotgun 

You did it. You and your fellow professionals. 
Made our MKH 805 shotgun condenser micro¬ 
phone the industry standard. 

While we’re not particularly surprised, we are 
grateful. Grateful you appreciate our MKH 805’s 
unusually wide, flat response, extreme direction¬ 
ality and high overload resistance. Grateful you 
appreciate its ruggedness, compactness and 
light weight. And most of all, we’re grateful 
you use it so widely, both in studio and 
field-recording, that it’s become the most 
talked-about microphone success story 
in decades. 

But the MKH 805 shotgun micro¬ 
phone was a hard act to follow, 
especially since we don’t bring out 
new products for change’s sake. Now, 
however, we are pleased to bring you 
our new MKH 415 and 815—the “littleshot” 
and the “bigshot”—two remarkable microphones 
representing a third generation of Sennheiser con¬ 
denser microphone design. 

the littleshot 

Not too long ago, we discovered our shotgun micro¬ 
phone being used for applications beyond our 
original intentions. Because of its small diameter 
and longer-than-normal size, reporters used it for 
interviews at normal miking distances. And be¬ 
cause of its flat response and high directionality, 
studios often used it to pick up performers and 
to actually “close-mike” instruments from a 
distance, due to its lack of proximity effect, and 
“pop” reduction. 

“Why not,” we reasoned, “create a new 
condenser microphone especially for these 
diverse applications, where extreme direc¬ 
tionality is not required?” The MKH 415, 
“the littleshot” is the result. j 

Using an improved combination of 
pressure-gradient and interference prin¬ 
ciples, the MKH 415 is truly a remarkable 
microphone. Directionally speaking, it 
behaves as a super-cardiod below 2 kHz; 
at higher frequencies, it exhibits a beam- 
type (or baseball-bat) pattern. Besides re¬ 
ducing leakage, thisdesign provideshigheron- 
axis conversion efficiency, with two more benefits. 

and the 

worthy successor to the 
famous MKH 805 

First, pops and wind-noise are re¬ 
duced, even without its accessory 

I windscreen and shockmount. But even 
more important in many applications, 
is the MKH 415’s virtually total freedom 
from proximity effect, which, coupled 
with its unusually flat response, makes 
possible “close-miking” of singers and 
instruments without need for bass at¬ 
tenuators. Beyond these features, the ex¬ 
tremely wide response, low ambient 
noise, high output and overload resistance 
characteristic of all Sennheiser micro¬ 
phones have also been retained. 

Physically, the MKH 415’s 10" length 
provides reporters and other outdoor users 
with the added “reach” they seek, while 
performers will find the design less fatiguing 
to use and more aesthetically pleasing, since 
they need not hide their faces to project 
their sound. 

the bigshot 
In the MKH 815, all the good things that 

made its predecessor’s reputation in filmmak¬ 
ing and broadcasting have been retained. And 
another advantage has been added: through an 
improvement in the microphone’s interference 
design, by increasing the number of slots along 
the microphone’s sides (to reduce the area of 
individual ports), the MKH 815 has additional re¬ 
sistance to pops and wind noise. Thus, in many 

situations formerly requiring additional precau¬ 
tions, the MKH 815’s accessory windscreen and 
shockmount will not be required. 

more encores 
Besides the amazing new “littleshot” and the im¬ 
proved “bigshot,” there are many more new things 
on the way from Sennheiser. While we’ll be talking 
about them in the future, you can find out about 
them now by requesting the second edition of our 
Micro-Revue—which contains a good deal of useful 
audio information besides. Please write or call: 

zTfk:* E l\l M H EIS E R 
r* ELECTRONIC CORPORATION 

500 Fifth Avenue, New York, N.Y. 10036 (212) 564-0433 
Manufacturing Plant: Bissendorf, Hannover, West Germany 
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Little guys or Big Gliys 
are why we’re in business — 

for fast, competent service 

of any 16mm processing need 

If you’re a little or big guy in 16 mm film production all you 
want is a fair shake — equal time — and the best laboratory 
and sound services your dollar can buy. That’s why SWFL 
has customers of all sizes — in all parts of the U.S. — and 
abroad. . . . Just because SWFL has no hang-ups about 
bank-roll ego. Put another way, after 22 years successful 
processing, SWFL knows profit is a measure of how it treats 
all customers personally and in getting out award-quality 
processing on a day-to-day basis. So our desires are very 
simple — we just want the opportunity of working with you 
once. The repeats are a function of how well we treat you. 
Right? This is what we have earned our reputation on: 

PROCESSING: Daily processing (Mon./Fri.) normal or forced, of the entire family 
of 16 mm Ektachrome films, B & W negative and B & W reversal. SOUND RE¬ 
CORDING: Complete Recording, Re-Recording, Music Scoring, Multiple Channel 
Mixing, Westrex Optical Track (royalty free), and Westrex Electronic-print Trans¬ 
fers. SPECIAL SERVICES: 1:1 Optical Printing and Special Effects. Fade and 
Dissolve production in 13 lengths (contact printing only). Conforming. Editing. 
Title Art and Photography. PRINTING: Color and B & W Dailies. Exclusive TRIAD® 
Additive Computerized Duplicating Process. Color Internegative/positive with 
TRIAD® Additive Scene-to-scene Color Corrections. EQUIPMENT SALES OR 
RENTAL. 

A simple way of saying — have a piece of 
old-fashioned birthday cake to help celebrate 

SWFL’s 22 years of service. 

THE SYMBOL OF 

TOP QUALITY 

WORKMANSHIP 

AND SERVICE 

SOUTHWEST FILM LABORATORY, INC. 
3024 FORT WORTH AVENUE • A/C 214 331-8347 

DALLAS, TEXAS 75211 
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WHAT’S NEW 
IN PRODUCTS, SERVICES AND LITERATURE 

NEW REMOTE CONTROL FOR ARRI 
16BL FOR USE WITH TAPE 
RECORDER 

The Arriflex Company of America 
has announced a new remote control 
device for the Arriflex 16BL for use 
with the Arrivox-Tandberg Tape Re¬ 
corder. The new installation enables the 
cameraman to control the stop-start 
functions of the recorder remotely and 
automatically as he stops and starts the 
camera. It will also serve with other tape 
recorders designed for remote control of 
stop-start. 

The Arriflex Automatic Remote 
Control consists of a miniature electrical 
relay installed on the start-mark circuit 
board of the 16BL, a new 6-pin Pilotone 
outlet on the camera, and a special 
Pilotone cable. The installation can be 
completed within 48 hours providing 
shop-time is reserved at least 10 days in 
advance. 

The new installation is believed to be 
a great help for small crews and especial¬ 
ly for production crews working on 
difficult locations. 

The parts for the Automatic Remote 
Control come in a kit which lists for 
$80. Installation labor, which costs $36, 
can be arranged through all authorized 
Arriflex dealers or through the Arriflex 
Company of America, 25-20 Brooklyn- 
Queens Expressway West, Woodside, 
New York 11377, telephone (212) 
932-3403. 

NEW PAR-TYPE PHOTOLAMPS 
FOR DAYLIGHT CONVERSION 

The introduction of Dichroic filters 
and Dichroic coated PAR type photo 
lamps for conversion of incandescent 
light to daylight has increased the over¬ 
all efficiency of incandescent lamps 
when used as daylight fill for photog¬ 
raphy. 

Art Bodkins Optics, Inc. proudly 
announces the development, under a 
Patented system, of the new ART BOD¬ 
KINS PAR-64 and PAR-36 Photolamps 
for Daylight Conversion. Now for the 
first time on the Market photolamp 
users can be assured of the following 
features: 
Guaranteed not to fade for the life of 
the filament. 
The PAR-64 can last from 100 to 150 
hours of burning life. 
The PAR-36 can last from 15 to 20 

hours of burning life. 
Radiant heat in the light beam is re¬ 
duced by nearly 50% in the new system. 
These lamps will resist fresh and salt 
water. 
They will withstand tropical and sub¬ 
freezing temperatures. 
Will maintain a Kelvin Color tempera¬ 
ture of 5600° K± 400° K 
All at a lower cost than ever before! 

Arthur Bodkins, President of Art 
Bodkins Optics, Inc., has been experi¬ 
menting with photographic lighting and 
color improvements for over 25 years 
and has now developed a dichroic coat¬ 
ing that meets the standards of the 
Industry for the same exposure of the 
multi-layers of Color Film as does natur¬ 
al daylight. All dichroic filters and 
photo lamps are tested at the Bodkins 
laboratories pursuant to the Film Bal¬ 
anced Color Meter developed by Photo 
Research in cooperation with the Mo¬ 
tion Picture Producers Research Center 
in Hollywood, California. 

For further information and price 
lists, write to ART BODKINS-OPTICS 
INC. PHOTOLAMP DIVISION, 77 
SUMMER STREET, BOSTON, MASSA¬ 
CHUSETTS, 02110-TELEPHONE 
(617) 542-1944 CABLE ADDRESS: 
BODKINS-BOSTON. 

NEW 12-INCH 5000-WATT 
FOCUS-RING FRESNEL LIGHT 

Berkey Colortran, Inc., a division of 
Berkey Photo, Inc., announces the in¬ 
troduction of its new 12” 5000 watt 
Ring-Focus Fresnel. The unique focus 
ring permits rapid focusing from any 
position. A new lens design provides 

greatly increased performance. 
This new 5000 watt Fresnel features 

the Colortran four-point contact socket 
(patent pending) for positive mounting 
and improved lamp life. Lamp life is 
further enhanced by the Fresnel's 
unique cooling design. Focusing is done 
by moving the lens rather than moving 
the lamp. Filament vibration and shock 
is eliminated, further increasing lamp life 
by as much as 50%. Thrust out relamp¬ 
ing permits lamp changes without mov¬ 
ing the fixture or disturbing barndoor 
adjustment. The unit accepts 5kW 
3200° and 3400° tungsten-halogen 
lamps. The Bi-post lamp socket remains 
stationary; thus, no flexing of the input 
wiring. It is available in both hanging 
models for grid use or stand models for 
floor operation. The unit weighs only 
36 lbs. and costs $325.00. 

For more information, write to Berk¬ 
ey Colortran, Inc., 1015 Chestnut 
Street, Burbank, California 91502. 

NEW LINE OF COMPACT, AUTO¬ 
MATIC FILM PROCESSORS 
INTRODUCED 

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 like ele¬ 
vator legs, nylon gear-roller chain drive 
and increased chemical capacity tanks, 
the Cramer Processors are ideally suited 
for low budget film processing. Simpli¬ 
city 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. u 
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EXT RA5 
Read all about It! 

NEW AGE CATAL 
NOW AVAILABLE 

SERVING THE WORLD 

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

Sales: (213) 985-5500 • Rentals: (213) 466-3561 

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. 
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The fast and easy 
way to gel windows 

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. 
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Because it is a Bolex. 

The new Bolex EBM Electric 16. With all 
the solid, dependable features you asso¬ 
ciate with Bolex. Plus built-in motor, and 
rechargeable 12-volt battery contained in 
the most comfortable grip you ever held in 
your hand. A compact, easy-to-handle, 
thoroughly professional 16mm camera. At 
a price that should put an end to rentals 
forever. $1200 and it’s yours to own. 

The motor is electronically controlled for 
accurate, steady running at speeds of 10 
to 50 frames per second, and 24 and 25 
fps for synch sound. An easily attachable 
400' film magazine is also available. 

The EBM has flickerless ground glass re¬ 
flex viewing and focusing with 14X magni¬ 
fication. Plus a handy behind the lens filter 

slot arrangement. And the camera incor¬ 
porates the famous Bolex registration claw 
that assures rock-steady images. 

Equipped with the Vario-Switar 16-100mm 
zoom lens with electric-eye through-the- 
lens light metering and power zoom, the 
EBM becomes the most automated pro¬ 
fessional camera. (NASA chose Switar 
lenses for use in the Apollo flights.) A 
dozen other top quality fixed focus and 
zoom lenses are available, all incorporat¬ 
ing the bayonet type lens mount for instant 
lens changing and locked ring security. 

Accessories for the EBM include a small, 
lightweight synch pulse generator that 
rides in a pocket. And a pocket-sized 
crystal control unit for wireless synch 
sound filming. 

The Bolex EBM has everything a profes¬ 
sional could wish for in an electric 16. At a 
price that sounds like wishful thinking. 

Paillard Incorporated, 
Other products: Hasselblad cameras and accessories, 

Hermes typewriters and figuring machines. 

Paillard Incorporated, 
1900 Lower Road, Linden, N.J. 07036. 
Please send me your free 32-page catalog on 
the EBM and all other Bolex 16mm cameras 
and accessories. 

Name_  

Company  

Address  

City State Zip  



Our camera 
behind you, Mrs. Nixon. is 

Our whole company 
is behind you, 

Arnold Gits. 

We were honored to supply film equipment for the 
recent and historic China visit. While such 
prestige assignments are flattering, we never 
forget that it was the “small” film maker, 
like Arnold Gits, who got us started. We 
value his friendship, and always put everything 
we've got into answering his special needs. Film Equipment Rental Company 

Like the people we serve, FERCO is creative, 
professional and dedicated to constantly 
bettering its capabilities. That’s why our 

loyalty to Arnold is not just sentimental. We 
figure the better Gits gets, the better we get. 

New York: 419 W. 54th St., (212) 581-5474 
San Francisco: 1300 Sansome St., (415) 398-2307 
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Magna-Tech's 
electronic method 
of altering sound tracks 

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

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

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

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

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

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

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

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

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

Master Magnetic Pick Up 
Recorder with Selective Erase 

MAGNA-TECH ELECTRONIC CO., INC. 
630 Ninth Avenue / New York, N.Y. 10036 

. Quad Eight - Magna Tech. 11810 Vose St., North Hollywood, Ca. 91605 

. Cinesound International, Ltd., Imperial Studios, Maxwell Road, Borehamwood, England 

. Magna-Techtronics (Aust) Pty., Ltd., 49 Whiting St., Artarmon, N.S.W., Australia 2064 
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WESTERN 
Qiwc 

Complete 
Producers' Services! 

COLOR PROCESSING 
— VIDEO TIMING 

“FRONT-END SERVICE” 
EASTMAN COLOR NEGATIVES 

& POSITIVES 

OPTICAL PRINTING 16mm to 16mm 
35mm to 16mm —8mm PRINTING 

SOUND RECORDING, DUBBING, 
MIXING 

EQUIPMENT RENTAL & SALES 

A quality-oriented lab — 
We do the job right! 

WESTERN Oe | 
DENVER 

312 So. Pearl St. - Denver, Colo. 80209 

Cine Craft 
8764 Beverly Blvd. - Hollywood, Calif. 90048 

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

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

QWhen trying to penetrate consid¬ 
erable haze in aerial shots, using 

5254 neg and the 85, will the 85 be 
sufficient to penetrate the haze by itself 
or would you add either a haze or 
polarizer? If you were to add either of 
these two filters, which would be the 
best? 

Alt is not necessary to use a haze 
filter when using a Wratten 85 

filter. A haze filter such as a Wratten 2B 
filter has a transmittance at 400 nanom¬ 
eters of 19%. Therefore, adding a Wrat¬ 
ten 2B filter to a Wratten 85 filter 
would do little to absorb additional 
haze. 

QWhen using a polarizing filter with 
its 11/2-2 stops, do you open up 

the lens 2 stops for the filter in its 
darkest position and 11/2 stops in the 
lightest position or do you allow 2 stops 
regardless of where the filter is set? 

A Polarizing filters are generally 
used in photography to darken 

the sky; however, they are also useful in 
reducing or eliminating reflections from 
shiny surfaces. Since approximately 
one-half of the reflected light is ab¬ 
sorbed by the polarizing filter, an in¬ 
crease in exposure is necessary. This is 
true regardless of the rotation of the 
filter. A filter factor of 3 is usually 
assigned to polarizing filters which rep¬ 
resents an increase of 11/2 stops for 
nearby flat-lit subjects. When the filter 
is used with side lighting or top lighting, 
an additional increase of from 1/2 to 1 
stop in exposure is required. Refer to 
the third edition of the American Cine¬ 
matographer Manual, page 460. 

Ql have an assignment to photo¬ 
graph a botany subject of cacti. 

To make the static scenes appear to 
have motion, I would like to pan around 
the plants, but this presents a depth-of- 
field problem. Do you have a sug¬ 
gestion? 

A You might use a reflex camera, 
such as an Arriflex, and pre-plot 

such a scene, keeping a record of the 
focus setting at each plane of the 
subject. After such a rehearsal, then film 

the scene, having an assistant make the 
focus changes as you pan. Check pan¬ 
ning speed recommendations on page 
229 of the Third Edition of the Ameri¬ 
can Cinematographer Manual. 

Ql need a high-contrast effect on 
16mm stock. How can I achieve 

this? 

A If your work is in B&W, you 
could use positive film, such as 

that which prints are made of, for your 
negative. If your work is in color, then 
underexposure and high contrast light¬ 
ing would produce this effect. 

Ql must photograph some old, fad¬ 
ed, yellowed still pictures on 

16mm black-and-white film. What filter 
should I use? 

A We would use POSITIVE film, 
such as that used for making B&W 

prints, as a camera negative, since this 
film is of high contrast and is only 
sensitive to blue light. Blue being the 
complement of yellow would produce 
the most detail and contrast. If you 
wanted to use regular B&W negative 
film, then a blue filter, such as the 
Wratten #37, should be used over the 
lens or lights. 

QWhat is the best way to photo¬ 
graph oil paintings to avoid reflec¬ 

tions from the oil on the canvas? 

A Any lights used to illuminate the 
oil paintings should be placed at 

acute angles so as to avoid direct reflec¬ 
tions. We have found that using yellow 
filtered light to illuminate the painted 
area helps to penetrate old varnish and 
make the painting appear more rich and 
natural. A lemon yellow filter, or even a 
light orange, such as an #85, might be 
barn-doored on to the painted area. 
Eliminating any yellow filtered light on 
the gold frame, should produce the best 
results. 

What is the best 16mm camera? 

A Why not check with the people 
who use them? 
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A LETTER TO ECLAIR FROM WILLIAM HARTIGAN, OFFICIAL HISTORICAL CINEMATOGRAPHER OF PRES. NIXON’S CHINA TRIP 

Dear Leo: 

It was obvious to me, when assigned as official historical cinematographer to 
cover every aspect of President Nixon's trip to-the Peoples Republic of China, that 

the Eclair ACL was the only camera to handle a project of this magnitude. 

The crew, four people including myself. 4 ACL's with 12 magazines and 9 bat¬ 

teries were taken with an assortment of zoom lenses. Two of the ACL's were to be 

used as back up cameras, while the other two carried the burden which averaged out 

about 15 hours a day for 8 days. As it turned out, the spare cameras were never used. 

The working cameras each had 6 magazines. 3 magazines were loaded with 72 52 for 

daylight scenes, other magaines were loaded with 72 42 to be used in filming under 

adverse lighting conditions. The raw stock was loaded on daylight 200 foot spools 

and taken up on 200 foot spools. This gave camera crews additional speed by elimi¬ 

nating the need to go into the changing bag. Not once did we experience any jams 

with the daylight loads, although we were warned it was a gamble as to whether or 

not the daylight spools would continuously perform their function. 

This factor, plus the speed in which we could change magazines gave us the 

enviable position of having complete continuity of scenes. In comparison with our 

brother newsreel cameraman, who had to struggle with the weight of a conventional 

newsreel camera, we also enjoyed the luxury of not freezing our fingers when thread¬ 

ing up as with the other antiquated camera systems. The weight and balance of the 

ACL, with'the eye piece location gives perfect configuration of tota-1 portability 

with precise balance. 

Another factor which made this camera the ideal selection was the batteries 

and crystal control motor. For example: On the day the President visited the Great 

Wall of China, both cameras were exposed to a wind of about 20 miles an hour and 
with the outside temperature, this added up to a chill factor of minus 15 degrees 

farenheit. After this length of exposure both cameras started without any hesita¬ 

tion. There was no hunting of the motors. Nagra recorders indicated perfect sync 

and enabled us to acquire historical footage of the Great Wall of China and the 

Presidential party's official visit. 

Of great importance was the performance of the batteries. Because of their con¬ 

venient size, they were carried in our pockets. The first few days, we each carried 

4 apiece, on the third day, it was obvious to us, these batteries were capable of 

handling up to 10 magazines without showing any capacity loss. We don't know if 

they could have gone more than 10 magazines because prudence precluded our pushing 

our luck. With a transistorized power supply connected to a Chinese car's battery, 

it gave us a portable field charging unit and of course, the charging speed, about 

twenty minutes per battery, is another factor that field producers working under 

the most adverse conditions could make note of. 

In summation, this was the most sophisticated camera unit ever used in the 

field to provide the Official Historical Film Record of a Presidential Trip Abroad. 

In considering the dimensions of the China Trip, everything had to perform with per¬ 

fection each time the starting button was pushed, and the Eclair ACL far exceeded 

our expectations. 

ACL has clout. 

ECLAIRHto 
FOR THE ACL BROCHURE, WRITE OR CALL: 
ECLAIR CORPORATION, 73 S. CENTRAL AVE., VALLEY STREAM,, N.Y. 11580 PHONE: (516) 561-6404 • 7263 MELROSE AVE., LOS ANGELES, CALIF. 90046 PHONE: (213) 933-7182 

DISTRIBUTED IN CANADA: 
ALEX L. CLARK LTD. 3751 BLOOR ST. WEST, ISLINGTON 678, ONTARIO • 7104 HUNTER WOOD RD. N.W. CALGARY 51, ALBERTA • MONTREAL 128, QUEBEC 
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Introducing the world’s most 
versatile editing machine... 

HG1AICHR 
The editing console that expands and is 
designed for total editing convenience 

IN 

PORTABLE. SHOWCHRON is the first portable editing machine. 
It has detachable legs and can be carried in a station wagon. 

All controls are readily accessible. 

SINGLE SPROCKET. Its single sprocket 
enables the operator to edit short scenes 
for both picture and sound. The single 
sprocket makes threading easy, and 
permits you to run original 
pictures safely. 

EXPANDABLE from one picture and one 
soundtrack to one picture and three soundtracks 
or two pictures and two soundtracks 
or three pictures and one soundtrack. 
Modular in construction, the basic four plate 
model can be expanded up to eight plates. 

MADE IN USA. SHOWCHRON is 
manufactured in the United States by 
Showchron America and is completely 
new in concept. A complete range of 
models: some for 16 and others for 35mm editing. 

Price: $5271 

a 

Digital readout counter. Fast rewind and instantaneous start/stop and forward/reverse. 

High speed viewer for television is available. 

On exhibit at SMPTE show, New York Hilton Hotel, May 1-4, Booths No. 15-16, New York City 

8 
■ 

Write for brochure and price list 

HDIAJCHRDN 
5707 CAHUENGA BLVD., NORTH HOLLYWOOD, CALIFORNIA (213) 762-9466 

Distributed by A.V.E. Corporation, 250 W.54th St.,New York,N.Y.10019 (212) 757-0552 
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NOTHING CHANGED BUT THE NAME 

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

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. 



CINEMA H 
By ANTON WILSON 

FILM RAW STOCK 

The cinematographer, like any artist, 
carefully selects his tools to match the 
particular situation. The type of camera, 
lens, filter, etc., will be chosen on the 
basis of the visual effect desired. This 
same care should be exercised in select¬ 
ing the raw stock, and the method of 
printing. 

Each type of film stock exhibits 
unique characteristics that will deter¬ 
mine its suitability for a particular 
situation. A series of tests has been 
devised to rate each raw stock according 
to several different criteria. The results 
of these tests will reflect the 'personali¬ 
ty' of the particular film stock. The 
cinematographer can then select the 
stock that will provide those qualities 
important to the specific application. 

The test data most relevant to the 
cinematographer are the exposure in¬ 
dex, color balance, latitude, resolving 
power, RMS granularity and modula¬ 
tion-transfer curve. Each motion picture 
raw stock on the market has a film data 
sheet on which the value of each of the 
mentioned criteria is listed. Proper inter¬ 
pretation of these values will reveal the 

FIGURE A 

a 

FIGURE B 
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film's visual and recording personality: 
contrast, sharpness, graininess, detail, 
etc. One can determine lighting levels, 
lighting contrast ratio and effective sub¬ 
ject contrast ratio, in addition to the 
proper filters to use under abnormal 
light sources. 

It is obviously to the cinematograph¬ 
er's advantage to have a thorough 
knowledge of the terms used in the data 
sheets and an understanding of the 
relationship between the values listed 
and the respective visual qualities. The 
best approach to becoming familiar with 
the data sheet is to fully understand the 
procedure involved for determining the 
value of each criterion. 

Modulation- Transfer 

The modulation transfer curve is 
most closely associated with the image- 
detail characteristics of the film. Specifi¬ 
cally, it will reveal the tendency of the 
film to lose efficiency in reproducing 
fine details of the image. This is usually 
due to diffusion of light within the 
emulsion layers or, possibly, to adjacen¬ 
cy effects in development. The proce¬ 
dure for determining the modulation 
transfer curve is logical and direct. 

The test chart consists of a series of 
black and white bars (FIGURE A). Note 
two important facts about these bars, 
however. A close look will reveal that 
they are not sharply defined black and 
white areas, but rather an area of white 
that gradually goes through the gray 
scale to black and vice versa. This is 
actually a sinusoidal pattern; the areas 
change from light to dark to light, etc., 
sinusoidally. Moving left to right, note 
also that the spacing of the areas gets 
progressively smaller, or expressed sinus¬ 
oidally, the frequency of the pattern 
increases progressively. This test chart is 
photographed on the raw stock in ques¬ 
tion. FIGURE B shows the photo¬ 
graphed test chart magnified to the size 
of the original chart. 

The photographed image is then 
scanned with a microdensitometer. The 
microdensitometer is essentially an ul¬ 
tra-ultra-narrow beam spot light meter 
that is used to measure light transmit¬ 
tance (density) through a minute area of 
the film. This area is extremely small, 
usually a circle with a diameter less than 
one-thousandth of a millimeter, much 

smaller than the spacing of the photo¬ 
graphed pattern. As the microdensitom¬ 
eter scans the chart from left to right, it 
will respond to the light and dark areas. 
The needle will move sinusoidally back 
and forth indicating the respective 
changes in light transmittance (density). 
FIGURE C is a chart recording of the 
microdensitometer as it scans the nega¬ 
tive in FIGURE B. 

Note that, as the frequency of the 
pattern increases, the microdensitome¬ 
ter no longer records a full swing from 
black to white; the response begins to 
fall off. In other words, the film did not 
faithfully record these fine changes in 
light. Due to diffusion in the emulsion, 
the light and dark areas begin to blend 
into a gray. Looking again at FIGURE 
C, the frequency will reach a point 
Continued on Page 677 

FIGURE D 

SPATIAL FREQUENCY (cycles/mm) 
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Vari-flector II 
We’ve made a good product even better! 

More versatile than 
any other reflector. 
More rugged and easy 
to use than ever before. 
The only reflector that rolls up 
into a compact case for storage 
and travel is also the only re¬ 
flector on the market with a flood 
control: the Lowel Vari-flector 
And now, we’ve improved it! 

New ease of assembly 
If you’re familiar with the Vari- 
flector, you already know it un¬ 
rolls like a roll-top desk 
becoming rigid by 
attaching two side 
channels and a cross 
bar. But now, the 
side channels open 
wide, making the 
reflector a cinch to 
insert. 

New ruggedness 
The Vari-flector’s chan 
nels now clamp shut like a 
vise. Which, with the added protection 
of a new cross bar locking lever, in¬ 
creases structural integrity ... 
even in high winds. 

As compact as ever 
The large Vari-flector II 
(model 404) and stand 
fit into a 42 x 7" case. 
And the smaller 
unit without stand 
(model 202) fits into 
a case only 24 x 41/2 ". Both units are compact 
enough to take to the most remote locations. 

Superior stand-mounting 
Rugged, lightweight Vari-flector stand 
(model VS) assures positive tilting, pan¬ 
ning and height adjustment, providing hori¬ 
zontal, vertical and diagonal reflection and 
flooding. Center spike can be forced into 
soft ground for added wind stability. Extend¬ 
able leg levels stand on uneven ground. (In 
cidentally, many gaffers have taken to using 
our VS stand for large lights, cutters, etc.) 

Exclusive flood control 
Vari-flector’s brilliant, 
extremely even light 
pattern can be in¬ 
stantly softened and 
spread out (as much 
as 3:1) with its finger- 
operated cam lever. 
You can continuously adjust the 
degree of flood to prevent “washing 
out” subjects as they approach the 
camera. 

Works indoors, too 
Vari-flector is an excellent studio or 
location “source”, reflecting artifical 
or window light. And it’s especially 
useful where space and/or power 
restrictions exist. 

Cleans with soap and water 
The aluminized surface resists 

stains and scratches; eliminates 
frequent, expensive resurfacing. 

Choose from two sizes 
Model 404, measuring 42 x 27" 
opened, and model 202, 24 x 18". 

For more information 
.. visit your Lowel dealer, and 
try the Vari-flector II for yourself. 

For his name, or further informa¬ 
tion, contact us. 

lOIIKl 
Lowel-Light 
Photo-Engineering 
421 West 54th Street 
New York, N. Y. 10019 
(212) Cl 5-6744 

U.S. Patent No. 3,254,207 
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You’ll be seeing a big surge 
in G-rated pictures. 

That’s just my opinion, but profits 
in this business come from getting 
people into theaters, and that means 
youngsters, too. Pictures with broad 
appeal should attract more people. 

I think a film that cuts across age 
groups will be good for the whole 
industry. 

That’s why it makes me feel good 
whenever I see a new neighborhood 
theater opening up somewhere. 

Because that helps all of us in the 
industry. But it also brings back our 
commitment to audiences to give an 
enjoyable few hours in those theaters. 
For instance, I put all my releases on 
Eastman print film. I know how audi¬ 
ence enjoyment can be shattered by a 
film break. There’s no compromise 
with Eastman film quality. It’s part of 
my bargain with my exhibitor. We both 
know Eastman print film holds up. 

EASTMAN KODAK COMPAN 
Atlanta: 404/351-6510 Chicago: 312/654-5300 
Dallas: 214/351-3221 Hollywood: 213/464-6131 New 
York: 212/262-7100 San Francisco: 415/776-6055 



SAMCINE 
LIMPET 
MOUNT 

As its name implies, the LIMPET CAMERA MOUNT can be 
instantly attached to almost any smooth, non-porous 
surface be it horizontal, vertical or anywhere inbetween. 
Three powerful suction cups, operated by levers provide 
a strong and efficient means of attachment. 
Hence it is ideally suited for fixing a camera to the out¬ 
side of a motor vehicle, to a window or any other suitable 
and convenient surface. 
The head, adjustable through an angle of 110°, incorporates 
a bowl type levelling device with a flat platform mounting 
suitable for 'locked-off' camera positioning. The customer 
may, if he wishes, use his own Arriflex bowl levelling 
type tripod head in conjunction with the Limpet where 
camera movement is desirable. 
Strongly and ruggedly made it will safely support a 
professional movie camera, of up to 40 lbs. in weight, 

even vertical surfaces. 

Price complete with carrying case. 

$600 
U.S. & U.K. Patents and design rights pending 

FOB London 

Vertical mounted 

Horizontal mounted 

As tested by 
JIMMY WONG HOWE 

SAMUELSON 
FILM SERVICE 

LIMITED 

SAMUUSOH 
AICA-CWIMA 

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’Bui I ding 
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. 



of Texas. 
Swamps in Texas? Sure. The 

Caddo Lake area, for instance. 
Over 32,000 acres of it. Big bold 
trees draped with Spanish moss, 
lush jungle-like aquatic growth, 
and yes, there is a “Swanson’s 
Landing.” 

Filming “on location” can 
cost a lot of time and money. 
Especially if the “locations” are 
here, there, and way over there. 
Texas is fast becoming the 
“everything” state. From 
swampland to plains and 
prairies. From mountains to 
valleys. From big cities to small 

towns. But Texas is a big state. 
We don’t expect you to spend the 
rest of your budget sight-seeing 
and exploring. Just call us. We’ve 
got the answers ... and the 
photos to prove it. 

Your central source for film 
production service. 

Texas Film Commission 
Warren Skaaren 
Executive Director 
1212 Guadalupe 
Box 1101 
Austin, Texas 78701 
(512) 475-3785 
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Curricular Activity 
If you want to direct, Direct. 
If you want to produce, 
Produce. If you want to write, 
edit, or film, Do it. 

That is the idea behind the 
new, non-academic Master’s 
program at Carnegie-Mellon 
University. You learn TV/- 
Filmmaking from scripts and 
cameras and microphones. 

Not books. So Carnegie- 
Mellon University, in coop¬ 
eration with Public Broad¬ 
casting Station WQED, 
developed a professional ap¬ 
prenticeship program. 
Students participate in the 
production of local and net¬ 
work television, specializing 
in an area of interest—like 

editing, cinematography, di¬ 
recting. You earn a Masters 
of Fine Arts. And two years 
on-the-job experience. 

If you want to learn from 
books, major in Lit. If you 
want to learn TV/Film, call 
or write: Carnegie-Mellon 
University, Pittsburgh, Pa., 
15213. (412) 621-2600. 
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Troubled Toy out-of-focus pictures? 

Troubled. Toy emulsion. 

pile-■up in. your camera, gate? 

Troubled Toy distracting camera 

noise when shooting subjects -w!h.o 

should not Toe distracted from what 

tlxey are doing? 

Troubled. Toy cameras that are 

always in need of repair and 

ad j ustment ? 

If so, switch to Auricon, the only 16mm Camera that 
guarantees you protection against all these troubles, 
because it is so well designed! The Auricon is a superb 
picture-taking Camera, yet silent in operation, so that 

at small extra cost for the Sound Equipment, it can 
even record Optical or Filmagnetic sound in addition 
to shooting your professional pictures. 

AURICON SUPER-1200, takes 1200 ft. Runs 

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

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

4 
CINE-VOICE II, takes 100 ft. Runs 2% min. $1180.00 & up 

33 min. $6425.00 & up 

4 

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

BACH AUBICOX, Inc. 
6902 Romaine St., Hollywood 3 6, Calif. 

HO L.L.Y-WOOD 2-OS 31 

MANUFACTURERS OF1 PROFESSIONALi 

is TVIIM: CAMERAS SINCE IS31 
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11043 GRATIOT DETROIT, MICH. 48213 (313) 371 -4920 
155 EAST OHIO CHICAGO, ILL. 60611 (312) 321-9406 
2659 FONDREN DALLAS, TEXAS 75206 (214) 369-1165 

“THE CHECK AND DOUBLE CHECK PEOPLE’’ 

VICTOR DUNCAN, INC. 

Our sales experts match equipment to your 
exact needs and budget. They know what 
items go with other items . . . what you need 
and what you don’t need to do what you want 
to do. They check and double check. 
Our rental department continues to prove our 
time honored reputation for thoroughness in 
equipment preparation. You won’t find a zoom 
lens with the hiccups ... or a torque motor 
without enough torque to take up. If some¬ 
thing doesn’t work, we find out at our loca¬ 
tion ... not yours. 
Our service technicians make all of the above 
possible. Their standards are more stringent 
than those of the factories. We have special¬ 
ized equipment not found anywhere else in 
the world to help us maintain these standards. 
In these days of slip-shod razzle- 
dazzle operations, isn’t it nice to 
know that there’s still someone...? -JJ3 

The personal touch in business is fine . . . 
we provide it all the time. But you won’t get 
one with your lenses. We draw this analogy 
as a mere example of the care that goes into 
all equipment you get from Victor Duncan, Inc. 

THE BOOKSHELF 
By GEORGE L. GEORGE 

Erich von Stroheim's 1924 master¬ 
piece Greed emerges in the original state 
of its uncut 91/2-hour version in THE 
COMPLETE GREED (Arno Press $50.) 
This splendid, large-format volume, well 
worth its price, contains some 400 rare 
stills that recreate Stroheim's original 
continuity and display the artistry of his 
camera team, William H. Daniels, Ben F. 
Reynolds and Ernest B. Schoedsack. 
Weinberg, a noted film critic and histori¬ 
an, contributes a learned and informa¬ 
tive preface to his meticulous recon¬ 
struction. 

* * * 

The screen image of the Negro as a 
major character in American movies is 
assessed in BLACKS IN AMERICAN 
FILMS (Scarecrow Press $7.50), a well- 
documented appraisal by Edward Mapp. 
His book, covering the 1905-70 period, 
focuses on the last decade in a detailed 
study of the evolution of filmmakers' 
racial concepts under the impact of 
black self-assertion. 

* * * 

A "then and now" appraisal of film 
business stems from two current books. 
Prof. Howard T. Lewis' THE MOTION 
PICTURE INDUSTRY (Ozer $17.95), a 
timely reprint of a 1933 volume, is a 
knowledgeable and enlightening survey 
of the era when banks took over from 
free-spending entrepreneurs. This his¬ 
toric study is part of the notable reprint 
series, Moving Pictures: Their impact on 
Society. The current scene is viewed 
with a decidedly cool eye in HOW TO 
INVEST IN MOTION PICTURES 
. . . AND WHY YOU SHOULDN'T!, a 

booklet by Tom Laughlin, well known 
L.A. financial consultant to many film 
producers. 

* * * 

A practicing non-pro filmmaker and 
writer, Lenny Lipton, offers his innum¬ 
erable colleagues a thoroughgoing and 
lively textbook, INDEPENDENT FILM- 
MAKING (Straight Arrow 
$12.95/5.95). Ambitious and efficient, 
its 431 pages encompass the whole 
technical field of equipment and pro¬ 
duction. Illustrations are abundant and 
detailed, the writing explicit with a 
personal touch. A most useful book for 
its intended audience. 

* * * 

Interviews with 59 telefilm produc¬ 
ers, supplemented by much personal 
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digging, shape Prof. Muriel G. Cantor's 
THE HOLLYWOOD TV PRODUCER 
(Basic Books $7.95) into a well-re- 
searched and meaningful volume. It 
covers expertly the producers' relations 
with networks, their own multiple func¬ 
tions, and their work with directors, 
writers and, in passing, cameramen. 

* * * 

Tony and Patricia George Miller have 
compiled a guide to the language and 
structure of film production, "CUT! 
PRINT!” (Ohara $5.50). The glossary, 
while competent, contains bloopers (viz. 
"cinema"). Budgeting breakdowns, pro¬ 
duction flow and studio organization 
charts are O.K. Its industry directory is 
mostly notable for glaring omissions: 
DGA, WGAw, PGA, all IATSE and 
NABET locals and many other unions. 

* * * 

The bruising encounters between 
Hollywood film personalities and 
witch-hunting politicos have produced 
two sober-minded and factual books. 
One is historian and scholar Eric Bent¬ 
ley's THIRTY YEARS OF TREASON 
(Viking $20.), a massive volume of 
selected excerpts from the 1938-68 
hearings of the House Un-American 
Activities Committee. The other is actor 
Robert Vaughn's ONLY VICTIMS (Put¬ 
nam $7.95), a perceptive study based on 
his doctoral dissertation on the effects 
of blacklisting. 

* * * 

The political contents of movies on a 
world scale is discussed by Swedish 
critics Leif Furhammar and Folke 
Isaksson in POLITICS AND FILM 
(Praeger $12.50). It is an eye-opening 
survey of the historic, social and ethical 
nature of propaganda pictures from 
Tearing Down the Spanish Flag, a 1898 
epic of the Spanish-American war, to 
John Wayne's recent The Green Berets, 
and such classics as Eisenstein's Potem¬ 
kin, Leni Riefenstahl's Triumph of the 
Will, and John Huston's The Battle of 
San Pietro. 

* * * 

Among recently published screen¬ 
plays, David Mayer's EISENSTEIN'S 
POTEMKIN (Grossman $7.95), an an¬ 
notated shot-by-shot description of the 
film, is an attractive and scholarly book. 
FILM SCRIPTS, a two-volume set edit¬ 
ed by Garrett, Hardison & Gelfman 
(Appleton $7.95 ea.) includes High 
Noon, Henry V, The Defiant Ones, A 
Streetcar Named Desire, Twelve Angry 
Men and The Big Sleep, with index, 
bibliography, and a discussion of the 
screenwriter's craft. ■ 

Now - for the first time... 

Simultaneous duplication 
of original negative key 
numhers to optical 
master or duplicate 
negative...at no cost! 

ORIGINAL 
NEGATIVE 

KEY 
NUMBER 

«► 

DUPLICATE 
MASTER 
KEY 
NUMBER 

No more expensive visual synchronization. 
No more film damage in coding and double printing. 

Special new liquid gate optical printers developed by Cinema 
Research now eliminate all the hassles and expense previously 
associated with former methods of synchronizing optical 
Ectachrome masters and duplicate negatives with work print 
key numbers. 

It’s true ... original key numbers, on either edge of film, are 
simultaneously photographed and duplicated in sync. 

It’s true ... at no additional cost. 
So to take advantage of this new, free service and any part or all 

of Cinema Research’s total capabilities, fast, personal service of 
the finest quality at a reasonable price ... simply pick up your 
phone and dial (213) 461-3235 and ask for Hal Scheib or 
Jack Glass. 

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

■ Complete in-plant art department 
(direct aerial image blow-up titles) 

■ Eastman Kodak color analyzer 
(complete scene-to-scene color corrections) 

■ Bell & Howell additive color printing 
(color correct negs with automatic dissolves) 

■ Research Products Optical Printers 
(sharper and cleaner blow-ups) 

■ Personnel that are “quality-conscious” 
20 years experience in 16-35mm blow-ups) 
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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- 

redness 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 1A" 

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: 

■y ,  J 

1 INI C O R P O BAT E □ 

Film Center Building/630 Ninth Avenue 
New York, N.Y. 10036/Tel: (2121 586-8782 

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



Only two cameras in the world can make all 
these statements. The newNizo S-560 and S-800. 

l Automatic built-in lap dissolve. This simple pushbutton device automatically fades one scene into another. 
A Nizo first. 

^ Variable speed shutter. It allows you to compensate for extreme light conditions. A Nizo first. 

3 

4 

Built-in intervalometer. This lets you make time-lapse films without any attachments. 
Nizo introduced it in 1968. 

A silver label with the guarantee number is affixed 
to the inside of the film chamber door. It is your 
assurance that the camera has undergone a 100% 
inspection according to an 18 point standard and 
carries the extended U.S. 2 year guarantee. 

Extended U.S. 2 year guarantee.* A recent Nizo innovation is an extended U.S. 2 year guarantee 
on these two cameras. 

The new Nizo cameras embody the latest in techno¬ 
logical advances —most of these capabilities were 
developed by Nizo and most remain Nizo exclusives. 
And when you’ve had an opportunity to examine the 
other features of the new Nizo S-560 and S-800, you’ll 
see we haven’t stinted anywhere else. To mention only 
a few: incomparable Schneider Variogon zoom optics 
with as much as an 11.4 to 1 zoom ratio; automatic 
metering that works all the way up to ASA 160; built-in 
sound synch pulse generator; and instant slow motion. 
The suggested retail price is $595 for the S-560 and 
$695 for the S-800. See your dealer for a complete 
demonstration. He’ll have some statements of his own 
to make concerning the amazing new Nizo movie cameras. 

BRflun 
Nizo 

The engineering flawless. The design dominated by logic. 

* If within two years from date of purchase a Nizo S-560 or S-800 movie camera fails to function because of defects in materials or work¬ 
manship and the unit is returned to an authorized service center, Braun North America will, at its option, repair or replace the unit without 
additional charge. Batteries, misuse or tampering excluded. 

For information write: Braun North America, A Division of The Gillette Company, Dept. 44,55 Cambridge Parkway, Cambridge, Mass. 02142. 
In Canada: Braun Electric Canada, Ltd., Mississauga, Ontario. Price is subject to change without notice. 
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Perfectone 
We invented crystal sync! 
In 1966 we built the first quartz crystal controlled camera motor — the krymo crystal motor 
for the 16mm Eclair NPR. Over the years cameramen and film makers have relied on 
its accuracy and dependability! 

Perfectone after years of design and testing announces the all new universal 
compact motor for the Eclair. 

Before you consider buying a crystal motor for your Eclair look at this 
motor carefully and compare only this motor gives you plug-in 
circuit boards for fast servicing — all American made solid 
state integrated circuits and transistors. We invented 
the crystal motor and now we’ve made it better! 

NEW PM 
1550 

LIMITED OFFER 

FEATURES: 
New model is completely self-contained in one housing 

• Crystal Sync 50/60 cycles - 24/25 frames. 
• 8-40 frames variable speed. 
• Automatic stop with shutter open. 
• Auto-clapstick. 
• Tripod base built into motor. 
• Radio bloop (optional). 
• Internal or External Sync Reference 

Also available: 

Crystal sync motors - Mitchell BNC; Arri 35; Auricon 

U.S. SALES & SERVICE: PERFECTONE AMERICA • 5213 Vineland Avenue • N. Hollywood, Ca. 91601 • (213) 877-8887 

FOREIGN : PRODUITS PERFECTONE . 2500 Bienne . Switzerland 
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The fast, easy way to 
produce superb quality 
dry lettering for 
every titling need 

• Produces completely professional titles, subtitles and 
slides at less than your present costs. 

• Uses printer's lead type — hundreds of sizes and styles — 
English or foreign languages. 

• Type is hot stamped on foil — black and white or color. 
• Prints dry — ready for immediate use. 
• Prints in any position — horizontal, vertical, angled — in 

perfect register. 
• Prints shadow and three-dimensional effects. 
• Produces sharp, opaque copy in any color on paper or 

acetate cels. 
• Easy to operate — no training necessary. 

SOS HAS EVERYTHING 

YOU NEED FOR 

QUALITY TITLING 

Cabinet, type, accessories. 

SOS PHOTO-CINE OPTICS, INC 

For full details, write Dept. AC6-2 
EAST: 40 Kero Road, Carlstadt, New Jersey 07072 *(201) 939-5250 

315 West 43rd Street, NewYork, NY. 10036M212) 586-1420 
WEST: 7051 Santa Monica Blvd., Hollywood, Calif. 90038 • (213) 466-9361 
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In the East: 

Distributed in the United States By: 

In the Midwest: In the West: 

THE CP-16 

Not a 
Conversion 
The all-new CP-16 Single System/ 
Double System 16mm Sound Camera 
was designed especially for camera¬ 
men who are on the go. Manufac¬ 
tured of lightweight magnesium, it 
provides maximum portability and 
comfortable hand-holding balance. 
Additionally, the CP-16 represents a 
breakthrough in crystal motor tech¬ 
nology. Its drive system consists of 
a small, highly efficient DC motor, an 
extremely accurate crystal control cir¬ 
cuit and a compact plug-in recharge¬ 
able 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 3000 
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. 

• Pre-wired for 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. 

Manufactured by the Academy Award-winning 

CINEMA PRODUCTS 

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. 

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 seven 400 
ft. rolls on one battery. No worries about 
running out of power. Extra batteries small 
enough to fit into shirt pocket. 

The CP-16 is now in use by television 

stations throughout the U.S. 

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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John Jay says - 
“It’s the best all-around sports 
camera on the market by far!” 

Outstanding features include ... 
■ Rugged construction 
■ Movement: 2 pulldown, 2 register pins. 
■ Speeds, 16 to 200 fps, to 500 fps optional. 
■ Continuous reflex viewing; image always 

correct. 360° rotation perpendicular to film 
plane, 360° rotation around viewer centerline. 

■ Interchangeable ground glasses. 
■ Clear gate; no spring loading of pressure plate 

against film. 
■ 200', 400' and 1200' daylight load magazines 

change in five seconds. 
■ Designed for use with Arri bayonet mount 

zoom lens. 
Optional features: 
■ Speeds to 500 fps. 
■ Pistol grip/shoulder pad. 
■ Electrical switching between any 2 preset 

speeds. 
■ Time lapse. 
■ “Add-on” automatic exposure control. 
■ Variable shutter, 71/2° to 160°. 

While filming the International 
Gelendesprung Championships at 

Alta, Utah for his feature 
production, “The World of 

Skiing,” John Jay, John Jay Films, 
got some sensational footage of 

spills and aerial acrobatics on 
skis with the Photo-Sonics 1PD 

camera at 200 fps, despite a 
raging blizzard. The rugged 

camera was totally dependable, 
and light enough to shoot from 

moving skis. 

This new camera, Model 1PD, designed to 
meet the more sophisticated requirements of 
documentation and sports, is a direct 
by-product of Photo-Sonics’ 36-year record of 
meeting and exceeding the most rigid 
specifications for cine and high-speed motion 
picture photography. 

Write, wire or phone 

for complete details. 

INSTRUMENTATION MARKETING CORPORATION 

820 South Mariposa Street, Dept. A / Burbank, California 91506 / (213) 849-6251 
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We build from basics to give you more features, more versatility, more 
field-proven dependability and more economy than any other processor. 

Jamieson Color Film 

Basic features of all Jamieson 
color film processors that give 
you the ultimate in reliability, 
simplicity, and high quality 
output. 
• Advanced design technology 

• The industry’s gentlest, most 
reliable film transport system 

• Patented tube tanks of PVC 

• Minimum chemistry 
requirements 

• Precise temperature control 

• High levels of induced 
turbulation 

• Fully instrumented 

• Automatically controlled 

• Fast warm-uptime 

• Small sizes that save space 

• Modular construction 

• Stainless steel cabinets 

• Color coded plumbing and 
wiring 

Jamieson Compac 16/8. $6,980. 
Conducts standard ME-4 at 20 
f.p.m. Runs 16mm and 8mm inter¬ 
changeably. Also available for 
35mm/16mm. Other Compac 
models for B & W reversal and 
negative/positive. 

There’s a Jamieson color film processor 
in the size you want, for the process you 
want to conduct. For complete technical 
data and specifications on the Mark IX 
series, Mark IV series, and Compac 
models, write for our catalog on 
Jamieson Color Film Processors. 

Jamieson Mark IV, Model A. 
$11,565. Processes 16mm and 8mm 
Ektachrome at 30 f.p.m. Model B 
for ECO-3 and ME-4 with silver 
track. Other models for 35mm pro¬ 
cesses, including CRI. 

Jamieson Mark IX, Model B. 
$26,325. Conducts ECO-3 and 
ME-4 for all 16mm, 8mm Ekta¬ 
chrome camera and print films 
at 65 to 75 f.p.m. Other models 
in the Mark IX series for East¬ 
man Color and other proces¬ 
ses in 16mm and 35mm. 

Jamieson Ultra-High Velocity Pre- 
Dryer. Utilizes capillary accelerators 
to produce high air velocity for surface 
moisture removal. Small size, easy 
mounting, small air volume, minimum 
heat input and low power consump¬ 
tion. 

Jamieson’s Vacuum Augumented 
Track Applicator*. Provides absolute 
film positioning, highest reliability 
through vacuum assisted contact at 
back-up roller. Gives maximum power 
for uniform film drive. Precision ma¬ 
chined, micrometeradjustments, right- 
or left-hand operation. 
'Patented 

EQUIPMENT DIVISION 

•Is 
JAMIESON FILM COMPANY 
9171 KING ARTHUR DRIVE, DALLAS, TEXAS 75247 (214) 638-2660 
Represented in Europe, the Middle East, and South Africa by W. Vinten Limited, Western Wav 
Bury St. Edmunds, Suffolk, England. 

618 AMERICAN CINEMATOGRAPHER, JUNE, 1972 



A young man, his work, and his camera 
MARK SHEPARD — Student Filmmaker 
and Cinematographer □ Speaker on Student 
Filmmaking in Los Angeles City High Schools 
and Member of the L.A. Film Teachers Associ¬ 
ation □ Student at California Institute of the 
Arts and Valley Junior College □ Producer/ 
Cinematographer of “Mirrors” (a short subject, 
soon to be released theatrically) and “Spider¬ 
web” (a student-made feature length film) 

“If I were to choose which is tougher: 
making a professional film or a student 
film —there is no doubt in my mind that 
I would choose the latter. This comes 
from ten years’ personal experience... 
from my Brownie to the Beaulieu. What 
can be more ulcer-producing than having 
no backing, no huge crew, no budget to 
speak of, time limitations, deadlines to 
meet, no sets, very little equipment, and 
dreams of an epic that might never see 
its way out of the can for lack of just 
about everything. 

As a student filmmaker, I can honestly 
say I have been through everything a 

cameraman can be through, even though 
I’m very young. After all, my career 
started at age 9! Any teenage filmmaker 
will acknowledge the fact that very little 
in motion picture equipment meets both 
our quality requirements and financial 
limitations. A happy medium is hard 
to find. 

But one is around, the Beaulieu 16mm 
camera, which my film group discovered 
and began to rent regularly early last 
year. The Beaulieu has been a lifesaver 

ever since. It suits all our needs...from 
the rental price to the design. 

The Beaulieu R16B is one of the least 
expensive and very best auto-exposure 
16mm reflex cameras you can rent from 
the professional camera supply houses — 

and it gives you the greatest results the 
first time around. This (and the fact that 
it is small and compact) meets the most 
important needs of the student filmmaker 
— who has one eye on a slim budget 
while the other is planning a shot. 

In my own style of filmmaking, I prefer 
to get the feel of the sequence once we 
get to our actual location. The Beaulieu 
16mm camera lets me have total flex¬ 
ibility, as you can literally just grab it 
up and shoot away. It’s small, so I find 
it easy to strap it to a car or wheelchair 
for dolly shots...or for just lying on my 
back to get an ultra-low angle. It’s truly 
a personal camera. As far as I’m con¬ 
cerned, the Beaulieu R16B can do any¬ 
thing—but anything —you want it to, and 
in any style you want... from a scripted 
flick to cinema-verite. 

Total versatility and freedom —and 
that is really what young filmmaking is 
all about.” 

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

Visit your favorite professional M.P. rental house to rent 
(or purchase) the new Beaulieu R16B(PZ) camera with 

built-in POWER ZOOM, now 
available with 

Angenieux 
7-68mm 

(illustrated) or 
12-120mm 

zoom lenses. 

CINEMA JRjemdi&iL 
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. 



Some of our substitutes 
for those big, fat incandescents. 



Those big, fat incandescents blessed 
the world with a lot of big, fat fixtures and 
sockets. 

So after we came up with our skinny, 
little tungsten-halogen lamps, the first 
thing we had to do was set them up on 
big, fat bases so that they’d fit the old 
sockets. 

Which meant developing a complete 
line of Substitution Lamps. (You see 
some of them at the left.) 

But soon new fixtures arrived on the 

scene. These took full advantage of the 
inherent small size of Sylvania tungsten- 
halogen lamps. 

(Which, by the way, outlast the fat in¬ 
candescents about 3-to-l, don’t blacken 
and lose brightness with age, and don’t 
fall off in color temperature.) 

For the new fixtures, we developed a 
complete new Standard Line of tungsten- 
halogen lamps, like the ones on the right. 

Whenever studios replace their old fix¬ 
tures with new ones, they can substitute 

our new lamps for our Substitutes. 
Which is OK with us. 
Because both of these lines are so n 

better than the old lamps, that no m; 
which our customers use, we feel w 
done them a world of good. 

And there’s just no substitute for 
We have a brochure on each line, 

your copies, write to: Sylvania Ligl 
Center, Danvers, Massachusetts 0191 

syu/ANl# 

Some of our substitutes 
for our substitutes. 



FILMING PRESIDENT NIXON’S VISIT TO CHINA 
Never-say-die American TV newsreel cameramen worked 
their sprockets off to get the important story on 
film-but shared in an unforgettable adventure 

By JIM KARTES 
Free-lance Cameraman for CBS News 

Our Pan American 707 was making 
its final approach to Shanghai Airport. 
The speakers in the cabin had been 
turned on, and the reporters, photog¬ 
raphers and technicians aboard our press 
plane could hear every word of the 
ground-to-air transmission as the big jet 
prepared to land. It was February 20, 
our first day in China, and the tension 
in the air, coupled with the staccato 
rhythm of those voices crackling over 
the speakers, in a kind of count-down 
pattern, produced an eerie sensation. As 
George Romilly of ABC put it, "I feel 
like I'm landing on the moon for the 
first time." 

But once we were on the ground, all 
illusions of space travel vanished. Cam¬ 
eras already were rolling as the plane 
taxied by the armed soldiers who lined 
the runways. Cameras were rolling as we 
stepped from the plane to film reactions 
of Chinese officials and American cor¬ 
respondents. In fact, cameras never 
stopped rolling until we left China eight 
days later. George may have been right. 
Arriving in China was like the end of a 
space voyage. But working there was 
something else. 

(ABOVE) The author, Jim Kartes, and Skip Brown, both of CBS News, shown with Fred Montague, NBC, in front of the Shanghai Industrial Hall. 
(BELOW LEFT) Cameraman Izzy Bleckman and Jim Kartes on the Great Wall with correspondent Walter Cronkite and producers Gordon Manning 
and Ed Foughy. (CENTER) Interior of the Shanghai Exhibition Hall. Hall was lighted by the Chinese, who mixed 3200 Kelvin light with daylight. 
(RIGHT) Unidentified video cameraman tapes a dance class. 

(LEFT) The author lines up shot of a Chinese family. (CENTER) Proud fathers are the same all over the world. (RIGHT) Cameraman Fred 
Montague, NBC, helps Jim Watt with sound, while filming stand-up interviews with correspondents Herbert Kapalow and Barbara Walters on the 
Great Wall. Out of more than 2,000 applications to cover the President's trip, just 87 newsmen were approved. Of these, there were only nine 
cameramen and two soundmen to serve three networks. 



(LEFT) The fabulous camera-headed man is actually Jim Watt of NBC News. (CENTER) Watt displays his configuration of the "one-man-band" 
filming rig. Each cameraman had his own pet gimmicks and gadgets attached to a basic camera. The rigs averaged 40 pounds in weight, including 
power packs and extra magazines, carried on the shoulders and backs of the cameramen. After the third day, several were taking muscle relaxers to 
ease the pain. (RIGHT) Chinese cameraman filming Nixon's departure. 

(LEFT) Cameraman Skip Brown totes his "one-man-band" filming rig in Tien-an-men Square, Peking, before the gate of Heavenly Peace. (CENTER) 
Brown runs out of hands and grasps the microphone with his teeth. (RIGHT) Fred Montague, NBC, films stand-up interview with correspondent 
Barbara Walters. Cameras started rolling as the plane touched down at Peking airport and didn't stop until the President left eight days later. 

The press had made more than two- 
thousand applications to cover the Presi¬ 
dent's journey to China. But only 
eighty-seven were press personnel ap¬ 
proved through negotiations between* 
China and the United States. Of the 
eighty-seven newsmen, thirty-three were 
picked to represent the three major 
television networks, ABC, NBC, and 
CBS. This included correspondents, net¬ 
work anchormen, and producers. There 
were only nine cameramen and two 
soundmen, and each network basically 
was allowed three people to film with. 
Actually, I was told that during negotia¬ 
tions the Chinese could not understand 
why only one cameraman couldn't rep¬ 
resent all of the American networks. 

Because of these manpower limita¬ 
tions, the networks decided to employ 
the “one man band" principle that most 
local television stations use for their 
daily news coverage, with each camera¬ 
man doing his own sound and lighting. 
Eight of the cameramen who went to 
China were set up this way, and there 
was one "pool" cameraman and sound¬ 
man who always travel with the Presi¬ 
dent. Their job was to film only when a 
single crew would be allowed to accom¬ 
pany the President or Mrs. Nixon. Bruce 
Hoertel ran the camera and Eugene 
Gerlac handled the sound. Both are 
employed by CBS, but in this case they 
were working for all three networks. 

The cameramen representing the net¬ 
works were Murray Alvey and George 
Romilly of ABC . . . Masaki Shihara, 

A group of American newsreel cameramen on the Great Wall, getting set up to film the 
President's arrival. (Left to right) James Watt, NBC; George Romilly, ABC; Byron 
Shumacker, White House photographer; Fred Montague, NBC, and John Dominis of LIFE 
magazine. Most cameramen did their own sound and lighting, as well as photography. 
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The equipment did not disappoint 
us. The Frezzi-Cordless performed ad¬ 
mirably, and the special Ni-Cad batteries 
for the cold weather were a great help. 
With all of the equipment we had to 
carry it was a blessing not to have a 
power-pack falling off our shoulders. 
Bill Landrum of Transist-O-Sound 
worked his engineers overtime to supply 
the networks with his new Model 3-CA 
amplifier. When you're a one-man-band, 
having a compact unit like that with the 
auto-gain is a big plus. 

Everyone was told to prepare for 
unusually cold weather, so most camera¬ 
men brought along barneys with hand 
warmers inside to keep the cameras 
warm. But, as it turned out, the weather 
was surprisingly mild most of the time. 

By the time all of this equipment was 
put to use in China, the strangest 
configurations began to appear. Lights 
and amplifiers were mounted to shoul¬ 
der braces and cameras in every conceiv¬ 
able fashion. And when the cameraman 
had his 30-volt power packs for his Sun 
Gun and the extra magazines and film 
packed, it was estimated he was carrying 
about forty pounds of equipment on his 
shoulders and back. After about eight¬ 
een hours a day it felt more like eighty 
pounds. By the third day some of the 
cameramen were taking muscle relaxers 
to ease the pain in their backs so they 
could get some sleep at night. 

One of the biggest problems was 
transportation. I'll never again complain 
about American compact cars. By the 
time we put a driver, interpreter, corre¬ 
spondent and producer in one of those 
small Chinese compacts, there hardly 
was room for the cameraman with his 
equipment. But as it turned out, that 
problem often solved itself. Most of the 
time we simply couldn't get cars. 

But the equipment held together 
very well, at least the pictures always 
seemed to come out. Even when we had 
to squeeze big cameras into tiny places, 
untangle yards of microphone cables, 
catch power packs as they slipped from 
our shoulders, and all the time trying to 
keep from locking lenses with other 
cameramen like bulls locking horns at 
the Forbidden City. I'd wager that one 
of the most lasting impressions the 
Chinese will carry in the days ahead is 
not President Nixon toasting Chou En- 
lai in the Great Hall, but the sight of 
those hulking American television cam¬ 
eramen chasing around under forty 
pounds of metal, and trailing mike cords 
behind them like some kind of ritualis¬ 
tic snake dance. 

After a few days, when we became 
more accustomed to doing our own 
sound, we began riding sound levels 

Brown and Kartes on steps of one of the many ornate buildings in the Forbidden City. 
Untangling mike cables, catching power packs as they slipped from shoulders and riding gain on 
sound while shooting, cameramen had all they could do to get it on film, without trying to be 
creative. 

Fred Montague and James Watt of NBC, 
and Isadore (Izzy) Bleckman, Willis 
Brown and Jim Kartes of CBS. The 
United States Information Agency also 
was represented by Ferco Productions 
of New York, which sent two camera¬ 
men and two soundmen. 

Before leaving for China, each net¬ 
work prepared differently. CBS left it 
up to the individual cameraman as to 
how he would work and what equip¬ 
ment he would take. NBC purchased 
five of the new Frezzolini cordless 

cameras along with the new Transist-O- 
Sound amplifiers. They made special 
brackets for lights and amplifiers to be 
mounted on the camera, then gave the 
equipment to their cameramen for a few 
weeks of testing. NBC cameraman Jim 
Watt made the comment that all he 
needed was a harmonica and cymbals 
and he would be all set. 

ABC used General SS-Ills with Frez- 
zolini's new power belt inverters which 
worked well. Romilly said they seemed 
to have much more punch. 

The new light-weight, low-profile BEAULIEU "NEWS 16" professional 16mm sound camera (see 
Page 666) is tried out by cameramen in front of the video facility specially built for the 
President's visit in Peking. This all-new, highly sophisticated camera was given a thorough 
shakedown on the China trip and performed perfectly. 



A crowd of Chinese and American cameramen gather on the steps at Hangchow airport to await 
the arrival of the President. TV newsreel cameramen assigned to the trip did a superhuman job of 
coverage. 

instead of using the auto-gain. But 
because we were constantly doing so 
much, most cameramen found that their 
creative ability was impaired. It's almost 
impossible to think good picture and 
remember sound and lights. Next time 
maybe I won't be so critical of local 
television news. It's an almost impossi¬ 
ble job those "one-man-bands'' have. 

The other cameramen generally felt 
the same way. Izzy Bleckman, who 
travels with Charles Kuralt "on the 
road" for CBS, said after the China trip, 
"I never made a really great picture. I 
felt more like a moving tape recorder." 
Jim Watt of NBC said, "I found myself 
losing both mobility and creativity be¬ 
cause I had to worry about too many 
other things." I think we all felt that 
when you are given such an important 
assignment, it's a shame you can't have 
your full crew along. But again, those 
manpower limitations . . . 

Working with the Chinese film crews 
was another experience. The big prob¬ 
lem was the language barrier. Another 
was the fact the Chinese were not used 
to the way newsreel cameramen and 
newspaper photographers compete. The 
Chinese were always placed in the prime 
spots to shoot from and we Americans 
found it very difficult to remember our 
manners and not to push and shove so 
we could get the good angle, too. When 
some of the "still" boys finally gave 
them an elbow or two on occasion, the 
Chinese had the strangest looks on their 
faces. But, in time, they learned how to 
elbow right back, so we began to feel 
more at home. 

Another thing which disturbed me 
personally was that each Chinese cam¬ 
eraman had two electricians with a 
two-lamp sun gun device. I hate to burn 
someone up with a sun gun and in many 
cases, especially when we were filming 
Mrs. Nixon, as many as three of these 
units were used at once. It was especial¬ 
ly irritating because the Chinese do 
absolutely no sync filming and when we 
were doing sound takes those sun guns 
were going on and off constantly. At 
times it became a nightmare. You would 
be rolling by yourself with your one 
modest soft focused light which is all 
one man could manage to carry, when 
suddenly three of those lights would 
come on, changing your F-stop from a 
2.8 to a 5.6 or more. Try changing your 
F-stop quickly with microphones and 
lights in your hand. Also those un- 
blimped Arriflexes sure played hell with 
the sound. 

But generally, the Chinese camera¬ 
men were well-equipped, using mostly 
35mm hand-held Arriflexes. They also 
shot side-by-side with 16mm. One was 
for theatre release, the other for state- 

owned television. All cameramen in 
China work for the propaganda wing of 
the State. And despite that sun gun 
problem I mentioned, their lighting 
equipment was good. They manufacture 
their own, which is similar to what we 
would call a Mini-Brute, only much 
smaller. Generally, their lights are a 
six-lamp device that puts out about 
3000 watts per unit. 

The lighting they accomplished in 
the Great Hall was superb. You cannot 
imagine the enormity of that building 
unless you have been there. They had 
two floors including the formal staircase 
completely lit. It was an incredible 
lighting job, using dozens of small Mini- 
Brute-type lights as their main source. 
Inside the banquet hall there must have 
been twenty-five of what looked like 
old-fashioned giant brutes which were 
built permanently into the walls. But 
those lights drew so much power that 

they could never be left on for more 
than a couple of minutes. 

A few other notes about the equip¬ 
ment I took to China: Before going on 
the trip I had planned to carry 7241 
daylight film and shoot as much as 
possible with available light. In several 
cases I was able to do this, when I was 
shooting network features by myself. 
But in almost every instance when the 
Chinese cameramen were around, they 
would burn up our interiors with those 
Sun Guns, mixing 3200°k with daylight, 
so we almost had to standardize on 
7242 tungsten and hope for the best. 

It was estimated that each camera¬ 
man shot about 18,000 feet of film. 
This included the film that was used for 
sound tracks. All of the film was proc¬ 
essed in a special Lab that was set up 
two weeks prior to our arrival. It was a 
pool arrangement by the three networks 
Continued on Page 702 

AMERICAN CINEMATOGRAPHER, JUNE, 1972 625 



Il[ EXPLOITS or 
PRESIDENT NIXON’S 

PERSONAL CAMERAMAN 

ON THE CHINE VISIT 
On very special assignment, 

veteran newsreel cameraman 

utilizes light-weight gear 

to document a historic visit 

By FRANK THORN 

It was 2 a.m. on a February morning 
when the phone rang in the home of Bill 
Hartigan in snow-covered Schenectady, 
New York. 

"Bill Hartigan, this is Mark Goode at 
the White House," came a crisp, clear 
voice. 

"I've heard about you, Bill. Would 
you like to go to China to be the 
President's personal cameraman?" 

Suddenly, without warning, another 
epic chapter began to unfold in the 
derring-do life of Bill Hartigan, one of 
the cleverest and fastest photo-journal¬ 
ists ever to film a story. 

(ABOVE RIGHT) Bill Hartigan, on assignment as President's personal cameraman, shown with specially-modified Eclair ACL camera in the 
Forbidden City during a snowstorm. (BELOW LEFT) The Presidential party crosses a bridge on scenic West Lake in Hangchow. (CENTER) A crowd 
of Chinese and American cameramen wait in front of air terminal at Hangchow for arrival of Nixon's plane. (RIGHT) A huge portrait of Chairman 
Mao Tse-tung adorns the facade of Hangchow air terminal, as it does almost every public building in the Peoples Republic of China. 

(LEFT) President and Mrs. Nixon, accompanied by Premier Chou En-lai, traverse bridge crossing West Lake in Hangchow. (CENTER) Chou points 
out to President scenic highpoints of West Lake, one of the most beautiful and historic areas in mainland China. (RIGHT) The President and Mrs. 
Nixon wave goodbye from top of ramp, as Air Force One prepares for final takeoff from China. (Photographs by DIRCK HALSTEAD.) 



Hartigan, who had photographed 
every major war to scar the globe since 
1941, learned two days after the phone 
call that this assignment wouldn't be 
ordinary. It would require special equip¬ 
ment, innovative techniques, ingenuity 
and a lot of fast work to produce the 
kind of sophisticated filming requested 
by the President of the United States. 

In Washington, Hartigan met Mark 
Goode, special projects co-ordinator for 
the White House, and received terse 
instructions. What the President wanted 
was a historical record of what would be 
the most extraordinary foreign relations 
coup of the century—the Presidential 
trip to China. No President in U.S. 
history had ever documented on film an 
entire mission abroad from arrival to 
departure, from high-level conference 
meetings to informal meetings with the 
people on the street. Filming of great 
events in the past had been limited 
largely to friendly handshakes and the 
issuing of joint communiques. But what 
Nixon desired was a quality film record 
of every facet of the Presidential trip to 
become the property of the American 
people. 

Discretion and national security were 
the only restrictions. The film was to 
open foreign diplomacy to public view 
and provide an informative and educa¬ 
tional picture in sound and color to be 
loaned to schools and groups. 

A great assignment, but there were 
hitches. Hartigan was assigned an assist¬ 
ant cameraman and a soundman—no 
other help. No other help to rig lights or 
clear through crowds pressing around 
the President, and worse, he would vie 
with Chinese photo-journalists and give 
them the advantage of up-front spots at 
the big events. His instructions were not 
to interfere in any way or block the 
lenses of still or television cameramen 
who were handling primary coverage. 

As though by reflex, Hartigan under¬ 
stood he would be forced to travel fast 
and shoot fast; capture intimate details 
of the big moments, and cover the big 
scenes as well. He would record the 
flavor of Peking—the historic events 
involving the Chinese people, the scenic 
contrast of the old and new China. 
Americans, limited to brief glimpses of 
China during the past 19 years, at last 
would have an authentic view of the 
giant of the Orient seen through the 
medium of American film. The selection 
of equipment was vital to cine¬ 
matographic success. He knew he need¬ 
ed a lightweight camera, one that would 
be dependable and quickly reloaded. He 
also required easily portable sound 
equipment, all-purpose lighting, and a 
very special zoom lens. No financial 

restrictions were imposed—"just do the 
best possible job," he was told. 

Hartigan was accustomed to tough 
assignments. Holder of distinguished 
photography awards, and a five-time 
Emmy nominee, he was one of the first 
photo-journalists to film a war with 
sound (the Korean War), and the first to 
work under extreme cold conditions 
(the first three Deep Freeze operations 
to the South Pole). He also prided 
himself on his close camaraderie with 
other top-flight professional camera¬ 
men. 

"I pretty much knew what I re¬ 
quired," recalled Bill. "But I'd need 
help. So I turned to friends in Local 644 
and together we pooled our collective 
experience. The final selection of equip¬ 

ment was the result of a team effort." 
Hartigan decided he'd film the 

Peking diplomatic adventure using the 
new French-made Eclair ACL. The 
feature most valuable to Hartigan is the 
Eclair's pre-loaded and pre-threaded 
film magazine. The camera can be re¬ 
loaded in five seconds, a factor which 
gave the speed needed to "photograph 
everything" as the President asked. Each 
magazine has 200 feet of film which 
allows five minutes of shooting time. In 
all, he took 100,000 feet of raw stock 
and shot 32,000 feet—30 per cent sync- 
sound. 

Hartigan called on Urs Furrer who 
was in New York shooting the sequel to 
the feature film "SHAFT", ("SHAFT'S 
BIG SCORE"). Said Hartigan, "Urs was 

Chinese and American cameramen mingle on steps of Hangchow air terminal while awaiting 
arrival of the President. In foreground, cameraman Fred Montague, NBC, looking exhausted, 
but hanging in there, holds on to his heavy "one-man-band" filming rig. By contrast. Bill 
Hartigan used light-weight Eclair ACL camera, miniature Nagra SN recorder and Vega 
wireless microphones. He was aided by assistant cameraman and soundman. 



His larger zoom lens for use with the 
ACL was the Angenieux 25mm-to- 
250mm, but he felt that he might need 
an even more extended zoom range to 
capture both sweeping panoramic scenes 
and extreme telephoto shots on the 
trip—especially during the excursion to 
the Great Wall. For this reason, he 
decided to use an optical extender 
which would provide a 50mm-to- 
500mm zoom facility. This required 
building a mount to support the ex¬ 
tremely long zoom and to insure that its 
weight would not damage the lens or 
the camera lens mount. 

He turned to cameraman-equipment 
designer Ron Lautore. 

"Ronny stayed up all night and 

the only one I knew who was using the 
Eclair ACL in the East. He got four of 
them for my trip.'' 

Besides the four cameras. Bill took 
12 magazines, half of them loaded with 
high-speed color (7242) film and half 
with regular Ektachrome Commercial 
(7252) film. The Eclair ACL has a 
crystal control, weighs only 9 pounds, 
and does not require any cables to the 
recorder for double-system sound 
filming. 

"I was trying a new method of 
shooting news events with speed and 
ease,'' he said. "I felt we achieved 
marked superiority over our counter¬ 
parts, the TV newsreel cameramen, who 
staggered under 60-pound, hand-held 
cameras and had delays rethreading, 
plus the problems of cold affecting 
some of their motors at times. The cold 
in China never bothered us. 

"We also brought a new pocket-size 
battery, easily warmed by the hands, 
self-recharging in 20 minutes, and with a 
capacity to roll 10 magazines," he ob¬ 
served. 

Hartigan and his assistant camera¬ 
man, Bert Gold, and his audio mixer, 
David Ronny, and director Fritz Roland 
also brought along a new zoom lens, the 
Angenieux 9.5mm-to-57mm, F/1.6 lens, 
which is small, light in weight and one 
stop faster than the normal zooms. This 
was essential if the team were to get 
important close-ups and clear panoramic 
scenes. "It was a sophisticated piece of 
equipment," said Hartigan. "I used an 
F/1.6 stop with excellent results rather 
than the F/2.2 stop normally used for 
zooming." Working outdoors Bill filmed 
generally at F/11 and for interiors with 
difficult lighting he employed the An¬ 
genieux 9.5mm-57mm "baby" zoom 
lens wide open. 

Working just as hard as the film-oriented newsreel cameramen on the trip were the video camera 
operators who did a superb job of providing live coverage of the events to the United States and 
other countries via satellite. Here unidentified video cameraman sets up his Norelco camera to 
shoot a scene. 

Chinese cameramen, equipped primarily with Arriflex camera, film Nixon's departure. Out of 
courtesy to hosts, American cameramen characteristically deferred to their Chinese counterparts 
for choice photographic vantage points during the visit and held usual nudging for position to a 
minimum. 

worked for two days on his lathe and 
bench constructing a special mount for 
the lens," said Hartigan. Lautore built a 
long arm and cradle to support the 
weight of the large zoom which was 
mounted into the camera lens mount. 

"Working with this special zoom was 
just fantastic," said Hartigan. "I got big 
scenes and beautiful compression shots. 
When the President landed in Peking, I 
was able to close in on the faces of the 
People's Republic of China Honor 
Guard and then focus on the Presi¬ 
dential seal on Nixon's jetplane." 

Hartigan always arrived one day 
ahead of the Presidential tour, leap¬ 
frogging via commercial plane to 
Hawaii, Guam, Shanghai and finally 
Peking. 

The President's camera crew took 
along three basic audio systems in order 
to be prepared for all possible condi¬ 
tions. The crew knew purchasing parts 
or a new system in China would be 
impossible. Hartigan took the standard 
Nagra with a Sennheiser shotgun micro¬ 
phone which he used as the primary 
system. As the secondary system he 
brought the new Vega wireless mikes. In 
all he had three Vega units with three 
different frequencies. He had hoped 
Mrs. Nixon would be able to carry one 
of the Vega units but this wasn't feasi¬ 
ble. The third system was composed of 
the ultra-sophisticated miniature Nagra 
SN recorder which fits into a suit 
pocket. Its crystal control puts it in 
perfect sync with the Eclair ACL. The 
mike attachment is a peanut-size Japan¬ 
ese Sony condenser unit which, accord- 

Continued on Page 674 



Because the superior performance 

benefits of the NPR 16mm give you a 

decided edge in making quality pic¬ 

tures. It’s quiet, unobtrusively quiet. 

It's portable with a comfortable 

shoulder balance. Its crystal control 

motor lets you shoot sync accurate 

film without any tie-in to a recorder. 

It changes 400 foot magazines in less 

than 5 seconds; mounts any lens; view 

finder rotates 360° allowing low or 

backward or tight angle shots and is 

driven by a battery that recharges in 

30minutesor less. It’s also available 

in factory modified Super 16mm 

(1:1.66 ratio). 

ECLAIR 
Since 1908, 

The Professionals’ choice in cameras. 

FOR THE NPR BROCHURE, WRITE OR CALL. 
ECLAIR CORPORATION 
73 S. CENTRAL AVE., VALLEY STREAM, N.Y. 11580 
PHONE: (516) 561-6404 
7262 MELROSE AVE., LOS ANGELES, CALIF.90046 
PHONE: (213)933-7182 
DISTRIBUTED IN CANADA. ALEX L CLARK LTD. 
3751 BLOOR ST. WEST, ISLINGTON 678, ONTARIO 
7104 HUNTERWOOD RD. N.W., CALGARY 51, ALBERTA 
1070 BLEURY ST., MONTREAL 128, QUEBEC 
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1972 IFB4 
fllRTEENTH /1NNU/4L 
FILM CO/MPETITION 
GILL FOR ENrRIES. 
INFORMATION FILM PRODUCERS OF AMERICA INC. 
proudly announces its call for entries in the 
country’s leading non-entertainment film 
competition. Held in conjuction with IFPA'S 13th 
annual conference and trade show. October 18-21 
at the Universal City Sh'eraton Hotel in Hollywood. 

Highlight of the conference will be the film awards 
banquet with winners receiving Gold and Silver 
Cindy's in the 10 categories of film competition. 
Films which are Institutionally produced, 
Commercially produced and Government produced 
are eligible. 
A new special category will honor Cinema Student 
filmaker efforts. 
To obtain entry blanks and information contact: 
Mr. Jack Whalen, Cindy Film Competition Chairman. 
IFPA P. 0. Box 1470 Hollywood, California 90028, 
or call (213) 465-4898. 
DEADLINE FOR ENTRY FORMS IS JULY 1,1972 
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Motor Is In Hand 

At last... A crystal controlled motor smaller and lighter than any motor ever built for the Arri! The CRA-4 
is so compact it contains all the electronics within the motor housing (including our unique "out-of-sync” 
beeper) — making it ideal for hand held shooting! 

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

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

Ed Di Giulio says: 

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

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

Technology in the 
service of creativity. 

CINEMA PRODUCTS 
2044 Cotner Avenue, Los Angeles 
Calif. 90025 TELEX: 69*1339 
TELEPHONE: (213) 478-0711 
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THE FREZZI- CORDLESS CAMERA IN CHINA 
Having proved out for over a year under all field conditions, 
this professional 16mm TV newsfilm single/double system 
sound camera came through with flying colors in China 

NBC's Fred Montague films a stand-up commentary by correspondent Herb Kaplow in front of 
the imposing Shanghai Industrial Hall, prior to President Nixon's arrival. Montague is using an 
Auricon camera with Frezzi-Cordless conversion. The Frezzi-Cordless camera provides complete 
power source operating compatibility. It can be powered directly from AC lines or any Frezzoiini 
AC portable power inverter (as shown here). It can also be powered from an external plug 
adaptor. 

The nine newsreel cameramen hand¬ 
picked to represent the three major 
American television networks in filming 
President Nixon's recent trip to China 
utilized a wide variety of cameras to 
execute this important assignment. 
Among this equipment was the Frezzi- 
Cordless 16mm Sound Camera, with 
400-foot magazine and single-system 
magnetic sound recording capability. 

Requirements for maximum portabil¬ 
ity in TV newsfilm coverage during 
Nixon's China trip made the Frezzi- 
Cordless a natural camera selection. 
Field testing throughout the United 
States had proven its reliability for over 
one year under all working conditions. 
The camera was the result of two years 
of research and development to create a 
truly portable and reliable standard TV 
newsfilm camera. In standard operation, 
the camera is normally supported with a 
shoulder or body brace. In FIGURE 1 
the camera is shown in a hand-held 
shoulder position. Due to this feature, 
rapid shooting can be accomplished as 
quickly as the camera can be positioned 
on the shoulder and the image lined up 
in the eyepiece. 

The Frezzi-Cordless camera provides 
complete power-source operating com- 

(LEFT) FIGURE 1-General Research Laboratories'Crystal-controlled Frezzi-Cordless camera, shown in a hand-held shoulder position, operating in 
double-system synchronization. (RIGHT) FIGURE 2—Rear view of camera while in operation, showing AC voltmeter and standard amplifier 
connector. Camera is ready to roll with a variety of amplifier systems. Small connector on left can be used for AC line input, external battery input, 
or the camera can be operated from any power pack manufactured by Frezzoiini. 
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(LEFT) FIGURE 3—Battery installation is both quick and simple. The door is removed and the battery inserted into the connector assembly. 
Correct polarity will always be observed, due to mechanical polarization of the battery cannister. (RIGHT) FIGURE 4—Left side view, showing easy 
accessibility of inverter module. The entire electronic circuitry is located within the cover to facilitate servicing. A simple disconnect makes possible 
quick check-out for periodic maintenance. 

patibility. It can be powered directly 
from the AC lines or any Frezzolini AC 
portable power inverter. It can also be 
powered from an external plug adapter. 

FIGURE 2 shows the rear view of 
the camera in operation with the AC 
voltmeter indicating power to the mo¬ 
tor, the power selector switch set on 
internal battery, the location of the 
amplifier plug in the center of the camera 
back, the location of the all power 
compatible plug in the lower left corner 
and the main DC fuse just above it. The 
four-digit footage counter and line or 
power indicating light completes the 
instrumentation of the back of the 
camera. The camera features a quick 
change internal battery. This is shown in 

FIGURE 3. It is easily inserted and 
removed with fingertip control. The 
arrangement of the mechanical plungers 
to accept the battery eliminates any 
possibility of improper battery inser¬ 
tion. Above the battery is a transport 
safety switch. When this switch is in the 
"off" position it is impossible to acci¬ 
dentally turn the camera on from the 
rear control or from the front push- 
switch "on" control if the optional 
pistol grip is on the camera. 

The heart of the built-in power sup¬ 
ply for the Frezzi-Cordless camera is a 
high efficiency, high-power, miniature 
inverter. It is located on the left side of 
the camera within the motor cover 
housing. Removing four mounting bolts 

enables the cover to be removed to 
facilitate easy field servicing. 

A quick disconnect plug enables the 
electronic package to be removed for 
complete access to the motor, wiring, 
and mechanical linkages on this side of 
the camera. When operating the camera 
from the line, AC power is fed directly 
to the motor. No black boxes or inline 
transformers are necessary to run the 
camera from the AC line. In the internal 
mode, running on internal DC batteries, 
or in the external mode operating from 
an external DC battery, the internal 
inverter is energized and provides crys¬ 
tal-controlled power to drive the AC 
synchronous motor. The electronic mod¬ 
ule assembly is unique in its operation 

(LEFT) FIGURE 5—Each camera is given a final check for frequency and voltage after exposure to high and low temperatures. (RIGHT) FIGURE 
6—The Model B-35 Power Inverter Belt for operating Auricon conversions. The belt supplies up to 35 watts of power at 120 volts AC, 50 or 60 Hz. 
It can be supplied with crystal-controlled output for double-system operation. A built-in charger is incorporated into the belt. Recharge time is 10 
hours. 
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in that it is compensated to work with 
any voltage between 8 to 12 volts DC 
and maintain a proper AC voltage across 
the synchronous motor. 

SPECIAL EQUIPMENT FOR THE 
NIXON CHINA TRIP 

Beginning approximately two 
months prior to network departure for 
Nixon's China trip, a list of special 
requirements for 16mm sound cameras 
and associated equipment was submit¬ 
ted to Frezzolini Electronics. Foremost 
in these specifications was the need for 
seven Frezzi-Cordless cameras, various 
special AC inverters, and Frezzi DC 
power packs for portable light heads. 

Within one month's time, after receiv¬ 
ing the go-ahead, the following equip¬ 
ment was supplied: seven Frezzi-Cord¬ 
less cameras equipped with both silver 
zinc and nickel cadmium batteries for 
all-weather operation of the type shown 
in FIGURE 1; three new types of AC 
belt inverters of the type shown in 
FIGURE 6. This new belt inverter deliv¬ 
ers 35 watts of AC crystal-controlled 
power to run a minimum of 2400 feet 
of film through the Auricon 400-foot 
conversion cameras and SS III (General 
Camera). This unit is now designated as 
B-35; 12 Model 800-NC portable Frezzi 
Power Packs to operate 30-volt portable 
light heads. These were equipped with 
built-in recharge capability at 110 volts 
or 220 volts, 50 or 60 Hz, AC; five 
Model 3000 camera clip-on inverters, 
crystal controlled, with quick-change 
nickel-cadmium battery packs designed 
to plug into the side of General Cam¬ 
era's SSI 11; an assortment of 1000-DX 
inverters. 

A typical cameraman can be seen in 

operation in FIGURES 7 and 8. The 
camera in these pictures was a 400-foot 
Auricon conversion which was convert¬ 
ed to a Frezzi-Cordless camera. This 
particular camera was in operation for 
approximately one year before going to 
China, and it is still going strong. 

All of the above equipment was 
laboratory tested and then put through 
complete environmental testing prior to 
acceptance and delivery. All of the 
equipment was well received and 
worked reliably throughout the trip. 

Prior to shipping, each camera is 
tested mechanically and electrically. 
FIGURE 5 shows the electronic module 
undergoing final check-out, for frequen¬ 
cy and power output. 

At the present time, there are ap¬ 
proximately 100 Frezzi-Cordless cam¬ 
eras in the TV newsfilm daily operations 
throughout the world. The reliability 
of this system has been proven over the 
past year. A recent variation has been 
the introduction of a magnesium body 
to satisfy those requirements for the 
standard camera, but lighter in weight. 
This is now available. For further infor¬ 
mation, call General Research Labora¬ 
tories Division of Frezzolini Electronics, 
7 Valley Street, Hawthorne, New Jersey 
07506 Telephone: 201-427-1160. 

TECHNICAL SPECIFICATIONS FOR 
THE FREZZI-CORDLESS CAMERA 

Type 
16mm single or double-system profes¬ 
sional newsfilm camera with Bach-Auri- 
con movement in original center plate 
mounted in either aluminum or magne¬ 
sium body to accept standard 400' or 
1200' Mitchell magnesium magazines. 

Film Drive System 
AC synchronous motor with built-in 
miniature high-efficiency crystal- 
controlled AC inverter. Quick-change 
batteries allow up to eight (8) 400' 
magazines per charge. 

Lens 
Accepts standard "C" mount 16mm 
lenses with a variety of finders. 

Sound Recording 
Use of the Bach-Auricon filmagnetic 
recording head provides for reliable sin¬ 
gle-system operation with a selection of 
recording amplifiers. 

Battery 
Choice of Silver-Zinc or Nickel Cad¬ 
mium in 4 or 2 Ampere Hours. 

Electronics 
Plug-in circuit boards on a master board 
provide for quick check-out and servic¬ 
ing. Crystal-controlled for synchronous 
motor operation at either 50 or 60 Hz. 
A new type of high-power miniature 
lightweight conversion circuit with auto¬ 
matic compensation for voltage and 
temperature variations. 

Weight 
A fully-rigged camera (i.e., typical news 
operation) with 12-120mm Angenieux 
zoom lens and 400' magazine in alumi¬ 
num body weighs 18 lbs; with magne¬ 
sium body, 15 lbs. 

Standard Features 
4-digit footage counter, filter slot, mili¬ 
tary type AC voltmeter, optional remov¬ 
able pistol grip, Ruggedized controls. 
The camera is normally supplied as a 
complete newsfilm package in a very 
durable custom carrying case ready for 
air or surface transportation by film 
crews to assignments. ■ 

(LEFT) FIGURE 7—Jim Kartes, free-lance cameraman for CBS News, is shown with Frezzi-Cordless camera atop the Great Wall during President 
Nixon's recent visit to the Peoples Republic of China. About the camera in this situation, Kartes observed: "The Frezzi-Cordless performed 
admirably, and the special Ni-Cad batteries for the cold weather were a great help." (RIGHT) FIGURE 8—Side view of the camera, supported by 
shoulder brace. For the China trip NBC purchased for use by its three cameramen five Frezzi-Cordless cameras, along with the new Transist-O-Sound 
amplifiers. 
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CINEMA '72: A MATTER OF SURVIVAL 

The Third Annual USC Film Conference meets to talk 

about the demise of the motion picture industry, and 

decides that the patient is pretty healthy after all 

(LEFT) Students lounge on grass between classes at University of Southern California, where 
Film Conference was held. (RIGHT) Hoffman Hall, on the USC campus, where panel discussions 
took place. Films presented in Bovard Auditorium during course of the Conference included 
"THE GODFATHER", "FRITZ THE CAT" and 'THE CULPEPPER CATTLE CO." 

The theme of the Third Annual USC 
Film Conference, held recently on the 
campus of the University of Southern 
California, bore the realistically grim 
title: CINEMA '72: A MATTER OF 
SURVIVAL. The air of pessimism—even 
fear—was compounded by the printed 
program, shaped like a tombstone and 
bearing the epitaph: "Here Lies the 
Hollywood Film Industry, 1910-1970". 

However, despite this doom-and- 
gloom lead-off, the large group of exec¬ 
utives, technicians, bankers, critics, pro¬ 
ducers, directors, screenwriters and 
actors who served as panelists during the 
four-day conference almost unanimous¬ 
ly expressed optimistic hopes for the 
future and repeatedly insisted that Hol¬ 
lywood, far from dead, was actually in 
transition toward a new Golden Age of 
activity and prosperity, despite the cur¬ 
rent slump. There was, nevertheless, a 
good deal of calling a spade a spade, 
condemnation of past and present 
idiotic practices (on the part of both 
labor and management), and the affir¬ 
mation that some sweeping changes 
must be made if the patient is to recover 
and stay healthy. 

The Conference was moderated by 
prominent critic-writer-professor Arthur 

(LEFT) Panel assembled to discuss "The Young Film-maker and the Future" included Professor William Froug, Film-makers Tamara Assayev, 
Jonathon Axelrod, David Giler, Rick Vaughnes and Writer John Milius. It was the liveliest of all the panel discussions on the program. (RIGHT) All 
sessions of the Conference were well attended, primarily by USC Cinema students. Panels composed mainly of top figures from the professional 
motion picture industry gave the event considerable significance. 
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(LEFT) Producer/director Blake Edwards deplored the ego-trips of reigning studio executives who are not knowledgeable in the creative aspects of 
film production, but who, nevertheless, feel qualified to re-edit arbitrarily the work of professional film-makers. (CENTER) Director Sydney Pollack 
expressed grave doubts as to whether a computerized system could successfully predict the box-office success of a film, based mainly on inputs 
concerning the script. (RIGHT) Critic/writer/professor Arthur Knight acted as genial Moderator for the Conference Panel Discussions. 

Knight who cited the fantastic grosses 
of such box-office blockbusters as 
"THE GODFATHER" and "THE 
FRENCH CONNECTION" as evidence 
that the theatrical film industry is basic¬ 
ally healthy and on its way toward a 
resurgence of prosperity. 

Those sentiments were affirmed in a 
later panel discussion, when USC profes¬ 
sor and film producer William Froug 
said: "We're all in the same boat and the 
boat's leaking—but the end of the 
movies is nowhere in sight. The fact 
that there is little or no censorship 
today has opened up new horizons. We 

needed the freedom to make and learn 
from the trash we have made. But the 
golden age of Hollywood is about to 
begin." 

"Yes, we're in a state of extreme 
depression, yes, there is 80% unemploy¬ 
ment overall, but your function as film 
makers is to fight the condition, the 
system, the business." 

"A film is artistically successful if it's 
financially successful," said "French 
Connection" script writer Ernest Tidy- 
man. "Don't you think the criterion for 
judging whether or not a picture is 
artistically successful is time?" asked 

director Peter Bogdanovich, who also 
recommended that young film-makers 
see as many of the films of the past as 
possible to learn to make artistic films 
in the future. 

The Conference was not without its 
gentle fireworks. The first blast came 
during the panel discussion entitled: 
"Critics and the Symbiosis of Survival" 
(whatever that means), when keynote 
speaker Beverly Walker levelled her guns 
at "the New York film critics, who use 
their power shamelessly, who use criti¬ 
cism to make themselves look good." 
Continued on Page 689 

Panel I: WHO GOES TO THE 
MOVIES AND WHY? 

Who comprises the film audience? 
What psychological urges bring peo¬ 
ple to the movies? Should films cat¬ 
er to fractional audiences? Is nostal¬ 
gia what it used to be? What turns 
kids on? Does TV cater to the hu¬ 
man needs for catharsis, as the mov¬ 
ies do? Has TV eliminated the need 
for theater movies? Has “growing 
up” hurt the movies? 

Topic Speaker: Robert Radnitz, 
producer 

Panelists: Peter Bart, Paramount 
executive 

Dr. Allan Case bier, 
USC Philosophy 
Bruce Corwin, NATO 

executive 
Doe Mayer, Student 

Panel 2: THE ECONOMICS OF 
SURVIVAL 

Where will the money come from? 
Should the artists have royalty inter¬ 
ests in film? What significance will 
the studio-TV networks antitrust 
suit have? What will the future 
means and modes of production and 
distribution? What about cable TV? 
Does the individual entreprenuer 
have a future? What role will the 
banker play? How important is the 
selling of film, and should artists 
take part in that phase? Should films 
aim for home runs or base hits in 
their grosses? 

Topic Speaker: Blake Edwards, 
Writer, Producer, 
Director 

Panelists: William O. Brown, 
Writer, Producer, 
Director 
A1 Dorskind, Universal/ 
MCA 
Zane Lubin, United 
California Bank 
Art Murphy, Variety 
Aubrey Soloman, 
Student 
Gordon Stulberg, 20th 
Century-Fox 

Panel 3: THE ART OF SURVIVAL 

What kinds of films do we need 
now? Who shall have the right to 
final cut? How important are the 
stars today? Who benefits from film 
festivals? What place will the new in¬ 
dependents have? What answers do 
the student film makers have ? 

Topic Speaker: Rouben Mamoulian, 
Director 

Panelists: Peter Bogdanovich, 
Director-Writer 

Bruce Dem, Actor 
Sidney Pollack, Producer- 

Director 
Ernest Tidyman, Screen¬ 

writer 
Bennett Tramer, Student 

Panel 4: THE TECHNOLOGY OF 
SURVIVAL 

What has happened to the cassette 

boom? Cable TV: will it mean death 
to the theaters? How will cable af¬ 
fect the industry? Will Holography 
or other technical innovations bring 
back the audiences? Is Super-16 a 
viable tool for the future? 
Topic Speaker: Melville Shavelson, 

Director-Writer 
Panelists: John Alonzo, Cameraman 

Wilton Holm, Motion 
Picture Research 
Council 

Monroe Price, Writer, 
Law Professor 

Fouad Said, Cinemobile 
Sid Solow, CFI 
Charles Woodard, 

Theta Cable 
Mort Zarkoff, Producer, 

USC Professor 

Panel 5: CRITICS AND THE 
SYMBIOSIS OF SURVIVAL 
What affects has critical extremism 
had on film attendance? Has criti¬ 
cism become too esoteric? Is film 
essentially a popular art? Have crit¬ 
ics’ choices become too self-serving? 
Are critics interested in the survival 
of film as an industry? As an Art? 
What are the critics’ responsibilities 
to the industry? What will be the 
future outlets for film criticism? Is 
there the possibility of an American 
art film? 
Topic Speaker: Beverly Walker, 

Writer 
Panelists: Charles Champlin, L.A. 

Times 

Roger Ebert, Chicago 
Daily News 

Nanny Farber, Critic 
Steve Greenberg, Student 
Art Murphy, Variety 
Kevin Thomas, L. A. Times 

Panel 6: THE YOUNG FILM 
MAKER AND THE FUTURE 
How do young film makers view the 
role of the studio in the future? 
What, if any, compromises must the 
artist make in order to make films? 
Does the young director/producer 
have other alternatives to studios 
and the feature film? Are young film 
makers making an impact in chang¬ 
ing film art and the industry for the 
better? 
Topic Speaker: William Froug, 

Professor 
Panelists: Tamara Assayev, Film 

Maker 
Jonathon Axelrod, Film 

Maker 
David Giler, Film Maker 
John Milius, Writer 
Rick Vaughnes, Film 

Maker 

Panel 7: THE TECHNIQUES OF 
SURVIVAL 

Panelists from earlier sessions will 
attempt to synthesize and summa¬ 
rize the proceddings of the Confer¬ 
ence. Moderated by Arthur Knight. 

Topic Speaker: Wilton Holm, 
Motion Picture Research Council 
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THE LOGIC OF SURVIVAL 
Technical expert,In keynote speech at USC Film Conference, 

sounds warnings and offers some solutions for the problems 

D |,_| .. confronting the theatrical motion picture industry world-wide 
Dy VVILIUIM r». I 1WL-IVI 

Chairman, AMPTP Research Center 

The theme of this Conference— 
Cinema 72: A Matter of Survival-is 
timely, challenging and interesting. Top¬ 
ics such as the Economics of Survival, 
the Technology of Survival and the Art 
of Survival are interesting, not only for 
the analyses which they provide, but 
also for the synergy they involve. This 
afternoon I want to speak about that 
synergy. And in so doing, I introduce 
still another topic: The Logic of Sur¬ 
vival. 

The survival with which we are con¬ 
cerned is, of course, that of Hollywood 
—of our motion picture industry—at 
least as we know it. We are concerned 
with the frequently-stated economic 
fact that only two or three of every 10 
motion pictures earn their cost. The 
rest, allegedly, lose money. We are 
concerned with the technological fact 
that the tools and materials and technol¬ 
ogy with which our motion pictures are 
fabricated are as good or better than 
ever—yet most of our movies lose mon¬ 
ey. We are confronted with the artistic 
fact that most of our motion pictures 
no longer please a major part of our 
potential audience. The decline in paid 
admissions over the last decade or two 
says this loud and clear. Yet we insist 
upon being mystic about this box-office 
disaster. 

For us, the Age of Aquarius has 

Wilton R. Holm, Head of AMPTP Research 
Center and President of SMPTE, startled 
attendees with suggestion for computerized 
prediction of feature film box-office success. 

become the Age of Alibis. We hear 
excuses such as: "The public has be¬ 
come fickle”; or "Today we have a 
fractionated audience"; or "Only young 
people any longer go to movies." Yet 
for pictures such as The Sound of 
Music, The Graduate, Airport, Love 
Story, and Fiddler On the Roof, to 
name just a few, these fractionated 
audiences coalesce and people of all ages 
stand in long lines to get into the 
theatres. Why? When one picture suc¬ 
ceeds beyond all expectations while 
others fail to earn their cost, there must 
be a reason. A logical reason. If we fail 
to find it, then our industry may indeed 
be doomed. 

Basically, any industry—and ours is 
no exception—is an area of activity that 
defines direct or indirect human wants 
or needs, and then systematically sets 
out to produce a product or a service 
that satisfies those needs. It must be 
able to sell those products or services for 
more than they cost, or the industry is 
not viable. No industry can exist unless 
it produces a product or a service that 
people want or need. 

A moment ago I used the word 
"systematically," because, technological¬ 
ly speaking, our motion picture industry 
is a system. When man first walked on 
the moon, the whole world suddenly 
became conscious of systems, and sys¬ 
tems analysis; yet systems are as old as 
time. Just what, then, is a system? 

A system is any group of intercon¬ 
nected parts that interact with each 
other and the environment that sur¬ 
rounds them. A patient lying in shock in 
a hospital is a system. So is the move¬ 
ment of traffic in a city, or the complex 
interplay of sun, air and ocean water 
that gives rise to weather. If man can 
understand such systems, he may be 
able to control them. From time im¬ 
memorial, this has been the goal of 
man: To control systems. For almost all 
men in the past, and for many millions 
today, life has been a bitter struggle 
against chaos, against uncontrolled 
events—a struggle for water instead of 
drought, food rather than famine, 
health rather than disease, peace instead 
of war, prosperity in place of depres¬ 
sion, domestic tranquillity rather than 
civil disorder. 

To control any complex system re¬ 

quires four things: sensing devices, deci¬ 
sion makers, control devices, and, more 
and more often, computers. A prerequi¬ 
site, of course, is that we understand the 
system we intend to control. 

Sensing instruments and devices keep 
one informed of the state of a system 
and how it changes. This information is 
processed and analyzed by a computer 
if the system is complex, or its time 
constant very short, or both. The proc¬ 
essed information is used to make deci¬ 
sions as to what to do next to the 
system to bring it or keep it under 
control. And finally, control devices are 
put in motion to bring about or main¬ 
tain the desired control of the particular 
system. 

MOTION PICTURE BUSINESS 
SYSTEM 

Systems that produce motion pic¬ 
tures, like all systems, accept inputs, 
process these inputs, and provide an 
output. Our inputs are people, stories, 
and physical materials—all of which are 
processed by tools and facilities. The 
processing of these inputs, we call "pro¬ 
duction," including pre- and post¬ 
production. The output is the motion 
picture product, in the form of sound 
films or tapes. Our markets are theatres, 
and to some extent TV. Our customers 
whose wants and needs must be satisfied 
are the people who patronize those 
theatres, or tune in to see our pictures 
on TV. 
Continued on Page 695 

Grim epitaph served as offical symbol for 
USC Film Conference dedicated to theme: 
“CINEMA '72—A MATTER OF SUR¬ 
VIVAL". 
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What we mean 
at MPL when we say 
"personalized 
service” 

(Reprint of an editorial from The MPL Recorder) 

Statements made by peo¬ 
ple about the work they do 
are often mere statements 
far removed from the fact. 
That is why MPL once 
again brings to our readers’ 
attention the matter of 
“personalized service” so 
important to every 
film producer. 

What we mean at MPL 
when we speak of “person¬ 
alized service” is this: we 
keep making it emphatically 
clear to everyone working 
in our laboratory that each 

customer’s film is of the 
greatest importance to him, 
and for that reason is of the 
greatest importance to us. 
We adhere to the principle 
that there is no such thing 
as a film of secondary 
importance, and that each 
film deserves and must 
receive our closest personal 
attention. 

The highest goals we set 
for ourselves sometimes 
fall short of achievement. 
But at MPL we go out of our 
way to see to it that when 
we speak of giving 

“personalized service”, we 
mean what we say. 

That is why we consist¬ 
ently give producers films 
of the highest quality. And 
our 24 hour service assures 
you of prompt attention to 
all the work you send us. 

Frank M. McGeary 

fCY\ 

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

(901) 948-0456 
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SMPTE TECHNICAL CONFERENCE 

AND EQUIPMENT EXHIBIT 

By HERB A. LIGHTMAN 

Society's semi-annual get-together in New York draws 
record crowds—pleases some, disappoints others 

In several ways the SMPTE Technical 
Conference and Equipment Exhibit held 
at the New York Hilton Hotel, April 30 
through May 5, was one of the best the 
Society has ever sponsored—but in at 
least one other important respect, it was 
quite disappointing. 

First—on the plus side, it must be 
noted that the Equipment Exhibit intro¬ 
duced quite a few interesting new items. 
The Exhibit was very well-attended—not 
only by sightseers, but by film techni¬ 
cians and production personnel, the 
very people who utilize the equipment. 
They came early and stayed late and the 
booths were crowded right up until 
closing time each day. 

Secondly, a very full program of 
papers and presentations was offered— 
so full, in fact, that on several days as 
many as three concurrent sessions were 
scheduled in separate conference rooms 
of the hotel. It was a veritable bonanza 
for those interested in the more rarified 
aspects of motion picture and television 
engineering. 

Which brings up the one disappoint¬ 
ing aspect previously mentioned. The 
theme of this particular conference had 
been loudly announced and widely her¬ 
alded as being "The Young Film¬ 

maker", and one might reasonably have 
expected a substantial number of papers 
and/or presentations to be devoted to 
that theme. In fact, it was the prospect 
of a full exercise of such an important 
subject which brought many of us all 
the way across the country to brave the 
rigors of Fun City. It also brought a lot 
of young film-makers into the hectic 
precincts of the Hilton—and many of 
them went away expressing disappoint¬ 
ment and feeling, in a certain way 
cheated. For, as it turned out, there was 
very little in the Conference that was 
by, for or about "The Young Film¬ 
maker". 

Even the few bones thrown in that 
direction were, for the most part poorly 
prepared (if at all) and haphazardly 
presented. Several of the speakers talked 
off the tops of their respective heads, as 
if they had suddenly remembered a 
commitment to the Conference while 
on their way to a luncheon date else¬ 
where. 

Several topics which might have been 
of interest to active young film-makers 
were presented in terms of academic 
theory. For example a panel discussion 
devoted to "Current Trends in Editing" 
featured a panel composed entirely of 

college professors. They were charming 
gentlemen all and, no doubt, excellent 
educators—but there was not one real 
live young film-maker on the panel, nor 
even a single professional film techni¬ 
cian working in the real world of film 
production. 

The same ivory tower approach was 
used in presenting other "tutorial" pa¬ 
pers on topics which could have (and 
should have) been made very kinetic 
and pertinent to serve the interests of 
active film-makers, young and other¬ 
wise. 

As one who is solidly behind the 
aims of SMPTE and who has, in fact 
participated in several of its seminars at 
the University of Southern California, I 
offer this criticism constructively and 
hope it will be accepted in the same 
spirit. 

Another source of embarrassment to 
the Society had to be the "less than 
adequate" projection facilities offered 
in the conference rooms. In all fairness, 
it must be noted that the low-ceilinged 
rooms made it impractical to use any¬ 
thing but small screens, and the total 
effect was not at all enhanced by the 
use of rear projection—hardly the opti- 

(LEFT) In the Sutton Ballroom of the New York Hilton Hotel, attendees of SMPTE 111th Technical Conference and Equipment Exhibit gather for 
one of three concurrent conferences on film and television technology. (RIGHT) The Equipment Exhibit featured many interesting new items. It 
was very well-attended—not only by sightseers, but by film technicians and production personnel, the very people who utilize such equipment. They 
came early and stayed late, crowding the booths up until closing time each night. 
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mum method for displaying the quality 
of films. 

Several of the speakers let fly with 
scathing remarks on the subject. Daan 
Zwick, of Eastman Kodak, pointedly 
deplored the fact that the SMPTE, 
which sets standards of excellence in 
projection for the entire motion picture 
industry, should offer such miserable 
projection facilities at its own Confer¬ 
ence—an observation which left room 
for little rebuttal. 

Edward Reichard, of Consolidated 
Film Industries, who presented Sid 
Solow's paper on "35mm Blow-up Neg¬ 
atives from 16mm Originals", refused to 
allow his film demonstrations to be 
projected on the resident equipment. 
Instead, he had brought in a portable 
35mm front projector and beaded 
screen. 

There were several papers on the 
program presenting material of interest 
to practicing film-makers and these de¬ 
serve mention. 

"Technical Aspects of Producing Lo¬ 
cation Sports Films for Television", by 
Larry Lindberg of Lindberg Productions 
Inc., offered some tips on the making of 
action films for TV and was well-illus¬ 
trated by clips from various surfing, 
rodeo and skiing films made by the 
speaker's organization. 

"Exposure Determination With a 
Spotmeter", by Leslie H. Holmes, of the 
Canadian Broadcasting Corp., cleared up 
a lot of points relative to the practical 
application of this sophisticated light¬ 
measuring instrument. 

"Production Techniques in the Scien¬ 
tific Documentary", by Roy Zeper, of 
Wyeth Laboratories, was illustrated by 
some fascinating footage from a film on 
vampire bats made by the author. 

"Computer Animation", by Dr. Al¬ 
fred I. Thumin, of New York Universi¬ 
ty, detailed some exciting automated 
animation techniques made possible by 
the latest highly-sophisticated Oxberry 
equipment. 

Two papers, "Preparing for the 
Sound Mix" and "The Sound Mix", by 
James Townsend, of Townsend Produc¬ 
tion Service, got down to cases on this 
all-important phase of post-production. 

"The Editing of Motion Picture 
Film: Some Notes for Young Film¬ 
makers", by Dr. John H. Tyo, of Syra¬ 
cuse University, made a neat leap from 
the ivory tower into the cutting room 
and was one of the few presentations 
that bore any relevance to the Confer¬ 
ence's announced theme. 

The Equipment Exhibit featured 
some interesting new items, the most 
provocative of which seemed to be the 
handsome new Beaulieu "NEWS 16" 
Professional Single/Double System 

16mm Sound Camera (See page 666), 
which had everybody talking and trying 
it on for size. 

The Mitchell Camera Corporation, 
recently somewhat dormant in the pro¬ 
liferation of new equipment, came up 
with several interesting new items. Fore¬ 
most among these is its Sportster 164 
16mm camera (in bright red and several 
other wild colors), which has a range 
from 5 to 500 frames per second and 
was especially designed for the sports 
photographer. 

The other surprise from Mitchell was 
its new Mitchell Mark III, hand-held 
35mm "silent" camera, designed for 

usage similar to that of the Arriflex 35 
BL. On display was only a prototype 
which had been cobbled together fever¬ 
ishly to meet the Conference deadline, 
but it looks promising. 

Also shown in prototype form was 
the new Showchron "American Expand¬ 
able Editing System", a horizontal con¬ 
sole with a seemingly endless variety of 
picture and sound editing options. 

Among the smaller items of interest 
were Sylvania's spookily fascinating 
Night Viewing Device, for filming in the 
dark; Anton Bauer's Modular Quick- 
change Battery System, a completely 
new concept in portable power supplies; 

and the Universal Crystal Sync Motor 
Control, one unit that seems to be 
compatible with just about every cam¬ 
era. 

These and several other interesting 
items spotted at the Exhibit will be 
given individual product reports in up¬ 
coming issues of American Cinematog¬ 
rapher. 

On the social side, the SMPTE 111th 
Technical Conference could hardly be 
faulted. It kicked off with a Wine and 
Cheese Party, courtesy of the Eastman 
Kodak Co., which was held on the F & 
B Ceco Sound Stage. 

The Get-Together Luncheon held the 

next day in the Grand Ballroom of the 
Hilton, featured as guest speaker Dr. 
Peter Goldmark (inventor of the long- 
play record and the EVR System), who 
gave a fascinating (and frightening) talk 
on the threat to world ecology. 

The next evening there was another 
rollicking Wine and Cheese Party, joint¬ 
ly hosted by Camera Mart, Angenieux 
Corp. and Berkey-Colortran. 

The climactic social event was the 
formal Cocktail Party (courtesy of Glen 
Glenn Sound Co.), Banquet and Dance 
in the Hilton's Grand Ballroom. 

As the saying goes, "A good time was 
had by all." ■ 

Get-together luncheon in the Grand Ballroom of the Hilton featured as Guest Speaker Dr. Peter 
Goldmark (inventor of the long-play record and the EVR Cassette System), who gave a 
fascinating (and frightening) talk on the threat to world ecology—and what those in the 
communications media can do about it'. Wine parties and Banquet-dance made Conference a 
smashing social success. 
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Baby your film 
with cradle drive. 

Pako Cine Processors. 

*1PHOTO PROCESSING PRODUCTS 
Pako Corporation, 6300 Olson Memorial Highway, Minneapolis, Minnesota 55440 

Don’t let your film take the 
brunt of film processing ten¬ 
sion. Coddle it with cradle 
drive—unique bottom drive 
system for Pako Cine/Strip 
Processors. You get precise, 
uniform tension (regardless of film 
width) and no adjustments are re¬ 
quired. And you can stop worrying 
about broken or damaged film due to tension. 

Each bottom spool has a soft silicone rub¬ 
ber tire and “floats” in a separate metal cradle. 
When film tension is low, the cradles drop down 
and the spools function as idler rollers (each spool 
has a ball bearing core for minimum suction.) As 
tension increases, the cradles and film spools are 
pulled up against the drive roller to reduce strain 
on the film. 

Every cradle spool moves independently to 
the “drive” or “idle” position to keep tension 
within safe limits. The result is an equalizing 

effect which guards against 
tension spurts and virtually 
eliminates film breakage. 

The unique cradle drive sys¬ 
tem is available for any of the 
Pako Cine / Strip Systems 
listed below. 
For more information about 

Cine/Processors, contact your Pako Distributor 
or write to Pako Corporation. 

- 

MODEL FOR SPEEDS 

Ektachrome  28—75 fpm 
Kodachrome  50—93 fpm 
Anscochrome 13—48 fpm 
Eastman Color Print 13—100 fpm 
Kodacolor  7—26 fpm 
3M Ferrania  20—50 fpm 
Agfa-Gevaert 13—48 fpm 
B/W (neg., pos., rev.)   27—95 fpm 

1*86 Processing Systems for the Photographic, Motion Picture, Graphic Arts, Medical and Industrial X-Ray Industries. 
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INTRODUCING THE 
BEAULIEU “NEWS 16” 

PROFESSIONAL 
5INGLE/DOUBLE SYSTEM 

16MM SOUND CAMERA 

Sherman Oaks, California 91403. 

The Beaulieu “NEWS 16” is an absolutely new and unique 16mm camera system specifically designed to meet the demanding filming 
requirements of documentary motion picture and television newsfilm cameramen. 

The Beaulieu “NEWS 16” is a remarkably silent running camera. The cameraman has available six different and interchangeable 
synchronous sound options: single system (magnetic) module...to be used with the light weight and compact Beaulieu miniaturized 
amplifier; a 24 or 25 f.p.s. crystal-sync module; and three different synchro-pilot generator modules (50 cps, 60 cps, and 100 cps). 

The Beaulieu “NEWS 16” camera is designed to be operated with one hand — leaving the other hand free to ward off crowds, or rioters, or 
to protect the cameraman himself in some other way. (Of course, the cameraman’s free hand can 
also be used to follow focus while power zooming.) The low camera profile permits the camera¬ 
man to see directly across the entire camera body— again, providing an additional protection to 
the cameraman in difficult filming situations. 

The “NEWS 16” camera weighs approximately 16 lbs. (together with interchangeable 
Angenieux “Auto” 12-120mm zoom lens and interchangeable crystal-sync module). The weight 
is distributed so that this compact camera is balanced comfortably on the cameraman’s shoulder. 
The co-axial film chamber accepts 100' and 200' daylight-load film spools, with fully automatic 
(and extremely fast) self-threading. 

The mirrored shutter always stops in the viewing position. The thru-the-lens viewfinder 
swivels 180° for front, rear and top viewing, with 22X magnification, etched TV frame, and 
choice of left or right eye viewfinders. A signal light inside the viewfinder warns the cameraman 
that only 15 feet of film is left. At the same time, the external camera on-light switches off 
automatically. 

Some additional technical features include: built-in variable power zoom (3 to 25 seconds) 
and fully automatic exposure system (both with manual override); interchangeable variable 
speed motor (12-40 f.p.s.), and lens interchangeability (C-mount). Also available is an Angenieux 
“Auto” 9.5-57mm, fl.6 zoom lens. 

Hundreds of thousands of feet of sound film were used to test the Beaulieu “NEWS 16” in all 
parts of the world —from the heated riot scenes in Belfast —to extensive and diversified filming 
situations across the continent of Europe—and even to Peking for test filming coverage during 
the recent Nixon visit. 

Production model Beaulieu “NEWS 16” cameras have now been formally introduced at the 
SMPTE Show (May 1972) in New York City. This exciting new single/double system profes¬ 
sional 16mm sound camera has already been demonstrated to many hundreds of professional 
cameramen. Before you decide to purchase any other camera system, write us today to arrange 
for your own personal demonstration of the Beaulieu “NEWS 16” camera. 

Amplifier Measurements: 
5" High x 3" Wide 
x 8" Long. 

CINEMA o JiewiJjeM 
A DIVISION OF HERVIC CORPORATION 

Executive Office: 14225 Ventura Boulevard 

Camera Measurements (Body ONLY): 
8V2" High x 8I/2" Wide x 19%" Long 



ROSSMOBILE 
with this location van,the equipment is... 

a la carte! 

If you want a dozen variegated 
wooden cuckolorises, you can have a dozen variegated wooden 
cuckolorises. If you don't want them — forget ’em! The point is, we 
don’t insist you rent and pay for equipment you can’t use. This is a 
“custom” van that we’ll equip to your own specs for filming a 
particular assignment. Want to supply your own sound or camera 
equipment? Fine with us. Want the truck fully equipped and ready to roll? 
That’s okay too. Order a la carte — you’ll save plenty. Write or call 
today for complete specifications and a rental rate schedule. 

The van itself incorporates all of the most 

wanted features for a location vehicle . . . 

complete roll-away doors on both sides, 

hydraulic lift gate, built-in storage boxes 

under chassis for heavy cable, provisions for 

prop boxes and lumber — and much, 

much more. 

SSMOSili 

fg0‘S 

pfCTIfl ST. 52 W 333 00 YORK 
5470 

ready to roll! 
The East’s only specialist 
LIGHTING, GRIP EQUIPMENT, PROPS, GENERATORS, RENTALS / SALES / SERVICE 

SOLE DISTRIBUTOR OF MOLE-RICHARDSON COMPANY PRODUCTS IN GREATER NEW YORK 

INC. 333 WEST 52nd STREET, NEW YORK, N.Y. 10019 (212) Cl 6-5470 
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Staff at KDFW-TV Dallas ready to film the news when it 
with their Canon Scoopic 16sf 

Name 

City 

Canon’s Scoopic 16. Made for action moments. 
Because it shoots them faster than any hand camera 
around. That’s a large claim for an under 7-pounder. 
Uniquely designed hand-grip. Fully automatic expo¬ 
sure control with manual override. A built-in zoom 
lens. Motor drive and auto threading. All adding up 
to a perfect shot. Everytime. 
Close-ups, medium and long shots, zooms, tele¬ 
photos, wide angles. Even “follow” shots. Instantly 
focused. Indoors and out. Filming . . . not fumbling. 
Because your eye never leaves the view finder. 
You’re always in focus. Especially for the un¬ 
expected. 
Let us tell you more about Canon Scoopic 16. Why 
it’s the best, most reliable professional camera 
around. At only $1307. Use our coupon to request 
illustrated literature. 

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

Company. 

Position _ 

Address. 

.State- 

Canon U.S.A., Inc., Dept. AC-6 
10 Nevada Drive, Lake Success, New York 11040 

Canon/SCOOPIC 16 
"Alt Canon Scoopic 16s pictured, sold and serviced by 
Professional Cine Products. Inc . Dallas, Texas. 



FILMING IN FREE-FALL 

By CARL R. BOENISH 

Engineer-turned-skydiving cinematographer discusses various 
methods and equipment used in making his award-winning films 

THE "GUN CAMERA" 

Probably the most popular 16mm 
motion picture camera used in skydiving 
today is the Bell & Howell military 
surplus N-6 GSAP gun camera. This 
camera is extremely rugged, compact, 
battery-operated, and weighs less than 3 
lbs. C-mount lenses may be used on the 
B&H gun camera by obtaining a com¬ 
mercially available C-mount face plate 
(Gordon Enterprises, Hollywood, Calif.) 
The gun camera accepts 50' magazines. 
The prime advantage of the 50' maga¬ 
zines is ease and speed of film changing. 
The disadvantages of the magazine in¬ 
clude limited availability of film stocks 
loaded in magazines, small film capacity 
(50' vs. 100' rolls), twice the film cost 
(so as to include the price of the 

magazine), jeopardy of soft focus 
(caused by inconsistent magazine manu¬ 
facturing quality) and sometimes a vari¬ 
ation of frame-lines (caused by incon¬ 
sistent seating of the magazine in the 
camera.) 

New 50' film magazines are stamped 
out in large quantities out of soft metal 
(being worth less than $1 each) rather 
than being machined to an accurate 
tolerance, as in the case of an N-9 
magazine. Hence, the lens-to-film-plane 
distance is a function of the position of 
the magazine in the camera, sometimes 
causing soft focus. After considerable 
use, the magazines tend to wear down 
the camera film guides, changing the 
seating of the magazine in the camera, 
which causes the frame line of the 
picture to be inaccurately positioned. 

This sometimes can be alleviated if the 
magazine is shimmed with tape before 
exposing the film. The only way to 
eliminate an inaccurate frame line on 
exposed film is to make a slightly 
enlarged optical master of the scene, 
wasting money and quality. 

Kodak distributes 16mm magazines 
loaded with Kodachrome II for amateur 
use, but any other types of film—ECO, 
EF, etc.—must be special-ordered in a 
minimum quantity of 50 magazines. 
Bob Gamble Photo Supply (Hollywood, 
Ca.) sells ECO and EF in 50' magazines. 
One can also bulk-load his own maga¬ 
zines. Unless he is extremely meticu¬ 
lous, however, factory-loaded new 
magazines cause less emulsion scratching 
than hand-loaded used magazines. 

Despite the shortcomings of the mili- 
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tary gun camera, its dependability, rug¬ 
gedness, light weight and compactness 
nevertheless make it the most popular 
movie camera for skydiving use. 

POWERING THE GUN CAMERA 

The gun camera typically draws 
about 1 amp. A 1.2 amp-hour NiCad 
battery pack can be used to expose 10 
to 15 magazines before it should be 
recharged. The size of this battery pack 
is small and weighs only about 2Vi2 lbs. 
The battery pack is normally worn on 
the chest reserve parachute of the jump¬ 
er. Wires are run underneath the jump¬ 
suit, connecting the battery to the 
camera via an on-off toggle switch, 
usually routed to the cameraman's left 
hand, thereby leaving his right hand free 
for safety purposes (pulling the rip-cord, 
etc.). 

HELMET-MOUNTED CAMERAS 

Hand-held cameras have always 
proved to be unsatisfactory for skydiv¬ 
ing use. The basic reason for this is that 
the jumper's hands are needed constant¬ 
ly to maneuver himself in free-fall. 
Steadiness of a helmet-mounted camera 
is far superior to that of a hand-held 
camera in free-fall. With his arms free, 
the skydiving cameraman has much 
more freedom to concentrate on his 

relative work (free-fall maneuvering). 
The side-mounted helmet camera is 

far more popular than the top-mounted 
camera. Its advantages include a lower 
center-of-gravity for easier opening 
shocks (of the parachute), less parallax 
between the eye and the camera lens, 
and less unwieldiness in moving about in 
the plane and climbing out onto the 
strut. Disadvantages of the side-mount¬ 
ed camera include unsymmetrical 
weight distribution and poor parachute 
riser clearance. 

Aluminum brackets provide the easi¬ 
est method of mounting various cameras 
to helmets for free-fall use. I have 
experienced excellent results using Bell 
Helmets, which give me maximum com¬ 
fort and safety as well as a rigid camera 
platform. These helmets normally last 
five years and longer. 

SIGHTING 
CAMERA 

THE FREE-FALL 

The method of sighting a free-fall 
camera setup is frequently debated 
among skydiving cameramen. Several 
advocate using a reflex camera and 
sighting through the lens. I adhere rath¬ 
er to using an external "Newton Ring 
Sight" (C&H Sales, Pasadena, Calif.). 
These sights are accurate, simple and 
safe. (It seems almost hypocritical to 

demand a reflex camera for free-fall use 
when the skydiving cameraman has so 
little control in maintaining constant 
free-fall headings, sun angles, camera-to- 
subject distances, all within a maximum 
of one minute of working time. Further¬ 
more, it is necessary to pre set the 
shutter speed, f-stop and focus prior to 
the jump.) 

The Newton Ring Sight establishes 
only the center line of the frame, and 
experience can be used in determining 
how much space a particular lens takes 
in, as well as determining the composi¬ 
tion within the frame. The Newton Ring 
Sight is fastened onto a stud mounted 
to the front of the helmet, using an 
"indicator adjustor" sleeve fitting avail¬ 
able from large hardware stores. This 
method of mounting the sight provides 
four degrees of freedom to adjust the 
sight: up and down, back and forth, 
twisting, and in and out (between the 
fork holding the sight). The camera is 
aligned parallel to the sight on the 
ground with the help of a friend prior to 
the jump. The parallax is set on an 
object "at infinity" (farther than 100 
feet away). 

FOCUS AND EXPOSURE 

The focus and f-stop are pre-set for 

■ 



(LEFT) Helmet-mounted 35mm Eyemo free-fall camera (weight: 10 lbs). (RIGHT) Dual 16mm Bell & Howell GSAP gun cameras (weight: 10 lbs), 
equipped with lenses of differing focal lengths, make possible simultaneous filming of long shot and close shot of action. Battery pack, normally 
worn on chest reserve parachute of the jumper, is mounted on top of the helmet in this case. The side-mounted helmet camera is far more popular 
than the top-mounted camera. Its advantages include a lower center-of-gravity, less parallax between the eye and the camera lens and less 
unwieldiness in moving about in the plane and climbing out onto the strut. Disadvantages include unsymmetrical weight distribution and poor 
parachute riser clearance. 
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The author's cutting room, showing equipment used to edit his free-fall films, including the 
stunning, much-honored "MASTERS OF THE SKY". The latter film was cut precisely to the 
beat of its musical score, which had been recorded on 8-track, 1-inch tape. Since the picture 
portion could be expanded or contracted only to a slight degree without changing its visual 
content, it was sometimes necessary to expand or contract the pre-recorded track by adding or 
deleting selected measures of music. 

any particular jump. The focus is usual¬ 
ly pre-set to carry from between 5-20 
feet and infinity. It is then up to the 
free-fall cameraman to “fly" the proper 
distance away from his subject matter as 
best he can. 

Eastman 5254 color negative is chief¬ 
ly used for 35mm filming; Eastman 
7252 Ektachrome Commercial is used 
chiefly for 16mm filming. Lighting con¬ 
ditions found in free-fall are very con¬ 
stant and offer an abundance of light. 
As a rule of thumb, nearly all of my 
free-fall footage is exposed identically: 
ASA 16, 1 /75th of a second (24 fps 
using 120° shutter), F/10. As the light 
starts to diminish (either due to an 
overcast, or two hours immediately af¬ 
ter sunrise or two hours prior to sunset), 
the lens is opened up by a proportionate 
amount (typically up to two f-stops 
and, rarely, to wide open for extreme 
conditions). 

To improve the apparent sharpness 
and quality of free-fall photography, it 
is necessary to use a smaller-than-normal 
shutter opening, especially while shoot¬ 
ing at 24 fps. At 24 fps, free-fall footage 
taken using 180° shutter is not nearly as 
crisp and sharp as that taken using a 90° 
or 60° shutter. (Hollywood has always 
advocated using as wide a shutter as 
possible, but in free-fall, there just 
aren't any tripods, nor are there any 
wagon wheels!) About one frame of 
movie film in every three or four will 
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The author, Carl Boenish, photographed in free-fall by R. Cottingham, is shown using a 35mm 
helmet-mounted Eyemo camera with "Newton Ring Sight". A graduate engineer, Boenish 
decided several years ago that free-fall filming was more fun and has made it his full-time 
profession ever since. "MASTERS OF THE SKY" has been tendered many awards, including the 
Silver Phoenix for Best Documentary Film at last year's Atlanta Film Festival. 

appear to be sharp if it is shot at 24 fps 
with 180° shutter, whereas every other 
one or better will be sharp using a faster 
shutter. For still photography, a 500th 
of a second is very satisfactory, 250th 
of a second is adequate if the camera is 
helmet-mounted, and any shutter speeds 
less than this are unsatisfactory. 

LENS CHOICES 

For 35mm motion picture free-fall 
photography, the 18, 28, 35, and 50mm 
lenses make a useful and adequate col¬ 
lection of fixed focal-length lenses. Any 
lens narrower than 50mm becomes ob¬ 
jectionably unsteady on the screen— 
especially at 24 fps—and very difficult 
to aim in free-fall. The 18mm lens is 
super wide angle and ideal for POV's 
such as leaving the plane, or being inside 
a star. The 28 and 35mm lenses are 
good general-purpose wide-angle lenses, 
ideal for documenting large stars from 
the outside and smaller free-fall forma¬ 
tion. The 50mm lens is good for tight 
framing of smaller formations and for 
filming individual jumpers "turning 
style” (a set of free-fall maneuvers). 

For 16mm work, the following lenses 
make up a similar useful collection of 
free-fall lenses: Angenieux 5.9mm, An- 
genieux 9.5mm, Kern-Paillard 10mm, 
Schneider 11.5mm, Kern-Paillard 
16mm, and the Cook 25mm. Gordon 
Enterprises makes a conical Arri-to-C- 
mount adapter that can be mated to 
their C-mount face-plate for the B&H 

gun camera, thereby permitting any 
Arri-mounted lens to be used on the gun 
camera. The quality of this combination 
is excellent. 

HELMET-MOUNTED MULTIPLE 
CAMERA SYSTEMS 

The need to use more than one 

camera at a time on a helmet in free-fall 
initially arose in documenting "world 
records." A high quality still photo¬ 
graph of a potential world record free- 
fall formation can be as desirable for 
certain purposes as movie film data can 
be for others. The true dilemma is that 
Continued on Page 659 

(LEFT) Helmet-mounted N-9 gun camera with 2017 200-foot daylight-load magazine, manufactured by Precision Instruments of Tarzana, Calif. 
Magazine is a precision-machined casing and provides almost six minutes of film per roll change. Lens shown is a 12.5mm-75mm Angenieux zoom, 
custom-mounted to camera by Herman Galli Camera Service. Micro-switch permits zooming to any of four pre-set focal lengths during free-fall. 
(RIGHT) Complex "tri-camera" configuration, with Nikon 35mm still camera on front of helmet and dual 16mm GSAP gun cameras above. This 
set-up is rarely used because of risk of rough shock when parachute opens. 

AMERICAN CINEMATOGRAPHER, JUNE, 1972 649 



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

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

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

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

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

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

Arriflex 16M/B with 
M-1200'; M-400' and 
M-200' magazines. 

Arriflex 16S/B with 
S-400' magazine, 
matte box, lenses 
and motor. 
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This new, SILENT, hand-held light¬ 
weight 35mm represenst a major 
technological achievement in motion 
picture camera design. As an all¬ 
purpose production camera, the 35BL 
provides the filmmaker with new 
efficiency, mobility and creative free¬ 
dom. It is destined to be the leading 
35mm production camera of the 1970’s. 
Orders accepted now for 1972 delivery. 

ARRIFLEX 16M/B 

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

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

'WWW 
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THE FILMING OF 

Director tells of feature that 

called for out-of-season wheat, 
80 acres of sunflowers, and a 
reaper that chews up Cadillacs 

By MICHAEL RITCHIE 
Director 

CBS always intended to make 
"PRIME CUT" on location because, for 
one reason, there is no way you can put 
a slaughterhouse on a sound stage, and 
the opening sequence takes place in a 
slaughterhouse. There is also nowhere 
that you can find in California the 
extensive wheat fields that were called 
for in the script, to say nothing of the 
enormous barn complex. As it was, we 
had to build many of the farm buildings 
because in all our searching through 
Kansas and Canada we couldn't find a 
spread opulent enough to match what 
the story called for. Most farmers do 
not live in high style, surprisingly 
enough. A man may have a farm worth 
a million dollars and be living in a house 
that would be considered barely ade¬ 
quate in West Covina. 

We had originally planned to shoot 
the picture in Kansas, the locale of the 
story, but it turned out that Lee Marvin 
was finishing another picture and 
wouldn't be available until August. Al¬ 
so, I didn't come onto the picture until 
May and I needed sufficient time to 
prepare, because it was an enormously 
complicated picture to lay out. 

When we found that we couldn't get 
geared up to start before August, a 
major problem became evident. We had 
to abandon Kansas as a location because 
all the wheat there is harvested in 
June—so we found ourselves going far¬ 
ther and farther North in search of a 
location. In Nebraska the wheat is har¬ 

vested at the end of June; in South 
Dakota it's harvested early in July; in 
North Dakota, at the end of July. We 
finally hit the jackpot with Calgary, 
Canada, where the wheat isn't harvested 
until August. 

Also, Calgary is an area that looks 
very American, possibly because so 
many Americans have migrated there. In 
fact, the barns and silos look even 
more American than the ones in Kansas. 
They're still made of wood, whereas 
those in Kansas, because of the torna¬ 
does, are now made of more durable 
materials. The area around Calgary 
looks pretty much like the Kansas of 
"THE WIZARD OF OZ", which is what 
I wanted. Also, we found that there is a 
local pool of actors for supporting roles 
who have genuine mid-western accents— 
so going to Canada didn't seem quite as 
outlandish on second thought as it had 
on the first thought. 

Cinema Center had had experience in 
Calgary making "LITTLE BIG MAN", 
and at least knew what sort of weather 
problems we were likely to encounter 
on a schedule that ranged from August 
to October. Little did we know that it is 
possible for it to snow there in Septem¬ 
ber—which it did. We had a summer fair 
sequence to shoot and it got snowed out 
three days in a row. 

As I've said, we couldn't find a farm 
as lavish as the one we needed, but we 
found half a farm and had to build the 
rest of the spread around it. We had to 

Samples of storyboard sketches used to plot filming of sequences for "PRIME CUT". (LEFT) Truck roaring into greenhouse, along with shot of its 
driver's face. (RIGHT) Sketch of neck-snapping zoom shot, showing farm boy running through field. The author feels strongly that all intricate 
action sequences should be fully storyboarded to insure most efficient filming and smooth editing. 

WUCfir HURTUMGr /Du/Af^O GReeR — 
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(LEFT) Director stands atop giant reaper which, in an action highpoint of "PRIME CUT", chews through an entire Cadillac and spits out the 
pieces—a masterpiece of visual special effects. (RIGHT) Panavision camera on crane moves through wheat field to get into position for filming of 
highly stylized chase sequence. August start of picture forced company to abandon original Kansas location and move far north to Calgary, Canada, 
where the wheat is harvested much later. 
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build the silo, the barn and the green¬ 
house. We had to build a new kitchen 
onto the farmhouse to make it look 
more lavish. We had to build fencing all 
the way around the farm. So, going on 
location meant spending more than 
$150,000 on set construction—and yet, 
we couldn't have done it on the backlot 
or anywhere in California because we 
didn't have the wheat fields. The wheat 
fields had to absolutely surround the 
farm buildings, and the enormous cattle 
herd that belonged to the farm we 
couldn't possibly have wrangled in with¬ 
out spending a lot more money. So, 
these were the principal reasons for 
going to Canada to make the picture. 

We certainly didn't go there with the 
idea of saving money. Anybody who 
thinks you can do that in Canada the 
way you can save money in Spain or 
Mexico is wrong. Canada is completely 
covered by American IATSE contracts, 
and you don't get any concessions. On 
the contrary, you have to appease Cana¬ 
dian Immigration by putting on a lot of 
Canadian help in addition to your Hol¬ 
lywood crew. That means that in many 
departments you have a lot of doubling 
up and duplication that's not really 
necessary for the production of the 
picture. Also, there are no really decent 
location caterers in Canada and the 
Canadian government wouldn't let us 
bring one in from the States. We had 
Roily Harper from Hollywood practical¬ 
ly camping on the border for three 
weeks because we had fired all three 
local caterers. 
Continued on Page 675 

Michael Ritchie scans a possible set-up through viewfinder of Panavision-blimped 35mm Arriflex 
camera. Highly stylized visual treatment of "PRIME CUT" allowed for relatively little hand-held 
camerawork, as compared to other Ritchie features shot in semi-documentary style, such as 
"DOWNHILL RACER" and "THE CANDIDATE". 



PHOTOGRAPHING “PRIME CUT” 

By GENE POLITO 
Director of Photography 

A saga of Wheat, Meat, Bullets, and 

Broads-2000-watt "broads", that is ... 

In retrospect, there were many times 
during the filming of PRIME CUT when 
I found myself musingly asking this 
question: “What if this happened to be 
my maiden voyage as a Director of 
Photography?" The answer was always 
the same: I would have bombed out for 
sure, because the range of photography 
on PRIME CUT was just about as broad 
as one could imagine; it involved more 
than the usual share of intricate lighting 
situations. One thing was certain from 
the beginning: PRIME CUT was the 

kind of assignment that ruled out a 
mere pedestrian knowledge of photogra¬ 
phy. Perhaps a review of some of the 
highlights of this flick will illustrate 
what I mean. 

To begin with, let's start where I 
did—with a script, a director, and some 
pre-production planning. Robert Dil¬ 
lon's script offered tremendous possibil¬ 
ities in terms of photographic scope. 
The story straddles Kansas City and 
Chicago. (Actually, it was shot entirely 
on location in Calgary, Canada with the 

exception of a few shots we made in 
Kansas City and Chicago proper.) 

THE SCRIPT 

Perhaps a kaleidoscopic rundown on 
a few of the settings in PRIME CUT will 
convey to the reader some measure of 
its visual magnitude. For example, imag¬ 
ine beautiful panoramic vistas of rolling 
wheat fields stretching out as far as the 
eye can see (picture postcard stuff— 
especially in Panavision's 2.33:1 screen 
ratio). Contrast this with some scenes in 
a depressing area known as "the leans" 
reflecting the drab, murky, and chilly 
tones one finds in a skidrow district (a 
real rat-infested flop-house!). Then 
swing through the revolving doors of the 
stately old PALLISER HOTEL leading 
into its huge lobby which, in turn, takes 
you into an immense dining room. For 
diversion, put on your old clothes for an 
excursion through the stockyards of the 
Burns Meat Packing Plant and into the 
stench and roaring din of the slaughter¬ 
house and packaging plant (where they 
process about a million pounds of meat 
per day!). To brighten things up a bit 
(?), enter a huge barn complex where 
nude young gals, doped and glassy-eyed, 
are being displayed in stalls and peddled 
like cattle. Witness a heavy cattle truck 
crash through a glass greenhouse and 
demolish it—along with the $60,000 it 
took to construct it! Then follow a 
giant reaper chasing our hero (Lee Mar¬ 
vin) and a gal (Sissy Spacek) through 
the wheat fields (doesn't every picture 
have a chase these days?). See a brand 
new Cadillac limousine literally de¬ 
voured by the whirling blades of the 

(ABOVE) A cameraman's life has its bright spots. Director of Photography Gene Polito reads one of them with his exposure meter while preparing 
to photograph Angel Tompkins in lush houseboat sequence of Cinema Center's "PRIME CUT". (BELOW LEFT) Panavision camera is set up to 
shoot bizarre chase sequence in wheat field. (CENTER) The "grim reaper"—in this case a juggernauting cultivator with giant steel teeth—bears down 
upon Lee Marvin and Sissy Spacek, as they flee for their lives. (RIGHT) Seemingly simple sequence inside dining room of Calgary's Palliser Hotel 
turned out to be an enormous lighting problem. 
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(LEFT) Inside barn grips rig large sheets of tracing paper on frames to provide soft diffusion for "9-lite" quartz lamps and help them blend with 
available light filtering into the structure. The effect is not quite as soft as bounce light, but is reasonably close and a whole lot faster to achieve. 
(RIGHT) A natural source of daylight inside the barn came from skylights on either side of the roof. To avoid a mismatch of light as sun moved 
from East to West during the day, skylights facing sun were covered with tracing paper. A Chapman crane was pressed into service to do the job. 

reaper. Next, drive out to the country 
fairgrounds completely dressed with all 
sorts of old fashioned jams and jellies 
and a crowd of about 1000 extras who 
watch in disbelief as the "heavies” chase 
our hero and the gal under the grand¬ 
stands and out into the middle of a 
turkey shoot. For relaxation drop into 
BALLANTINE'S BAR which is so 
jammed with humanity it resembles a 
squirming mass of sardines. Visit Weenie 
(Greg Walcott) in the sanctity of his 
dumpy and lonely pad as he watches his 
favorite TV show—only to have our 
hero bust in and kick hell out of him 
and his TV set. Witness a few exciting 
shoot-outs—one that takes place inside 
the barn and the other in a field of tall 
sunflowers (overcast and rain). Now slip 
into a Cadillac limo with our hero and 
his sidekicks for a change of scenery 
(day scenes). Follow this with some 
night shots as the limo pulls into Chica¬ 

go's South Side residential district 
(staged in Calgary but looks like Chica¬ 
go). For a boat ride, meet Clarabelle 
(Angel Tompkins) in her plush house¬ 
boat late at night while our hero builds 
her up to a big letdown; he cuts the 
houseboat loose and sends it drifting 
aimlessly down the Missouri River—leav¬ 
ing Clarabelle framed in the doorway, 
half nude, screaming obscenities at our 
smiling hero. All of which adds up to 
scope (and a lot of action) in terms of 
cinematography. 

THE DIRECTOR 

PRIME CUT was directed by Michael 
Ritchie. As every cinematographer 
knows, the director-cameraman relation¬ 
ship is an extremely important one. A 
number of directors have a better-than- 
average knowledge of the tools of our 
trade, namely lenses, composition, light¬ 
ing, film development techniques, etc. 

More often than not these are the 
directors who exhibit an empathy for 
the problems facing the cameraman. 
When this happens both men enjoy a 
distinct advantage over the workaday 
director-cameraman relationship. I think 
it is fair to say that the "workaday” 
category does not apply to Ritchie! 
(The December 25, 1971 issue of SAT¬ 
URDAY REVIEW carried an interview 
with Stanley Kubrick in conjunction 
with his filming of A CLOCKWORK 
ORANGE which serves to illustrate my 
point more objectively.) 

As a prelude to PRIME CUT, Michael 
and I had worked together many times 
before; it dates back to his very first 
directorial assignment. At that time, I 
believe he was the youngest director in 
Hollywood, at age 23! That particular 
assignment was a segment of the TV 
series PROFILES IN COURAGE. Fol¬ 
lowing this we worked together on a 
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(LEFT) A director's dream: A giant greenhouse to be demolished before the cameras in one fell swoop. (CENTER) To foil the "bad guys", a huge 
cattle truck is driven at full speed to smash the supports of the greenhouse. (RIGHT) As the truck charges forward like a battering ram, the entire 
glass structure comes crashing down around it. The greenhouse was constructed especially for the film at a cost of $60,000. Since this scene was 
obviously a "one-take" situation, it was filmed from many angles simultaneously with multiple cameras. 



(LEFT) Setting up in the slaughterhouse, the author (behind camera) discussed a point with Director Micheal Ritchie (foreground). (RIGHT, 
Lighting for the slaughterhouse sequence made extensive use of "9-lites" diffused with "paper combos" (a sheet of Cine Booster Blue, plus a sheet o1 
white tracing paper). The object was to achieve a high-key sterile quality in the lighting. The stench, noise and buckets of blood all around made tht 
shooting of this sequence a nightmare for the crew. 
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number of things: NBC's CHRYSLER 
THEATER, THE OUTSIDER-then a 
two-hour WORLD PREMIERE movie 
which later sold as a TV series, THE 
BOLD ONES (The Lawyers); and more 
recently the U.S. portion of DOWN¬ 
HILL RACER. During this long associa¬ 
tion Michael and I did many innovative 
things together. 

For example, the one that stands out 
in my mind happened back in 1968 on a 
TV show, TWENTY THOUSAND DOL¬ 
LAR CARROT (a one-hour TV flick 

starring Darren McGavin). Michael want¬ 
ed to shoot this particular show all on 
actual locations, in six days—using no 
lights! At first Universal turned thumbs 
down on the idea; studio custom-and- 
practice dictated "two days out" (loca¬ 
tion) and "four days in" (on the stage 
or back lot). 

Ritchie came to me and explained 
what he wanted to do. Then he asked 
me if I thought it could be done. I 
replied, "Tell me exactly what you plan 
to shoot and maybe—just maybe we can 

(LEFT) In flight from pursuing gunman, Lee Marvin and breathless heroine flee beneath 
grandstand of fair grounds. (RIGHT) To film this 180-foot run underneath stands, an overhead 
monorail was rigged, with Operator, hand-holding Arriflex camera, pulled rapidly backwards. The 
problem was to achieve a soft stop at the end and to avoid dumping the whole rig—Operator and 
all—onto the ground. 

pull it off . . . but it will depend on a 
number of factors." And indeed it did. 
Luckily we received the first bit of 
encouraging news. It came from East¬ 
man Kodak. Their (then new) Type 
5254 Eastman Color Negative would be 
available in limited quantities. Ritchie 
immediately locked up about 50,000 
feet—that's all they would give us. Next 
we began scouting "practical" interiors 
which would lend themselves to shoot¬ 
ing in available light utilizing the new 
Type 5254 film. We experimented. We 
shot some footage with an Arriflex and 
some with a still camera. Exposures 
were made and the information was 
logged accordingly, i.e. T/2.0 "normal" 
development, "force develop one stop", 
"force develop two stops”, etc. 

All this information was put into a 
book and labeled according to scene 
number. Later on this little book be¬ 
came our bible during the actual shoot¬ 
ing. I had experimented previously with 
the "extended development technique" 
using the old stock. Type 5251; it was 
reasonably good at "one-stop-push" but 
not so good at "two-stop push". By 
testing this new film (Type 5254) in 
both the "one-stop" and "two-stop" 
ranges we discovered that we could 
capture scenes that heretofore were 
unheard of! Thus a whole new world of 
photography opened up for us. 

The advent of Eastman Color Nega¬ 
tive Type 5254 (currently in use today) 
was a giant-sized achievement for the 
Kodak people to be sure. Moreover, it 
marked the beginning of what has be¬ 
come the vogue to shoot everything "on 



(LEFT) Shooting inside an actual living room suite on the 11th floor of the Calgary Inn. To provide diffused booster illumination for available light 
filtering through curtains, light from lamps was bounced off of large sheets of styrofoam (about 3/4-inch thick). The material is extremely 
light-weight and has a finely diffused surface. It is rigid, but can be easily broken by hand to fit odd spaces. (RIGHT) Marvin hedge-hops through 
stalls in the barn. Day sequences inside this structure were lighted for daylight balance and shot with 85 filter to take advantage of considerable 

be a fulfilling experience . . . for both 
men involved. 

PRE-PRODUCTION 

When it comes to pre-production 
planning, the type of director described 
above can be very helpful to the cinema¬ 
tographer. On PRIME CUT—mainly 
through the efforts of the director—I 
was given a reasonable amount of time 
ahead of our start date to scout all the 
locations with my key men: Cliff 
Hutchinson, gaffer, and Chuck Renault, 
key grip. We made a special trip to 
Canada to check out all the electrical 
and grip requirements. Needless to say, 
a lot of equipment was involved because 
we were faced with some huge sets. 

For example, the PALLISER HO¬ 
TEL lobby measured roughly 60 by 150 
feet with a 22-foot ceiling; the dining 
room measured 40 by 140 feet with an 
18-foot ceiling; the barn interior was 
roughly 40 by 140 feet and about 28 
feet to the rafters. 

These three huge interiors involved 
3200° Kelvin light as well as 5000° 
Kelvin light. Moreover, these three big 
sets defined our generator capacity for 
peak load conditions. It required two 
Cinemobile Mark VI units to get the job 
done. But as soon as these three huge 
sets were out of the way we could send 
one of the Mark VI units back to 
Hollywood—along with the excess light¬ 
ing equipment. All of this called for 
very careful planning because we were a 
long way from home and Canadian and 
U.S. Customs were involved. It meant 
that we had to establish exactly what 
electrical equipment would remain with 
us to complete the balance of the 
picture. 

During this stage of the pre-produc¬ 
tion planning the question of camera 
equipment and personnel came up. 
Since nearly everything was to be shot 

in Canada, the Canadian Manpower 
Commission insisted that we staff our¬ 
selves heavily with Canadians. I believe 
we ended up with a company of 80 or 
90 people (including cast) which finally 
broke down to about 60% Canadians 
and 40% Americans. 

I must say here that the Canadian 
contingent worked out extremely well. 
Part of this was due to the fact that the 
Canadian government allowed us to 
bring in our key people which, in turn, 
created a smooth-running Canadian- 
American unit in all departments. I was 
allowed to take one key assistant cam¬ 
eraman from Hollywood, Ray Del a 
Motte along with one key operator, 
Roger Shearman, Jr. (Eventually we 
used three extra camera operators from 
Hollywood for the reaper chase and the 
greenhouse crash; these extra cameras 
were then manned entirely by Canadian 
assistant cameramen.) 

Our pre-production list of Panavision 
camera equipment included seven cam¬ 
eras: one PSR sound camera, two Arri- 
flexes, one blimped Arriflex, one Mark 
II high-speed camera, one Bell & Howell 
"Special” (for photographing a TV re¬ 
ceiver without the usual "roll bars"), 
and one 100-foot load Eyemo. To econ¬ 
omize in the way of lenses, we ordered 
only one set of Panavision lenses as 
follows: 30mm, 35mm, 40mm, 50mm, 
75mm and 100mm. We planned to 
"swap" lenses between the cameras. 
Extra lenses included: one T/1.4 55mm 
Ultra-Speed, an additional 30mm, one 
short zoom (45/90mm) and one long 
zoom (50/500mm), one 150mm, and 
one 1000mm. 

Special equipment items included 
such things as a Chapman Titan camera 
crane, a Panavision rain-deflector (the 
one designed for RYAN'S DAUGH¬ 
TER), a knock-down plastic rain house 
Continued on Page 672 

The so-called "Willis-lite", a 2000-watt tung¬ 
sten halogen soft-light broad designed by 
Cinematographer Gordon Willis. Polito found 
it invaluable. 

location" instead of the sound stage. 
And finally, as a direct result of this 
major breakthrough, Michael and I got 
Universal's approval to shoot that TV 
film entirely on location. Working out 
of a station wagon, we did it in six days, 
on schedule, on budget—with no lights! 

Consequently on PRIME CUT, a 
discussion with Ritchie concerning such 
things as a "T/1.4 55mm Ultra-Speed 
Panavision lens" became a purely aca¬ 
demic matter. Moreover, on all of our 
interiors we would discuss—ahead of 
time—any cuts which involved the use 
of the zoom lens primarily because of 
the "beefed up" lighting requirements 
for this lens. If we had to use the zoom 
lens for certain reasons Michael would 
give me the time to pump in the 
additional light necessary; or conversely, 

if it meant too much time lightingwise, 
he would compromise for a convention¬ 
al lens—or even the ultra-speed lens—in 
order to get the necessary cut without 
sacrificing the overall coverage. This 
kind of director-cameraman rapport can 



(LEFT) Carl Boenish filming Roger Kersey with special Vaught high-speed light-weight camera running at 200 frames per second. Most of his 
free-fall footage is photographed in "real time" at 24 fps. (RIGHT) A fisheye view of Boenish leaving strut of carrier aircraft and dropping into space 
for free-fall. He has made more than 1,000 camera jumps (out of a total of 1,300). Among many assignments, he spent four months filming 
spectacular free-fall footage for John Frankenheimer's M-G-M production of "THE GYPSY MOTHS". 

(LEFT) Photographed by the author from above, three skydivers "fly in" to join what will become the world's record 24-man star formation. 
(RIGHT) The completed 24-man star, achieved recently at skydiving center near Lake Elsinore, California. The world-record star was formed 
completely within 70 seconds-just 15 seconds longer than the time required to form the original 10-man stable circular linkup achieved in 1967. 
Ability of skydivers to maneuver precisely in free-fall has improved greatly since it was first tried in 1958. 

(RIGHT) Shot from below of the 11-man star, with smoke, of the Farkle Skydiving Team. This shot was photographed using a unique camera 
mount—the "reverse camera"—which is mounted 90° to the horizon, pointing straight up, and framed blindly by Boenish who couldn't see what he 
was framing! (LEFT) Boenish in free-fall with helmet-mounted Nikon still camera and 16mm GSAP gun camera, photographed just as his parachute 
is beginning to open. 



FILMING IN FREE-FALL 
Continued from Page 649 

high-quality still blow-ups are not ob¬ 
tainable even from 35mm movie frames. 
Over the 35mm movie cameras, the 
35mm still camera has twice the surface 
area (full-frame vs. half-frame), higher 
shutter speed capability (500th sec. vs. 
50th sec.), and the choice of finer grain 
films (Kodachrome II vs. color negative 
5254). Putting these factors together 
makes for orders of magnitude in differ¬ 
ence of quality. Hence, the best way to 
solve the dilemma is to film the event 
using both a still camera and a movie 
camera. 

For ruggedness, compactness, de¬ 
pendability and quality, the motorized 
Nikon F can't be surpassed for skydiv¬ 
ing use. It is a sequence camera capable 
of exposing up to 4 frames per second. 
(Incidentally, when I shoot stills, I 
invariably use up an entire 36-exposure 
roll of film, since it isn't worth the labor 
to make the jump and not have available 
the maximum amount of film. In addi¬ 
tion, it would be unwise to make a 
subsequent jump having only half a roll 
left in the camera, in case something 
really exciting happened.) 

Some free-fall photographers helmet- 
mount their Nikons using "open 
mounts." An enclosed mount, however, 
protects against mechanical shocks, vi¬ 
bration, temperature gradients, dirt, 
dust, and the electrical wiring getting 
damaged. Since all camera settings must 
be pre-set and taped in place prior to 
free-fall use, it should be unnecessary to 
make last minute changes before a 
jump. 

On all important jumps and world- 
record attempts, I mount either one and 
sometimes two gun cameras on the top 
of my Nikon still camera mount. Inde¬ 
pendent batteries are used to power the 
still camera and the movie camera(s) for 
maximum reliability. The dual or tri¬ 
camera setup is not used for most 
jumps, not so much due to the extra 
film costs, but rather due to the extra 
risk of a hard opening shock when the 
chute opens with the additional weight 
on the helmet. If a specific scene is 
desired, it usually can be approximately 
duplicated several times for each various 
type of format desired. 

DUAL 16mm GUN CAMERAS 

Mounting two 16mm gun cameras on 
a single helmet is not a new idea. Doing 
so provides double reliability, twice the 
film capacity, and the ability to shoot 
simultaneously with different lenses 
and/or different frame rates—ideal for 
identical intercutability. Conventional¬ 

ly, these two cameras are mounted on 
opposite sides of the helmet, but that 
causes considerable problems with paral¬ 
lax alignment. By mounting the two 
cameras on the same side and also on 
the same mutual bracket, parallax ad¬ 
justments with respect to each camera 
are non-existent, and also parachute 
riser interference is minimized. These 
factors outweigh the disadvantage of 
having all the bulk and weight on one 
side of the helmet. 

35mm FREE-FALL CAMERA 

Some time ago MGM modified three 
35mm battery-operated 10O'-roll Eye- 
mo cameras for me to accept the stand¬ 
ard Arri-mount lenses. The Eyemo is 
ideal for free-fall use. It is compact and 
weighs only 10 lbs. Gears were made to 
realize 40 fps. Faster frame-rates proved 
difficult to achieve due to the film 
floating in the gate. A 2.3 amp-hour 
NiCad battery weighing 514 lbs. is used 
with this camera, good for about 10 
rolls of film per charging. All 16mm and 
35mm switches were constructed to be 
interchangeable. 

ZOOM LENS FOR FREE-FALL USE 

An accompanying photograph shows 

an N-9 gun camera set up for free-fall 
use. The camera uses a 2017 200' 
daylight-load magazine manufactured 
by Precision Instruments of Tarzana, 
Ca. This magazine is a highly preci- 
sioned, machined casting and provides 6 
minutes of film per roll change. The lens 
is a 12.5mm-75mm Angenieux zoom. 
Herman Gal I i of Herman Gal li Camera 
Service custom-machined the mount to 
implement zooming the lens in free-fall. 
A gear-toothed collar fits around the 
lens with microswitch stops at 17, 25, 
40, and 75mm. Hence, it can be zoomed 
in and out between 12.5mm and any 
one of the other pre-set stops. The 
zoom control also has an override but¬ 
ton which can be activated in free-fall to 
extend past the pre-set range if so 
desired. A toggle switch is used to turn 
the camera on and off. All three switch¬ 
es are mounted on a "T" handle which 
is held in the left hand only, keeping the 
right hand free for safety. Bill Butler 
designed and built the electrical portion 
of the zoom. 

The free-fall zoom lens can be used 
to film the close-up of a jumper's face 
while he is inside of a star, and then to 
pull back wide-angle to reveal the entire 

Continued on Page 712 

Several of the many helmet-mounted camera configurations used by Carl Boenish in his free-fall 
filming work. He prefers Bell helmets for this purpose and they last an average of five years. 
Boenish operates his own production company, Photo-Chuting Enterprises, which is located in 
Hawthorne, California. 

AMERICAN CINEMATOGRAPHER, JUNE, 1972 659 



I * I 

wm ■ 
/ u -■ 

! eitkn<^nthnt 

>dUcei 

V^Porat 
Co^soiid, 
and 

^ea>a ft 
Researchj 

5;ASS rn 

?Znunc<»^ 
l0w-u"^Z^h 

;°pucts, 

'reco9nition for 

station 

Sterns. autornatt 
'Member 

Were 
proud 

. . . that both Cinema Research Corp. and Research 
Products, Inc. (our manufacturing associate) received the 
Academy Citation for the engineering and implementation of a 
fully automated blow-up motion picture printing system. 

This system is noted for its liquid gate, high speed (40 feet 
per minute) operation, and utilizes the Bell & Howell Additive 
Color lamp house. It will automatically make light changes 
from scene to scene and six lengths of fades or dissolves 
while doing the blow-up. No other types of effects or 
techniques can be accomplished at these high speeds on our 
Academy Award-winning printer. For the past three years this 
printer has done automated “laboratory-type” blow-ups, 
lowering the costs to the producer and yet maintaining top 
quality. 

However, at CINEMA RESEARCH - 
... we recognize that quality and creativity are not related 

to high speed printing with only fades or dissolves. 
Almost every picture needs the special attention of 

experienced craftsmen — men who know the value of careful 
painstaking work in the making of your blow-up negative. 

The following effects can not be done on our Automated 
Award-winning Printer at high speeds: 

— Matted multiple panels (split screens) 
— Optical wipes 
— Enlarging, or reposition of picture 
— Special scanning for 1:85 projection 
— Skip or multiple frame printing 
— Hold frames 
— Reverse action 
— Spin or rocking effects 
— Distortion effects 
— Matted color titles combined during blow-up 

(one generation) 
These and many other effects are done on our four 

Research Products Special Effects Printers. True, they can 

only do these effects at slower speeds. But after all — isn’t 
our goal to improve the blow-up and solve the producers 
problems? 

We’re prepared to service your account with either high 
speed “laboratory-type” blow-ups or “custom-type” blow-ups. 

Let Cinema Research put their twenty-five years of blow-up 
experience to work on your production. Our Service, 
Creativity, and Quality can probably help make your 
production a financial success. 

Just phone (213) 461-3235 and ask for Hal Scheib or 
Jack Glass. Or simply write or wire Cinema Research 
Corporation, 6860 Lexington Avenue, Hollywood, California 
90038. 

■ Complete in-plant art department 
(direct aerial image blow-up titles) 

■ Eastman Kodak color analyzer 
(Complete scene-to-scene color corrections) 

■ Bell & Howell additive color printing 
(color correct negatives with automatic dissolves) 

■ Research Products Optical Printers 
(sharper and cleaner blow-ups) 

■ Personnel that are “quality-conscious” 
(with over 25 years experience in 16-35mm blow-ups) 

CINEMA 
RESEARCH 
CORP. 

Some of our 16-35mm blow-ups — Masters of the Sky, Carl Boenish; On Any Sunday, Bruce Brown; Sunshine Sea, MacGillivray-Freeman; 
Woodstock Three Days of Peace and Music, Warner Bros; The Sorrow and the Pity, Cinema 5; Medicine Ball Caravan, Warner Bros. 
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The good life. Those who live it know there is more to it than just things money can buy. They know it mean 
cultivating the art of good living in whatever they do-taking time to appreciate quality, style, outstandinj 
performance. For those who live the good life and are aware of the thrill of "seizing the moment" and capturinj 
it for all time-filming it with a Beaulieu Super-8 becomes an added dimension in good living. 

The Beaulieu 4008ZM2 combines sophisticated space age design and stylinj 
with painstaking old world craftsmanship. It is the most technologically advancer 
Super-8 camera available at any price. Consider, for example, its super wide angl< 
zoom lens. 

No other Super-8 can match Beaulieu's 6-66mm (11:1 ratio) interchangeable 
y. £zoom lens! This fast Beaulieu-Optivaron t'1.8 zoom lens provides a super wide 

67° angle of view —so necessary for filming in confined quarters, and so idea 
MjL •'EL* for capturing breathtaking panoramas. A 6-66mm zoom lens with macro powe 

s focusing to 1mm from the front element of the lens, and even closer if desired 

A 6-66mm motorized zoom lens, with zoom speeds continuously variable tron 
2 through 12 seconds duration. A 6-66mm zoom lens which is easily interchange 
able with a choice of over 1000 cine and still photographic lenses, such as any o 
the fine lenses used with your Nikon or Hasselblad cameras. Or even with you 

: V compact Questar telescope. 

Hi The Beaulieu 4008ZM2 also features lap-dissolve and superimposition specia 
effects, ultra-fast and slow-slow motion effects (2 through 70 f.p.s.), sync sounr 
... plus a host of other unique and exciting features. 

The Beaulieu 4008ZM2... 

For The Sophisticated 

Super-8 Filmmaker. 
Get all the facts on the new Beaulieu 4008ZM2 

with 6-66mm zoom lens. Ask for a 

demonstration at your finest camera store, or 

write Cinema Beaulieu, 14225 Ventura 

Boulevard, Sherman Oaks, California 91403. 

We will send you a handsome full color 16- 
page brochure on the new Beaulieu 4008ZM2. 

Beaulieu. 
For Those Who Live The Good Life. 

| i 
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WE PUT OUR HEADS 
TOGETHER TO BRING YOU THE STELLAVOX Sp 7- 

THE PORTABLE TAPE RECORDER THAT CAN DO IT ALL. 

No matter what format you need on location, 

we've got the one machine that can handle it all. 
Perfectly. 

The reason: You can use any one of four 
interchangeable, plug-in head assemblies in Stella- 

vox's new battery-operated recorder—for stereo 
sync, mono sync, or the non-sync variations of 
each. 

And there's never any need for re-alignment 
when you switch heads. Guaranteed. Because the 
alignment circuitry is in the pre-calibrated head 

assembly itself. 
You've never seen a recorder quite so ver¬ 

satile. Or so simple to operate: there's no clutter 
of controls or unnecessary operational gimmicks. 
And despite its compactness (BW'xl OV2" X3VA"), 

the Swiss-made Sp 7 is a rugged precision instru¬ 

ment that will outperform any professional port¬ 

able you're currently using. 

The AMI mixer, which handles both stereo 

and mono, has five mike/line inputs complete with 
pads, filters, equalizers, and pan pots. Its mike input 
is switchable for dynamic or internal powering for 

condenser microphones. 
Together, the recorder and mixer weigh only 

16 lbs. A small miracle... but not a minor one. 

Skdi^vQX' 
distributed exclusively by 

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

1710 N. LaBrea Avenue, Hollywood, CA 90046 
(213) 874-4444 
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The Money-Makers 
FILMLINE’S professional color film processors 

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

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

Check the exclusive Filmline features below: 

MODEL FE-50: 
16 mm Color Processor 

Ektachrome Film. Speed 
50 FPM. 

MODEL FE-30: 
16mm Color Processor for 
Ektachrome film. Speed 30 
FPM At\n 

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

film breakage, pulled perforations, scratches and 

operator error. The film can be deliberately 

stalled in the machine without film breakage or 

significant change of film footage in solutions. 

The heart of any film processor is the drive 

system. No other film drive system such as 

sprocket drive, bottom drive or simple clutch 

drives with floating lower assemblies can give 

you the performance capability of the unique 

Filmline Overdrive Film Transport System. 

• “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 re'sults, 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. 

AM-72 

Send for Literature. 

Time & Lease 

Plans Available. 

“When you buy quality Filmline Costs Less” 
(203) TR 8-2433 
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“YES, VIRGINIA .. . THERE IS A MAX GORDON.” 

Photo by Las Vegas News Bureau 

“Now more than ever, we here at TV-3 can say 'Yes, 
Virginia, there is a Max Gordon.' I would be remiss in any 
phase of gratitude if I passed up the opportunity to say 
thank you for your aid in supplying us with needed news 
film equipment, in what must be a record time.”. . . . 

“As you know, the devastating fire of March 6, 1972, de¬ 
stroyed our capability to function as a television news depart¬ 
ment. Except for some basic equipment, we were wiped out. 
In less than a week we were back on the air. ”. . . . 

“Less than three days 
after that, and just about a week after we placed the order, 
your appearance at our temporary news room was like Christ¬ 
mas in March. It amazed us that you could supply not only 
the latest Auricon sound gear, but the needed editing equip¬ 
ment, even to the smallest item, in such short order.”. . . . 

“The speed and accuracy of your organization”. . . . 

“On behalf of the news department, our management and 
most of all our viewers, we say a collective thank you for 
your efforts.”. . . . 

“Yes Virginia, there is a Santa Claus . . . and he looks an 
awful lot like Max Gordon.” 

Sincerely, 

Fred Lewis 
News Director 

WE’RE THERE WHEN YOU NEED US- 

MAX GORDON LTD. 
SERVING THE TV NEWS INDUSTRY WORLDWIDE 

135-137 SO. LA BREA AVE., LOS ANGELES, CALIF. 90036 (213) 938-3858 
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SERVICE 
RENTALS 

SALES 

Egon Stephan Announces The Largest Rental Inventory In Florida 

CINE TECH INC. 
HAS EXPANDED!! 

■A. 

SEND YOUR EQUIPMENT TO OUR SERVICE DEPT. - CALL OUR SALES DEPT. FOR EDITING SUPPLIES 

Call (305) 754-2611 for more rental & sales information or (305) 757-5988 for Tyler information. 
7330 N. E. 4th Ct., Miami, Fla. 33138 

23 
Write for literature 

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

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. 

jkriBftBMurlock that’s bunt to serve you newer- 
NEW! 

□ 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. 
□ Quick plug-in magnetic head 
assemblies for maximum on-the- 
spot versatility. 
□ Separate playback heads for 
monitoring directly off the track. 

□ Outlet for remote control cable. 

SONOREX K/M 
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THE HEW BEAULIEU “NEWS 16” PHOEESSIONM 
SINfilE/DOUBLE SYSTEM 16mn SOUND CAMERA 

A completely new, lightweight, compact, low-profile 
camera designed for newsreel and documentary filming 

Formally introduced at the SMPTE 
111th Technical Conference in New 
York, the unique new BEAULIEU 
"NEWS 16" Professional Single/Double 
System 16mm Sound Camera made a 
most auspicious debut and quickly be¬ 
came the major conversation piece of 
the Conference's equipment exhibit. 

Designed from the ground up as a 
fresh concept—and definitely not a 
modification of previous Beaulieu mod¬ 
els—the handsome, low-profile instru¬ 
ment is described by its manufacturer as 
"an absolutely new and unique 16mm 
camera system specifically designed to 
meet the demanding filming require¬ 
ments of documentary motion picture 

and television newsfilm cameramen." 
It would appear to be all of that and, 

if its performance in the field lives up to 
the claims made for it, the BEAULIEU 
"NEWS 16" should prove to be a boon 
to long-suffering news and documentary 
cameramen currently lugging around 
clumsy shoulder-braced "one-man- 
band" conversions weighing 40 pounds 
and more. 

Despite its light weight and extreme¬ 
ly compact silhouette, the new camera 
is an incredibly sophisticated instru¬ 
ment, its modular design offering a wide 
range of options for single or double¬ 
system filming. 

Self-bli mped, the BEAULIEU 

"NEWS 16" is a silent running camera. 
The cameraman has available six differ¬ 
ent and interchangeable synchronous 
sound options: single system (magnetic) 
module ... to be used with the light 
weight and compact Beaulieu miniatur¬ 
ized amplifier; a 24 or 25 f.p.s crystal- 
sync module; and three different syn¬ 
chropilot generator modules (50 cps, 60 
cps, and 100 cps). 

The BEAULIEU "NEWS 16" camera 
is designed to be operated with one 
hand—leaving the other hand free to 
ward off crowds, or rioters, or to 
protect the cameraman himself in some 
other way. (Of course, the cameraman's 
free hand can also be used to follow 
focus while power zooming.) The low 
camera profile permits the cameraman 
to see directly across the entire camera 
body—again providing an additional 
protection to the cameraman in difficult 
filming situations. 

The "NEWS 16" camera weighs ap¬ 
proximately 16 lbs. (including inter¬ 
changeable Angenieux "Auto" 12 
120mm zoom lens and interchangeable 
crystal-sync module). The weight is dis¬ 
tributed so that this compact camera is 
balanced comfortably on the camera¬ 
man's shoulder, eliminating the need for 
a shoulder-brace. The co-axial film 
chamber accepts 100' and 200' day- 
light-load film spools, with fully auto¬ 
matic (and extremely fast) self-thread¬ 
ing. 

The mirrored shutter always stops in 
the viewing position. The thru-the-lens 
viewfinder swivels 180° for front, rear 
and top viewing, with 22X magnifica¬ 
tion, etched TV frame, and choice of 
left or right eye viewfinders. A signal 

Marcel Beaulieu, designer and manufacturer of the proud line of cameras that bear his name, 
shown in his office with the first 16mm camera in the Beaulieu line (left) and his latest and 
proudest 16mm camera creation, the completely new, ultra-sophisticated BEAULIEU "NEWS 
16" camera (right). 

(LEFT) A detailed view of the "NEWS 16" camera, showing the SINGLE SYSTEM MAGNETIC SOUND MODULE in position. The module can be 
removed in seconds. (RIGHT) The "NEWS 16", showing Crystal-Sync Module for crystal controlled double-system sound in position. This module is 
easily removable and interchangeable with the single-system sound module and the 60-cycle sync generator double-system module. 



(LEFT) The BEAULIEU "NEWS 16" camera shown without any optional sound module in position. (RIGHT) The camera with interchangeable 
60-cycle synchro-pilot generator module in place. Though very compact, the new camera is an incredibly sophisticated instrument, its modular 
design offering a wide range of options for single and double-system filming. 

light inside the viewfinder warns the 
cameraman that only 15 feet of film is 
left. At the same time, the external 
camera on-light switches off automatic¬ 
ally. 

Some additional technical features 
include: built-in variable power zoom (3 
to 25 seconds) and fully automatic 
exposure system (both with manual 
override); interchangeable variable speed 
motor (12-40 f.p.s.), and lens inter¬ 
changeability (C-mount). Also available 
is an Angenieux "Auto” 9.5-57mm, 
F/1.6 zoom lens. 

Hundreds of thousands of feet of 
sound film were used to test the BEAU¬ 
LIEU "NEWS 16" in all parts of the 
world—from the heated riot scenes in 
Belfast—to extensive and diversified 
filming situations across the continent 
of Europe—and even to Peking for test 
filming coverage during the recent 
Nixon visit. 

TECHNICAL CHARACTERISTICS OF 
THE BEAULIEU "NEWS 16" PRO¬ 
FESSIONAL SINGLE/DOUBLE 
SYSTEM 16mm SOUND CAMERA 

GENERAL: 

—The brand new BEAULIEU "NEWS 
16" is a sound synchronized profes¬ 
sional type camera. 

—Compactness and lightness make it 
particularly portable. 

— Its construction is modular. It pro¬ 
vides a choice of six sound assemblies. 
Motors, power supplies and lenses are 
interchangeable. 

—Well balanced on the shoulder when in 
shooting position, it is designed for 
one-handed operation. 

— Running is extremely silent. 

SPEC IF 1C A TIONS: 

FORMAT: 16mm 
FILM: 200' or 100' daylight-load rolls 

"B" winding 

SOUND SYNCHRONIZA TION: 

single-system: 1 assembly 
pilotone: 3 assemblies available (60, 50 

or 100 cycles-per-second) 

crystal control: 2 assemblies available 
(24 or 25 fps) 

A "silent assembly" comes as standard 
equipment with the camera. 

CAMERA DIMENSIONS: 

overall height: 814 inches 
overall width: 814 inches 
overall length: (1) 19-3/8 inches 

*WEIGHT (1) and (2): 16 lbs (including 
zoom lens and crystal module) 
*(1): with a 12mm-to-120mm An¬ 

genieux Power Zoom lens, mounted 

onto the camera—PLUS 
*(2): with a crystal control assembly 

TECHNICAL DATA: 

Lens: Interchangeable. "C" mount 
Diaphragm: fully automatic set¬ 
tings provided by a servo-motor 
(REGLOMATIC-Beaulieu 
patent) 

correct exposure check by 
means of the meter needle in the 
viewfinder. 
this automatic device is disen- 
gageable. 

" MO NIT 
VUPLAVQ / X 

» T'Tt Hill‘ / aBB - 

■B1   — 

\JL/ ^ 
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(ABOVE) Top view of the compact and extremely lightweight amplifier for the BEAULIEU 
"NEWS 16" camera. Amplifier is 5" high, 3" wide and 8" long. It weighs 3% pounds (which 
includes nine 1.5-volt batteries. (BELOW) Side view of amplifier, showing various inputs and 
connectors. 



(ABOVE) Side view of "NEWS 16", showing tachometer and knob control, variable speed (12-40 
fps) motor option and 24-25 fps sync-sound motor position—plus battery tester, ASA setting dial 
for automatic exposure control, and forced stop compensation. Lid covering controls accepts 
grease pencil markings. (BELOW) Top view of the camera. 

Zooming: Electric Power Zoom 
Lens-Zooming variation times: 
variable from 3 to 25 sec. (with 
12mm-to-120mm Power Zoom). 
Instant start/stop. 

Automatic pre-focus control: 
automatically sets the diaphragm to its 
full aperture and the lens to its tele¬ 
photo-position. 

VIEWFINDER: 
Reflex 

Optical construction: 14 elements and 
4 prisms 
22x magnification 
"divided grain" focusing screen 
TV frame etched onto the focusing 
screen 
Eyepiece: swivelling (180° for viewing 

from above and rear) 
eyesight correction: ± 5 diopters 
2 rubber eyecups 

A left eye viewfinder is available. 

(LEFT) Front view of camera, showing power zoom and auto-exposure on-off button controls. 
Manual over-ride is available on both exposure and zoom controls. (RIGHT) Rear view, showing 
9.6-volt rechargeable battery at rear. Battery is interchangeable in seconds. 

SHUTTER: 
Guillotine type 
Always stops in viewing position 
frame exposure time at 25 fps: 1/60 
sec. 

ELECTRONIC SLA TING: 
Frame-flash and beep for double¬ 
system filming 

SPEEDS: 
fixed by means of an electronic gov¬ 
ernor 
tachometer provides speed check 
2 positions speed-range converter: 

—A 24 or 25 fps position (steadi¬ 
ness variations: ± .05% max.) 
—A 12-40 fps position (for vari¬ 
able speeds) 

EXPOSURE METER: 
Cds photo cell 
ASA sensitivity setting: 12-400 
Setting correction: ± 1f/Stop 

CAMERA LOADING: 
Coaxially mounted reels 
fully automatic self-threading (includ¬ 
ing sound module) 
Built-in film cutter 

FILM TRANSPORT: 
Electrical. Motor is interchangeable 

FILM GUIDE: 
made of chromium-plated brass 
stainless steel removable pressure plate 
"Sapphire" corundum edge guides 

FOOTAGE COUNTER: 
graduated both in feet (200 ft) and in 
meters (60m) 
indicates the footage still available 
automatically resets when loading the 
camera 
a signal light glows inside the view- 

Continued on Page 710 

Camera in "normal" filming position on 
cameraman's shoulder, with lightweight am¬ 
plifier hanging over shoulder for single-system 
sound operation. 



Some recorders are made too cheaply to meet all 
professional standards. Others are too loaded with 
gadgetry to be sensibly priced. 

The new Arrivox-Tandberg VA" Tape Recorder comes 
with every essential, professional capability—nothing 

more, nothing less. And because its carefully selected 
features are right, it is priced right. The Arrivox- 
Tandberg is the one recorder that gives you the econ¬ 
omy your budget requires and the quality that your 
professional standards demand. 

P.O. Box 1050, Woodside, N.Y. 11377 Mf°lEinf^P-Jara? 

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

get the facts 
before you buy 

any recorder 
at any price! 

Write for literature. 

the non-compromising 

“*ARRIVOX-TANDBERG 
“Not only much better but also much much cheaper. I recommend 

it fullheartedly and fullmindedly ... 

*“ ... I am almost sorry that two 
weeks ago I listed here a few 
technical books on filmmaking. 
Those books, they were fine. The 
only thing is, the other day I 
received Lenny Lipton’s book, 
Independent Filmmaking, which 
is not only much better but also 

much much cheaper. I recommend 
it full-heartedly and full-mindedly 
to all film students, beginners 
and advanced. Lenny Lipton is a 
very capable filmmaker himself. 
... He knows all the practical 
questions and answers.”—Jonas 
Mekas in the Village Voice 

^DEPENDENT 
FLMMAKINC 

By Lenny Lipton 

A complete guide to 8mm, Super 8-Single 8 and 16mm movie¬ 
making, Independent Filmmaking is a large format (6x9) 432-page 
book, available in both paperback ($5.95) and hardcover ($12.95). 
It is technically complete, personably written in a clear, nonaca¬ 
demic style, profusely illustrated and designed in a useful and easy- 
to-follow manner. With over two hundred thousand words and 
several hundred illustrations, absolutely nothing has been left out. 

The Table of Contents includes: (1) Formats, (2) The Film, (3) The 
Camera, (4) The Lens, (5) Shooting, (6) Splicing and Editing, (7) 
Sound and Magnetic Recording, (8) Preparing the Sound Track (9) 
The Laboratory’s Role, (10) Mixed Bag (budgets, taxes, distribution, 
publications, copyright, rephotography, coloring and drawing, pro¬ 
jection, and a special section on “Innovations”). Index and List of 
Illustrations. 

I 
I 
I 
I 
I 

Straight Arrow Books 
1382 Natoma Street 
San Francisco, CA94103 

Enclosed is my check or money 
order for $   

Please add 50<t for handling. 

k 

Independent Filmmaking Bhardcover$12.95 
paperback $5.95 

Name 

Street 

City State/Zip 
4 
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SPECIAL EFFECTS from TIFFEN 
(and now at your local cine dealer!) 

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

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

LOW CONTRAST 
FILTERS 

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. 

TIFFEN 

PHOTAR FILTER 
GLASS 

CATALOG 
No. T371 

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

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

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

Selected by NASA for Apollo flights and earth resources programs 

SECOND EDITION 

Professional Guidance For Aspiring Cinematographers 

SUBJECTS INCLUDE: Camera, camera mounts... Lenses, wide-screen lenses 
...Filters and Filter effects... Day-for-night photography ... Exposure for 
color and black and white films... Light meters and their use... Color 

temperature meters... Equipment for set lighting and its control... Camera 
angles and techniques... Special lighting problems... Color psychology 
... Composition .. . Special photographic effects... Set operation on the sound 
stage ... New film emulsions... Forced development data. 

ABOUT THE AUTHOR: Charles G. Clarke, ASC, a 
top Director of Photography at 20th Century-Fox 
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 . . . 

$ 10 00 

The American Cinematographer 
P.O. Box 2230, Hollywood, California 90028 

Please send me  copies of PROFESSIONAL j 
CINEMATOGRAPHY @ $10.GO ea., postpaid. No • 

C.O.O.'s. Single book orders will not be billed. I 

Check or money order must accompany orders I 

for single bocks. 

Name   I 

Street 

City _ 

State _ Zip 

California residents please remit 5% Sales Tax 

(SOr per copy). Foreign buyers please pay by 

International Money Order or US funds. 
J 
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title design by perri and smith 

perri and smith film and graphic design 633 north la brea, hollyiuood (313)931-1603 



PHOTOGRAPHING "PRIME CUT" 
Continued from Page 657 

for the cameras, a Concord TV receiver 
complete with tape deck and playback, 
and various automobile mounts for the 
limousines. 

BLUEPRINT FOR LIGHTING 

It is interesting to note how today's 
cinematic "look” has changed in terms 
of lighting. I prefer not to use the term 
"documentary look", simply because it 
leads into all sorts of strange ambigui¬ 
ties. I have always felt that a director 
who wants a "documentary look" really 
means that he does not want the "slick 
look" commonly associated with movies 
from another era. Paradoxically, today's 
cinematic "look" was dictated more by 

necessity than by design; the "slick 
look" was pre-empted the moment we 
began to shoot everything on location. 
"Practical" interiors demand improvisa¬ 
tion in lighting which in turn has 
brought about a whole new array of 
lighting equipment, i.e. the "9-lites" and 
the "Par64 Maxi-Brutes" to name a few. 
Thus the combination of these two 
factors vis-a-vis "practical" interiors and 
a new breed of lighting equipment has 
given us "the new look". 

The new breed of location lighting 
equipment has also demanded a whole 
new set of techniques regarding their 
application. For example, on PRIME 
CUT I wanted a soft, non-directional 
type of light throughout all my interi¬ 
ors. A "9-lite" is anything but a soft 
light when used without any diffusion 

in front of it; it's hot, harsh, and will 
produce multiple shadows. Therefore, I 
had three types of diffusion made up 
for these lamps; (a) CLEAR—a sheet of 
Cine Booster Blue (Roscolene) with 
nothing else, (b) SPUN COMBO—a sheet 
of Cine Booster Blue PLUS a sheet of 
spun glass, and (c) PAPER COMBO—a 
sheet of Cine Booster Blue PLUS a sheet 
of white tracing paper (Trojan #5 100% 
rag content. Anything less than 100% 
rag will prove disappointing.). 

We used two types of "9-lites"; the 
small version and the big version. The 
small "9-lite" used the 650-watt dichro- 
ic FAY globes and the big "9-lite" used 
the Par64 1000-watt dichroic Medium 
Beam globes. (Some people refer to the 
big "9-lite" as a "Maxi-Brute".) 

I used the CLEAR Cine Booster Blue 
in front of ALL dichroic globes because 
I have found that the dichroic globes 
have a tendency to run "under 5000° 
Kelvin" after just a few hours—produc¬ 
ing skin tones that are too red. 

I rarely used arcs on my exteriors. I 
found that the small "9-lites" or the big 
"9-lites" were much easier to handle 
and control thus saving us a lot of time 
without sacrificing quality. 

For example, on a day where the sun 
is "in and out" due to clouds the 
"9-lites" are terrific. Each lamp has nine 
switches. Therefore, if the sun ducks 
behind a cloud just when you are ready 
to shoot, you can re-balance quickly by 
flicking off some switches. On the other 
hand, using arcs under the same set of 
circumstances becomes a painfully slow 
process of changing diffusion or stop¬ 
ping completely to trim the arc. This is 
not to say that we never used any arcs. 
Once or twice I was forced to use them 
to match a sunlight effect—which had 
been established—after we had lost the 
sun itself. 

Another utilization of the "9-lites" 
on PRIME CUT was to "bounce the 
light" off a white surface. I have found 
that white styrofoam sheets (about %- 
inch thick) work very well and have a 
lot of advantages. Styrofoam is an ex¬ 
tremely light-weight material (almost 
featherweight); it has a finely diffused 
surface (like the surface of a cube of 
sugar); it is rigid and yet can be broken 
quite easily by hand to fit into a certain 
space. When used in this manner, the 
only diffusion on the "9-lite" would be 
the CLEAR Cine Booster Blue gel. 

The PAPER COMBO described earli¬ 
er has the effect of making a "soft-lite" 
out of a "9-lite". The effect is not quite 
as soft as "bounce light" but it is 
reasonably close and a whole lot faster 
to achieve. One drawback is intensity; 
the paper obviously cuts down on the 
output. Therefore, whenever I needed 

Interior of the vast Palliser Hotel dining room was lighted with "9-lites" (PAR-64, 1000-watt), 
diffused with "paper combos" and using dichroic globes. Additional illumination was provided 
by 25 RFL500 flood "gator-grip" lamps mounted on a 2 x 4 stringer which crew got permission 
to fasten to overhead concrete beams. 
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(LEFT) Polito gives instructions to assistant while setting Panavision Silent Reflex camera for a sequence. (RIGHT) Gregory Walcott, playing one of 
the villains of the piece, stands in the combination kitchen-dining nook set constructed on location for the film. It was a practical set in every way, 
built like the real thing, with full ceilings and no wild walls or other concessions to filming. The objective was to have everything look as real as 
possible, including those few sets which had to be built. 

more output I would simply switch to 
the SPUN COMBO. 

This same procedure described above 
was carried out on all our "single 
dichroic globes" also (clamp-on units 
like the 650-watt FAY or the Par64 
1000-watt Medium Beam). On the Col- 
ortran single FAY lamp I found that 
aluminum foil saved a lot of time; 
instead of a "gobo" to kill the leak light 
we would wrap a hunk of foil around 
the lamp. Working on "practical" interi¬ 
ors sometimes it is difficult to keep a 
"gobo" out of the shot—especially when 
shooting in cramped quarters. The alu¬ 
minum foil often will do the trick and 
in a lot less time. 

A word about our "tungsten bal¬ 
ance" lighting equipment, namely lamps 
in the 3200° Kelvin range. Now this 
may sound like a play on words but I 
fell in love with a "broad"—designed by 
cinematographer Gordon Willis. I took 
along eight of them (that's all I could 
get at the time). They became known 
on our show as "Willis-lites"—an ex¬ 
tremely lightweight, compact, double¬ 
switch, 2000-watt quartz "soft-lite 
broad". The reason for my enthusiasm 
for this lamp is simple: Aside from all 
the features I just enumerated, the 
OUTPUT is a lot more than that of 
some of the other 2K so-called soft-light 
broads. However, for certain shots, Gor¬ 
don's lamp was not quite as soft as I 
wanted it. Therefore I had diffusion 
holders incorporated on his lamps so 
that I could use either spun glass or 
Trojan #5 paper diffusion. This particu¬ 
lar lamp was used extensively on all my 
night interiors—and on some day interi¬ 

ors where I was able to put 85 gels on 
the windows. Terrific broad! 

THE PALLISER HOTEL 

When we finally got into the actual 
filming of PRIME CUT the biggest 
challenge—in terms of lighting problems 
—occurred at the PALLISER HOTEL. 
The size of the lobby is enormous. 
Adjoining the lobby is an immense 
dining room which is also used for 
conventions because of its sheer size. 

Put another way, it would be a tight 
squeeze to fit these two "sets" onto 
Stages 29 and 30 at MGM (both huge 
sound stages). Naturally, we wanted to 
capture both the size and stately charm 
of this old hotel with its gorgeous 
crystal chandeliers and other trappings. 
To do this we used Panavision's Wide 
Angle 30mm lens. This lens takes in the 
whole world! 

The shot called for Lee Marvin and 
Continued on Page 705 

The "Leans", a rat-infested flophouse, where unfortunates paid a pittance to fall asleep leaning 
on a horizontal post. About 35 foot-candles of soft daylight filtering into the room created an 
excellent "low-key" mood with built-in contrast. Most of the sequence was shot with the 
Panavision Ultra-Speed T/1.4 55mm lens. 



EXPLOITS OF PRESIDENT'S 
PERSONAL CAMERAMAN 
Continued from Page 628 

ing to Hartigan, veteran cameraman of 
many wars, "was the best unit ever 
fielded anyplace." 

Lighting also posed special tech¬ 
niques and again Hartigan was assisted 
by Furrer who pulled two 750-watt and 
two 2,000-watt lamps off of the feature 
film he was shooting and loaned them 
to Hartigan. The lamps were the new 
Mole-Richardson quartz "Baby babies." 
The 750's had fresnel lenses and 
weighed about half as much as their 

normal counterparts. 
They are perfect for fast and light 

traveling, when the cameraman can't 
just yell out: "Hold it, Mr. President. I 
didn't get the handshaking. Can you do 
it again?" 

The combination of special and un¬ 
usual equipment got the precise film 
coverage that Hartigan wanted. He was 
constantly with the President, a fact 
that was duly noted by Chinese Premier 
Chou En-lai who spoke once to Harti¬ 
gan saying "Oh it's that red-faced Irish¬ 
man again." Hartigan recalled that the 
Premier remembered him from the 
"Bandung conference in 1958." 

The China trip wasn't the first time 
Hartigan employed unusual camera 
techniques. At the start of the Korean 
War, he obtained from Jim Frezzolini 
the first two Auricon Cine-Voice cam¬ 
eras with chopped-off tops. By using a 
400-foot Bell and Howell magazine, 
Hartigan got 11 minutes of shooting 
instead of the usual 2% minutes. This 
modification of the Auricon with op¬ 
tical sound track resulted in what be¬ 
came known as the "Frezzolini conver¬ 
sion" and signaled the end of the very 
heavy and complicated 35mm sound 
newsreel cameras. Hartigan bought two 
cameras which cleaned him out financi¬ 
ally. He landed in Tokyo with $6 and 
22,000 feet of raw stock and began 
filming the war. 

Hartigan was on the third day of his 
honeymoon when the war broke out. 
But, he just picked up and left, a fact of 
life his wife, Eleanor, has long since 
grown accustomed to. A hard-nosed, 
tough cameraman, he filmed the first 
Israeli War, the Civil War in Greece, the 
Partition of India, the French Indo- 
China War and the American engage¬ 
ment in Viet Nam. During the Second 
World War, as a U.S. infantry camera¬ 
man, he received a Bronze Star and a 
Purple Heart during action in Tunisia. 
Between wars, Hartigan went to the 
South Pole for NBC on Expedition 
Deep Freeze I and II and for the 
National Academy of Science for Deep 
Freeze III during the geophysical year. 

His first documentary, "WALK IN 
MY SHOES", produced by John 
Secondari about the meaning of being a 
Negro in the North was nominated for 
an Emmy Award. Four others of his 
works also received Emmy nominations. 
In addition, he received the National 
Cowboy Hall of Fame Award in 1965 
and two Overseas Press Club Awards in 
1961 and 1962. 

His first big filming assignment in 
Washington came in 1965 when he 
spent six months photographing Lady 
Bird Johnson's film entitled "A VISIT 
TO WASHINGTON WITH MRS. LYN¬ 
DON B. JOHNSON ON BEHALF OF A 
MORE BEAUTIFUL AMERICA". This 
film won the George Foster Peabody 
Award. 

How did he get the Nixon assign¬ 
ment? Hartigan isn't sure. He says "I've 
met a lot of prominent people. It could 
have been Jim Haggerty, President 
Eisenhower's press secretary. Lady Bird, 
Liz Carpenter, John Scali, some of the 
Secret Service men, just about anyone." 

What's next for Hartigan? By the 
time you read this he will probably be 
filming inside the wall of the Kremlin, 
as President Nixon makes another 
historic journey. ■ 

The fir/t rule 
in film making. 

Dust, dirt and moisture can destroy your super sensi¬ 
tive magnetic film and sound tracks. And that will cost 
you an irreplaceable loss. 

Minigrip polybags are the easy dust 
and moisture proof way to keep youry 

magnetic film and sound track reel 
spotless. They’re tough, resealable 
reusable, thanks to our patented zipj 

closure... the only one of its kind. Ar 
ij it’s as easy as...snap it’s open, press it’s closer 

We make them transparent or opaque. We also do al; 
^any 

h as pro- 

four color printing. Minigrip polybags com* 
stock sizes to suit your particular need, 
tecting lenses and cameras, 
whether they’re being stored 
or taken out in the field. 
pNow... the first thing it says 
in the Cahiers du Cinema is 
Kedp 4t Clean ... and Minigrip 
polybagis are the way to do it! 

Write or call today for your free samples. 

patented bag 

P.O. BOX 33, ROUTE 303 ORANGEBURG, N.Y. 10962 RHONE 914—359-3100 

674 AMERICAN CINEMATOGRAPHER, JUNE, 1972 



FILMING "PRIME CUT" 
Continued from Page 653 

People who are thinking of doing a 
production in Canada have to take all 
these things into consideration—that is, 
if they're planning to do an American 
production there. However, it's perfect¬ 
ly possible to make inexpensive films in 
Canada if you're a Canadian company. 
As for "PRIME CUT"—it was a three 
million-plus picture and it would have 
cost three million-plus if we'd made it in 
Kansas or anywhere else. What we were 
looking for was a certain atmosphere 
and specific production values. We 
found them in Calgary. 

A lot of people think that when you 
go on location you can take advantage 
of the natural lighting conditions, but 
we had very large sets to light—like 
those in the Pal User Hotel. Gene Polito 
had to dolly from the lobby, which was 
enormous, into the dining room, which 
was as big as the one in the Palace Hotel 
in San Francisco—and both rooms had 
to be lighted for the one shot. Then 
there was the barn itself, which had to 
be lighted with arc lights to maintain a 
constant sunlight source whatever hap¬ 
pened. We couldn't count on consistent 
sunshine during the four days it would 
take to film a continuous sequence that 
would run eight or nine minutes on the 
screen. 

For all of this we had to have enough 
lighting units and enough generator 
power. Our original plan had been to 
truck in a very large generator and a 
variety of lighting equipment, but 
Fouad Said happened to have a Cinemo- 
bile in Canada under some kind of 
impound, so we ended up with two 
Mark V Cinemobiles, which turned out 
to be more economical than our original 
plan. However, we certainly weren't 
using the Cinemobiles in the way the 
vehicle is intended to be used. It is a 
mobile unit that is invaluable when you 
have a lot of moving around to do. 
However, we didn't have to move from 
place to place in Canada. We stayed on 
that one farm, which was our principal 
location, for four and a half weeks—so 
the mobility of the Cinemobile really 
became irrelevant. 

What made "PRIME CUT" a com¬ 
plex picture to prepare was the require¬ 
ment for extensive special effects and 
unusual set-ups. When the script says 
that you've got to have a reaper eat a 
Cadillac, you don't just say: "Oh, fine— 
we'll do it in miniature." Then there 
was the big shoot-out at the end of the 
picture that takes place in a full 80-acre 
field of sunflowers. There were no 
sunflowers in Canada. It isn't a cash 
crop, so they don't plant them. How- 

Now... 
Capital Film 
offers two 
Full Service 
Laboratories... 
• in Washington, D.C. • in Miami, Florida 
In May of this year, Capital Film completed expansion of its Miami lab into a full 
service facility with editorial, sound and processing capabilities. 
Also, because of a growing demand from regional customers, the Miami facility 
has created a special slide film and film strip department. 
Here's what a Capital Film customer NOW receives... besides the recognized 
quality and renowned customer service: 

FROM MIAMI: 
1. Full 35 and 16mm color positive printing and processing services as well 

as black and white. 
2. Full 16mm color reversal printing and processing services including 7389 

sound track prints. 
3. Slide film and film strip department. 
4. Optical printing department for blowup or reduction with new wet-gate. 
5. Complete editorial and sound transfer facilities under one roof. 
6. Color control with new Eastman Color Analyzer. 

FROM WASHINGTON: 
1. Full 35 and 16mm color positive printing and processing services as well 

as black and white. 
2. Full 16mm color reversal printing and processing services including 7389 

sound track prints. 
3. Full Super 8mm color printing and processing services. 
4. Super 8mm cartridge and cassette loading and repair. 
5. Complete editorial and sound dubbing, re-recording, and transfer services 

-RCA WESTREX. 
6. Optical printing department with wet-gate. 
7. Color control with Hazeltine color analyzer. 

It's a CAPITAL IDEA to give you full service...night or day. 

For further information, fill in the coupon below for our NEW Corporate 
Information File, including price lists. 

Please send me facts on the Full Service capabilities of Capital Film from 
 Washington, D.C Miami, Fla. 

I 
Name  i 

| Title  J 
i Address  I 

City State Zip  \ 

FILM LABORATORIES, INCORPORATED 

Capital of Washington Capital of Miami 
470 E Street, S.W. 1998 N.E. 150th St. 
Washington, D.C. 20024 North Miami, Florida 33161 
(202) 347-1717 (305) 949-3242 
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ever, because the picture verges on black 
comedy, I wanted that true Kansas 
"WIZARD OF OZ" look—so sunflowers 
were a must. I wanted guys running 
around in those five-foot-high silly 
plants and shooting at each other, so we 
arranged on the first of June to have 80 
acres planted on this farm, in an other¬ 
wise bare field that was kept fallow for 
crop rotation. When we arrived there 
around the first of August the sunflow¬ 
ers hadn't yet grown high enough. We 
shot the reaper sequence first and then 
other sequences. When they had finally 
grown to the right height, we still had to 
wait, because the sequence could only 
be shot in overcast weather. By the time 
everything was right, the frost had 
moved in and started killing the sun¬ 
flowers. We ended up shooting when 

90% of the sunflowers had died and 
there were grips running around the 
field planting sunflowers in whatever 
area we needed them. 

There is a lengthy fairground se¬ 
quence in the picture and my original 
plan was to take the company to an 
actual fair in Lawrence, Kansas and 
photograph our action right in the midst 
of the real thing. However, Cinema 
Center didn't agree that this was a viable 
way of shooting the sequence. They felt 
that we didn't have enough control 
factors and they couldn't see how it 
would cut together. I had to keep 
diminishing my request until I had to 
settle for a minimal second unit to 
shoot atmosphere scenes. However, I 
came back with some really sensational 
footage, which is heavily used in the 

picture, plus some incredible summer 
lightning storms of the type that you 
can get only in Kansas. The point being 
that whenever you have a real event 
(such as the skiing races in "DOWN¬ 
HILL RACER"), I feel that it's better 
to try to incorporate your action within 
it. I think that if we had been able to 
take Lee Marvin and the whole first unit 
to the actual fair, we would have saved 
the company anywhere from $50,000 
to $80,000. However, I was overruled 
on that and we had to recreate a major 
part of the fair in Canada. 

I've mentioned the fact that our fair 
sequence in Canada was interrupted by 
snow and we had a few other problems 
with the weather. We had a sequence 
that was supposed to take place along a 
Continued on Page 679 

(LEFT) Huge cattle truck roars at full speed toward vast greenhouse, built for film at a cost of $60,000, only to be demolished. (RIGHT) Truck 
plows through greenhouse structure, as framework and glass come crashing down. Because it was impossible to find a farm as lavish as the one called 
for in the script, there was much set construction, including barn, silos, the greenhouse, fencing and a fancy farmhouse kitchen. 

(LEFT) Director Ritchie blocks action for Greg Walcott inside actual Calgary slaughterhouse which served as gory locale for opening sequence of the 
picture, while Director of Photography Gene Polito watches from behind the camera. (RIGHT) Between set-ups, Ritchie discusses upcoming scene 
with star Lee Marvin who delivers an intense, hard-hitting performance. 



CINEMA WORKSHOP 
Continued from Page 602 

where the microdensitometer can distin¬ 
guish no pattern at all, but only a 
middle gray (extreme right). 

The results of FIGURE C are used to 
plot the Modulation Transfer Curve that 
is found on most film data sheets. The 
curve is merely a plot of the response of 
the microdensitometer as a function of 
the spatial frequency of the pattern. 
FIGURES D and E are the actual 
Modulation Transfer Function (MTF) 
curves from the data sheets of two 
different raw stocks. The curve in FIG¬ 
URE D shows that response begins to 
drop out only 10 cycles/mm and dives 
to a response of only 10% at 50 cycles 
/mm. The film represented in FIGURE 
E, on the other hand, shows a much 
smoother response with a more gradual 
roll-off. At 50 cycles/mm it still shows a 
response of 60%. One can predict that 
the film stock represented in FIGURE E 
will visually appear to record finer 
details of the image than the film 
represented in FIGURE D. 

Moreover, for a given printing sys¬ 
tem, the film in FIGURE E will main¬ 
tain its superior MTF characteristics 
through to the release print. One can 
actually predict the image-detail charac¬ 
teristics of a print by the multiplication 
of ordinates of MTF curves for each 
film and optical system used to make 
the final print. 

Next month we will take a look at 
some of the other aspects of raw stock, 
such as: resolution, granularity, expo¬ 
sure index, etc. ■ 

ECLAIR NPR CAMERAS, 
FACTORY-MODIFIED FOR 
SUPER-16 FORMAT, NOW 
AVAILABLE 

Eclair Corporation of America now 
has available factory-modified NPR 
Super-16mm at a ratio of 1:1.66. 

List price of $10,050 includes 
• Camera head 
• Beala motor 
• Power cable 
• Magazine 
• 360° Rotating eyepiece 
• Ground glass for Super-16 
• Gate and lens cavity metal pro¬ 

tectors 
• Flat Base Tripod Cradle 

This modification will support a 
sharper and richer 35mm blow-up and 
the 1:1.66 ratio provided in the revised 
aperture and film path will eliminate 
flutter and scratching. 

For additional information, contact: 

Eclair Corporation, 73 South Central 
Ave., Valley Stream, N.Y. 11580. 
Phone: (516) 561-6404 

CORPORATE HEADQUARTERS 

TYLER CAMERA SYSTEMS 
14218 Aetna Street, Van Nuys, Calif. 
(213) 989 -4420 
16mm—35mm —70mm Vibration Isolation Camera 
Mounts for Helicopters, Cars, Boats, Cranes, Airplanes. 

COMPLETE FILM PRODUCTION SERVICES 
HELICOPTERS ■ CAMERAMEN ■ CAMERA PILOTS 
New York (212) 838-5833 
Miami (305) 757-5988 
Philadelphia (215) 724-5300 
Phoenix (602) 252-5848 
Toronto (416) 920-5424 
Vancouver (604) 980-3022 
Mexico City 571-37-64 

Sydney 43-1162 
London (01) 452-8090 
London (01) 223-2323 
Paris 010-33-1 
Hong Kong H-761-241 
Amsterdam (020) 171990 
Israel 62-3129 

Better 
color 
Cleaner 
film. 

That’s what you’re going to get from 
Photo Processors. 

We’ve added two new machines to do it. 

The Eastman 1635 Video Color Analyzer 
takes a subjective view of your film. 
That means more first release prints 
that are commercially acceptable. 
Which means fewer headaches all the way 
around. 

The CF2 Ultra Sonic Film Conditioning 
System is an Academy Award winner. 
And it deserves to be. Because it puts 
your film through four essential condition¬ 
ing steps and makes it come out 
cleaner and sharper than ever before. 

Give us a chance to show you what we’re 
talking about. You’ll like what you see. 

For further Information and Price List, write or call: 

PHOTO PROCESSORS INC 
Box 2116A • Austin, Texas 78767 • Phone AC51 2-472-6926 
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WALTER STRENGE, A.S.C. 

THIRD EDITION 

GEORGE W. DAVIS, 
SUPERVISING 
ART DIRECTOR SAYS: 

Just a note to tell you how much I 
appreciate the effort that has, over the 
years, gone into the AMERICAN 
CINEMATOGRAPHER MANUAL. It 
seems that I am constantly using it as 
an authority for one thing or another. 

I don’t know of another single 
source of such comprehensive informa¬ 
tion about the basic tools of our 
industry that even approaches it. In¬ 
deed, I am most grateful to have a 
copy. 
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FILMING "PRIME CUT" 
Continued from Page 676 

river on a hot summer night. When we 
shot it the temperature was twenty 
below and our actress had to appear half 
naked on the deck of a houseboat. With 
Calgary as close to the mountains of 
Banff as it is, the weather becomes 
problematical. It can be one way in the 
morning and then do a complete change 
in the afternoon. For this reason, just as 
in "DOWNHILL RACER", we had to 
have two sets of call sheets, so that we 
could be prepared to shift from shoot¬ 
ing one sequence to another, depending 
upon the weather conditions. Weather is 
not the reason you go to Canada to 
shoot pictures, by any means. 

It was fortunate that Gene Polito was 
available as Director of Photography on 
"PRIME CUT", because I wanted him 
on the picture from the very first. 
Generally the director and the cinema¬ 
tographer can talk about a visual ap¬ 
proach and look at other movies and 
still photographs to arrive at a meeting 
of minds on the photographic style for a 
particular picture, but the best com¬ 
munication you have develops when 
you look at the actual sets. Then it 
becomes very concrete and when you 
see an actual bathroom that you're 
going to be shooting in, you can imme¬ 
diately discuss what the visual style for 
that sequence is going to be. Shooting in 
actual locations leaves you very few 
ways you can do it, since you can't tear 
out a wall or pull off the roof. There¬ 
fore, you get into areas of art direction 
that you might not normally be con¬ 
cerned with—such as getting things re¬ 
painted if you're going to use bounce 
light, for example—dealing with low- 
key, and so forth. 

These things are all factors that 
affect photographic style, and they al¬ 
most predominate. The big difference 
between studio shooting and location 
shooting is that the sets often dictate 
the set-ups. In the studio you can pull 
out a wall anywhere and put the crane 
just where you want it, but the rigidity 
of shooting on location actually gives 
you a more natural photographic style. 
It generally means that you cut more, 
since you can't combine everything into 
one luxurious dolly move, but it helps 
maintain a certain pace and energy. 

In contrast to some other pictures 
I've made, like "DOWNHILL RACER" 
and "THE CANDIDATE", both of 
which have certain semi-documentary 
elements, the visual approach to 
"PRIME CUT" was almost stylized, in 
the sense that there was a good deal of 
preliminary storyboarding for camera 
Continued on Page 682 

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

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

WORKPRINTS, AND MATERIALS REQUIRED 

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

(415)726-5537 

Write for our catalog with complete descriptions of all classes 
with prices. Spring quarter starts Mar. 22 ! Write THE FILM 
SCHOOL, BOX 926, Dept.C, HALF MOON BAY. CALIF. 94019 

SERVING THE WORLD 

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

Special Set of 72mm   85.00 
three 1, 2, 3mm 2"x2"  46.50 
spacing. 3„x3„  66.00 

4VZ" Round   150.00 

FILTER SPECIALS 
from Alan Gordon Enterprises 
★ JUST OUT NEW SPLIT/FIELD LENS 
The new Split/Field Lens creates special effects which 
are limited only by your imagination. Primary and 
secondary subjects can be kept in sharp focus by 
using this lens, which also is excellent for creating 
dream sequences, subjects in and. out of size propor¬ 
tion, the sensation of action and many more inter¬ 
esting effects. Available in Plus Vi, 1, 2 or 3 diopter. 

Series 9  $45.00 ea. 
41/2" diameter  $85.00 ea. 

NEW GORDON STAR FILTERS 
The extremely popular special effect filters that pro¬ 
duce starlike patterns in your highlights. Offered at 
bargain prices never before available to the profes¬ 
sional. Filters are supplied in 1, 2 and 3mm spacing. 
Please indicate mm spacing on all orders. 

ORDER CODE DESCRIPTION PRICE 
557GE6-1 ....   Series 6   12.50 
557GE7-1 ....   Series 7   19.50 
557GE 40.5TV For Norelco Color TV Camera 47.50 
557GE-72 72mm for 12-120 Angenieux Zoom lens 34.50 
557GE-2x2   2" sq. glass   19.50 
557GE-3x3   3" sq. glass   27.50 
557GE-4.5 41/2" Round for 25-250 Ang. Zoom Lens 69.50 

NEW FLUORESCENT COLOR CORRECTION FILTERS 
The new FL-D and FL-B filters eliminate the blue- 
green cast which ordinarily results when shooting 
color film und-r fluorescent lighting. The FL-D, for 
daylight film, and the FL-B for tungsten, produce 
true-to-life color and pleasing skin tones without 
regard to the type of fluorescent light source or a 
mixture of fluorescent and other lighting. 
Series 5   $ 5.50 ea. 
Series 6   $ 7.00 ea. 
Series 7   $11.00 ea. 
Series 8   $21.50 ea. 
Series 9   $27.90 ea. 
2 x 2"   $23.00 ea. 
3 x 3"   $31.00 ea. 
4 x 4"   $41.00 ea. 
41/2" diameter   $85.00 ea. 

AGE Inc. carries a full line of professional filters for 
all purposes. Check with our Lens Department for 
your specific needs. 
All prices FOB Plant N. Hollywood. California resi¬ 
dents add 5% sales tax. 

SALES (213) 985-5500 • RENTALS (213) 466-3561 
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PHOTOKINA '72 WILL 
BE WORLD'S LARGEST 
PHOTO TRADE FAIR 

The 12th photokina— World Fair of 
Photography—will be held in Cologne 
from Saturday, September 23 to Sun¬ 
day, October 1, 1972. Some 700 exhibi¬ 
tors from all countries of the world 
manufacturing photographic equipment 
and supplies will be taking part in it. By 
the beginning of May firm applications 
for stand space had already been re¬ 
ceived by the organizers, the Cologne 
Fair Authorities and the Association for 
the Photographic Industry (Photoindus- 
trieverband), Frankfurt, from 626 enter¬ 
prises in 22 countries. This total is made 
up from 316 exhibitors from the Feder¬ 
al Republic of Germany, 3 exhibitors 
from the Democratic Republic of Ger¬ 
many and 295 exhibitors and 12 repre¬ 
sented firms from abroad. This means 
that foreign firms constitute 49 percent 
of all exhibitors. 

As far as the numbers of firms taking 
part are concerned. Great Britain has so 
far mustered the biggest group of for¬ 
eign firms with 58 exhibitors, followed 
by Japan with 48 exhibitors, France 
with 46 exhibitors and 1 represented 
firm, the U.S.A. (34 + 11), Italy (32), 
Switzerland (21) and Holland with 20 
exhibitors. 

One remarkable aspect is the growing 
participation of Japanese manufacturers 
at photokina '72; already, nearly four 
months before the fair opens, their 
numbers have passed the final total for 
the previous fair. There has also been a 
further increase in the number of firms 
from the U.S.A. compared with applica¬ 
tions at the same time prior to photo¬ 
kina '70. In addition to new exhibitors, 
major firms from the American photo¬ 
graphic industry will again be participat¬ 
ing for the first time at photokina in 
1972 after a long break. There are also 
signs of more exhibitors from Denmark, 
Holland and Belgium. 

Of the British firms, who represent 
the biggest group from abroad in Co¬ 
logne, 42 are sponsored by the British 
Photographic Export Group and the 
Department of Trade and Industry, 
London. Further group exhibits are 
expected from France and Spain. 

photokina Cologne 1972 will cover a 
gross floor space of 1,076,000 sq. ft. in 
12 halls of the Cologne exhibition build¬ 
ings. Of this total, the commercial sec¬ 
tion with industrial exhibits accounts 
for 944,630 sq. ft. and the cultural 
section with its photographic exhibi¬ 
tions, displays and demonstrations for 
127,495 sq. ft. 

a HOLLYWOOD’S OLDEST 

B FILM SCHOOL 
B NOW ACCEPTING ENROLLMENTS 

FOR OUR NEXT 
■ 

MOTION PICTURE COURSE 
CAMERAS • SOUND RECORDING 
LIGHTING • EDITING • EFFECTS 
COMPOSITION • SCRIPTING • ETC. 

DAY OR EVENING CLASSES-ENROLLMENT LIMITED 

DANNY ROUZER 

STUDIO 
7022 Melrose Avenue, Hollywood, California 90038 

Request Brochure (213) 936-2494 

■ 

■ 

a 
ID 

■ 

■ 

To Classified Advertisers < 

Copy deadline for classified ad-< 

vertising is the 1st of month, < 

preceding publication date. MaiM 

copy and remittance to cover i 
cost to < 

< 

AMERICAN CINEMATOGRAPHER < 
1782 No. Orange Dr. i 

Hollywood 28, Calif. ’ 
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There will be a considerable expan¬ 
sion of the sectors reserved for Cinema, 
television and studio equipment, also 
laboratory systems and enlarging equip¬ 
ment. 

Thanks to public and official recogni¬ 
tion given to youth photography in 
West Germany as a result of photo¬ 
graphic achievement and cultural im¬ 
pact, photokina Cologne '72 will pre¬ 
sent a varied youth programme of pho¬ 
tographs, films and discussions. The 
main theme chosen for these activities is 
"Youth behind the still and cine cam¬ 
era-society '72". 

The youth photo contest organized 
under this slogan has attracted unusual 
interest. The best results from this 
contest will be shown in an exhibition 
and prize-winners will be presented with 
cash prizes to the value of 6,000 DM 
by the Minister for Labour, Health and 
Social Affairs in the North Rhine/West¬ 
phalian Regional Government. The best 
films on the subject will be shown at the 
same time with the result of a second 
contest "Festival of young movie-mak¬ 
ers" in a special photokina youth 
cinema. 

To provide the general public with an 
uncensored picture of the young genera¬ 
tion's attitude to its environment, all 
photos submitted will be shown in a 
special two-day event entitled "Youth 
meeting" during which young people, 
politicians, sociologists and teachers will 
speak at symposia. The young movie¬ 
makers will be given the opportunity to 
discuss their 8 and 16mm films with 
each other and with the general public 
at a "Meeting of young movie-makers". 

The programme of exhibits has ac¬ 
quired great importance in the audio¬ 
visual field; all systems developed to the 
production stage are to be shown at 
photokina. 

The other fields will be represented 
in the usual scope and variety: Still and 
cine cameras, optical equipment and 
optical components, artificial light 
sources, slide and cine projectors and 
viewers, equipment for adding sound, 
film processing equipment, photochemi¬ 
cals, films, plates and papers, printing 
and reproduction establishments, photo 
laboratories, cinema fittings and photo 
and cine accessories. 

The commercial section of photokina 
serves the primary aim of providing a 
trade and informative setting for manu¬ 
facturers and buyers from all parts of 
the world. At the same time it provides 
technicians and scientists with an inter¬ 
esting insight into new development 
trends. For amateur photographers the 
articles offered by the photographic 
industry furnish a wealth of new knowl- 
Continued on Page 683 

SEE HU AT 
DEVELOPS 
Tl IS SPUMED! 

Full- and part-time summer programs in: 

VIDEO WORKSHOP 
SUPER-8 and 16mm FILMMAKING 

MEDIA WORKSHOP FOR TEACHERS 
FILM SEMINARS: 

Film Appreciation 

Contemporary American Film 

For full details and Catalog, write: 

The Film School at the Orson Welles Center 
Box AC 
1001 Mass. Ave, Cambridge, Ma 02138 Call (617) 661—3900 

Summer accommodation available in Cambridge 

New Wave Directors 
Documentary Film 

Directing Workshop 

(1972, 1973 courses begin 

October 7...Catalog available.) 

THE FILM MIMA 

16mm/superl6mm 
Ektachrome 'dailies’ Lab Schedule 
commercial & highspeed (ECO-EF) 

NORMAL DE VELOPING 
Work Prints 

Ordered At 

Same Time 

In Lab bReady b Ready 

Days 10 a.m. 2 p.m. 6 p.m. 

3 p.m. 7 p.m. 11 p.m. 

Nights 
up to 
9 p.m. 10 a.m. 1 p.m. 

(Receiving Dept. Open Until 11 p.m.) 

Forced developing takes longer. Timed Prints 
Take Longer 

And 16mm & 35mm B&W Reversal Developing and Printing. 

SILVER TRACK SOUND 
ON EKTACHROME 

PRINT STOCK 

• Internegatives * CRIs - Masters* 

16m m/super 8 mm 

release prints 
COLOR TIMING & CORRECTION 
IS ELECTRONICALLY ANALYZED 

WRITE, PHONE FOR PRICE LIST: 

bebell 
MOTION PICTURE LAB DIVISION 
416 West 45 St. New York 10036 

PHONE: (212)245-8900 
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We present a foolproof formula 
for saving money and in this era of spiraling prices 

that’s no small feat! Actually it’s very simple . . . 

JUST CALL THIS NUMBER: 305-445-9461 

Arriflex Camera, Sonorex Projectors and almost all other brands. 

DISTRIBUTOR FOR MOLE-RICHARDSON LIGHTING AND GRIP 
EQUIPMENT 

We can save you money . . . It’s a fact. 

CAMERA SOUTH COMPANY 
1635 SW 27TH AVENUE, MIAMI, FLORIDA 33145 

Our new “mini” is only 
part of the new-product 
excitement at NCE. 
Why not find out 
what else is new, 
by writing 
or calling. 

EQUIPMENT, INC. 
37 WEST 65th STREET, 

NEW YORK, N.Y. 10023 
(212) 799-4602 

Headquarters for cine professionals 

Where else, but at NCE, would you find a “mini” tripod 
head that acts like big ones. Except when it comes to price. 

Thanks to an engineering breakthrough, we’ve developed 
a moderately-priced light-weight (4V£ lb!) head for cam¬ 
eras up to 20 lbs. with the ‘feel’ and action of our full-size 
models. Our “Mini” is a Hydrofluid® Head in every im¬ 
portant way, with features like: 

□ heavy aluminum with ball and roller bearings 
□ positive pan and tilt locks MM ■ UVVN V 
□ quick-lock 1/4 or 3/8” 
camera tie-down 
screw □ built in 
level □ tele¬ 
scoping pan 
handle 
□ 3/8” tri¬ 
pod head thread □ patented 
no-leak hydrofluid construc¬ 
tion □ operates from -60° 
to +350° F □ pans 360° tilts 90° 
either side of center □ full line of 
matching accessories, including 
flat-top and ball adaptors, legs 
and hi-hat available. 

AftlVf. 

FILMING PRIME CUT 
Continued from Page 679 

angles and so forth. For example, the 
sequence in the wheat field where the 
reaper starts chasing them was highly 
stylized and very fully storyboarded 
beforehand. Oh, for the good old days 
when it was common practice to story¬ 
board a film completely in advance- 
have a sketch artist draw it all out. I 
went through a big fight to get the 
studio to agree to a sketch artist on 
"PRIME CUT" and, as it was, they cut 
him off after four weeks. So I had only 
two of the four sequences I wanted 
storyboarded. It would have been tre¬ 
mendously helpful in the sunflower 
field sequence, which was enormously 
complex and which nobody understood 
except me. 

I was carrying it all around in my 
head, because it wasn't in the script and 
I had originally intended to have it very 
precisely storyboarded. Because nobody 
knew what was going on, they all 
panicked and the studio started sending 
up executives because they were wor¬ 
ried that it wasn't going to edit togeth¬ 
er. Without telling me, they hired a 
special editor just to cut that sequence. 
They had to reprint seven days of dailies 
for him to work on and ended up having 
to scrap everything he had cut, because 
it was such a disaster. What they did 
turned out to be much more expensive 
than the cost of a sketch artist for 
another week—which would have 
proved to them that the whole thing 
was going to work. 

That's why, in future, for any kind 
of an action picture, I would absolutely 
insist on a sketch artist going in—be¬ 
cause, while it is possible for a director 
to carry all this detail around in his 
head, it's very hard to communicate it 
to the people who have to execute it. If 
you storyboard it, you can sit down in a 
production meeting with your key peo¬ 
ple—your cameraman, your special ef¬ 
fects man, your art director—and lay 
out your sketches and say: "This is how 
we'll do this. Does anybody have any 
questions about how we'll do it? This is 
possible, isn't it?" 

Then everybody can see what you 
have in mind. You may very well make 
changes, but at least everybody will 
know how you're changing it. Also, 
they'll have an opportunity to ask ques¬ 
tions and perhaps come up with sugges¬ 
tions that are better than what you had 
visualized in the storyboard. It's quite 
right for them to do this—because mak¬ 
ing films is a team effort, and the better 
the communication with your team, the 
better chance you stand of making a 
good picture. ■ 
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PHOTOKINA 72 
Continued from Page 681 

edge and give an incentive to put this 
knowledge to practical use. 

Package trips to assist visitors 

To make it easier for trade visitors 
from Europe and from overseas coun¬ 
tries to visit photokina the organizers 
are arranging package tours in conjunc¬ 
tion with the airline companies and 
travel agents. 

These arrangements cover the return 
trip and accommodation, transportation 
to and from the airport or railway 
station to the hotel or exhibition 
grounds, an entrance ticket with cata¬ 
logue and information on photokina 
and special services such as sightseeing 
trips in the Rhineland, the rest of 
Germany or short visits to other coun¬ 
tries. Information can be obtained from 
the official representatives for the Co¬ 
logne Trade Fairs in foreign countries. 

use SCHEDULES GRADUATE FILM 
SEMINAR IN EDINBURGH AND 
PARIS 

Applications are being accepted for a 
graduate seminar in Films and Filming, 
which will be offered by the University 
of Southern California's Division of 
Cinema at the Edinburgh, Scotland, 
Film Festival and in the Paris, France 
Cinematheque at the French Film Muse¬ 
um. The class is scheduled from Aug. 
13-Sept. 2. 

Offered as a feature of USC's 66th 
annual Summer Session, the seminar 
will be open to all graduate students. 
There are no prerequisites and no film 
experience is necessary. Those complet¬ 
ing the program may earn four degrees 
of graduate credit. 

Activities of the class will include 
film screenings, and other festival 
events, informal seminars, and some 
8mm film production, according to Dr. 
Bernard Kantor, Chairman of USC's 
Cinema Division. 

Students will spend 16 days at Edin¬ 
burgh and five days in Paris. 

Each student may complete an 8mm 
film during the seminar, explains Dr. 
Russell McGregor of Pasadena, who 
teaches film and instructional media at 
USC and who will be the instructor for 
the seminar. 

Tuition will be $328. Transportation 
and living expenses will be the individu¬ 
al responsibility of each student. 

Requests for applications should be 
addressed to Dr. Russell McGregor, USC 
Overseas Cinema Program, Division of 
Cinema, University of Southern Califor¬ 
nia, University Park, Los Angeles, Calif., 
90007. 

anothek ine CAMART PRODUCT 

M SHOOT MULTIPLE 
IMAGES FROM A 

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

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

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

Additional Prisms & Accessories Available. Prices on Request. 

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

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

ROTATOR LENS FOR 
CAMART OPTICAL 
FX UNIT FOR 

16-35mm & 

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

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

TV Cameras 

For further details write: ¥ 
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INDUSTRY 

Instant 
studio. 

Just switch on 
this double 
band projec¬ 
tor, and 
you’ve got 
as complete a film-and-sound 
studio as any 16mm film-maker 
would want. 

Called (appropriately enough) 
the Bauer P6 Studio, our unit 
offers a number of advantages. It 
projects both optical and mag¬ 
netic sound tracks. Does lip sync 
recording and playback of mag¬ 
netic sound on 16mm full-coated 
magnetic film. Offers a choice of 
200 mil edge and 100 mil center 
tracks. Transfers sound from 
picture film to magnetic film, or 
vice versa, without requiring 
additional equipment. Permits 
sound monitoring during the 
recording on any magnetic track. 
And, of course, has a synchro¬ 
nous motor. 

And even its amplifier is 
studio-like, including the out¬ 
puts, which match the impedances 
of studio equipment. 

Lastly, it 
provides quick 
access to both 

picture film and 
magnetic film. 

For additional information, 
contact your authorized Bauer 
dealer. Or drop us a line. 

You’ll get instant action. 
And ask about our other profes¬ 

sional 16mmprojectionequipment: 
The Bauer P6 Synchron. With 

sync motor for critical TV work 
and for synchronizing with tape 
recorders. Manual threading. 
Optical playback, magnetic 
record-playback. 

The Bauer P6 Automatic 300. 
Super-quiet and super-bright. 
Uses metal arc light (almost 4 
times as bright as conventional 
tungsten lamps). Optional change¬ 
over device permits continuous 
showing of any length film. 

The Bauer P6 Automatic M152. 
A superb A-V projector. Self¬ 
threading, with optical playback, 
magnetic record-playback. 
Sound-on-sound facilities. 

BAUER* 
AIC PHOTO, INC., CARLE PLACE, N.Y. 11514 IN CANADA: KINGSWAY FILM EQUIPMENT LTD. 
♦Bauer, a Reg. TM of Robert Bosch Photokino GmbH For details, Wllte Dept. A 06 

HOW TO MAKE HOLOGRAMS 
IN 10 INTENSIVE SESSIONS 
OFFERED AT LAKE FOREST 
COLLEGE 

Lake Forest College will offer in 
August six short "hands-on” workshops 
in the technique of making holograms 
with laser light. Similar to courses in 
photography, the emphasis is on "how- 
to-do-it" rather than physical theory. 

No scientific background is required 
of the participants, according to the 
director of the workshops. Dr. Tung 
Hon Jeong, associate professior of phys¬ 
ics at the college and internationally 
known authority in the field of laser 
photography. In fact, the sessions will 
be oriented towards artists and photog¬ 
raphers (rather than scientists) who have 
discovered holography as an exciting 
new medium of expression. It is the first 
time such workshops have been offered 
nationwide with emphasis on the artistic 
properties of three-dimensional laser 
photography, Dr. Jeong said. 

Six workshops have been scheduled 
to assure an optimum staff-student ratio 
in each. Four daytime courses, consist¬ 
ing of 10 three-hour sessions each, will 
meet from 8:30 to 11:30 a.m. and from 
1:30 to 4:30 p.m. on the following 
dates: July 31-August 4; August 7-11; 
August 14-18; and August 21-25. Two 
evening workshops will meet for 10 
consecutive weekday evenings from 
6:30 to 9:30 on July 31 through August 
11 and August 14 through 25. 

Movie strips and color slides, rather 
than mathematics, will be used to ex¬ 
plain the theory behind the process. 
Lasers and various types of holograms 
will be demonstrated, as will each piece 
of equipment used in hologram-making 
and each component of a holographic 
system. 

Seven sessions are devoted to actual 
practice in the lab where students, 
working in small groups, will construct 
holograms under supervision of Dr. 
Jeong and his staff. 

Tuition is $250; a limited number of 
student scholarships are available. 

Dr. Jeong is a pioneer and recognized 
authority in the art/science of holog¬ 
raphy, or lensless, laser-produced pho¬ 
tography which has wide application in 
medical research, data processing and 
engineering as well as in the arts. He 
holds a B.S. degree from Yale University 
and a Ph.D. from the University of 
Minnesota, and has received grants to 
conduct holography studies from Re- 
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ACTIVITIES 

search Corporation, the National Sci¬ 
ence Foundation, the Veterans Adminis¬ 
tration, and the Sonntag Foundation for 
Cancer Research. 

Applicants should reply by letter 
prior to June 15 to Hologram Work¬ 
shop, Lake Forest College, Lake Forest, 
Illinois, 60045. 

SUMMER COURSES IN SUPER-8 AND 
16mm FILMMAKING OFFERED 

THE FILM SCHOOL at the Orson 
Welles Center in Cambridge, Mass, is 
offering Summer courses in Super-8 
Filmmaking, 16mm Filmmaking, a 
Video Workshop, and a selection of 
Film Seminars. Study may be arranged 
on a full or part-time basis. 

Intensive SUPER S and 16mm FILM- 
MAKING COURSES have been de¬ 
signed to provide a solid background in 
film history and style, as well as all 
technical aspects of filmmaking. Stu¬ 
dents will work in production crews on 
class filmmaking projects, and will be 
provided with full facilities and guid¬ 
ance for work on their own film proj¬ 
ects. Advanced students in the Super-8 
course will be expected to have com¬ 
pleted up to 5 short sound films by the 
end of term; in the 16mm workshop, 
the objective is to have each student 
complete one major film project. 

The VIDEO WORKSHOP presumes 
no previous video experience, and will 
familiarize the student with the com¬ 
plete range of television and video 
equipment, with special emphasis placed 
upon operation of the equipment by the 
student. The course will acquaint 
students with both cable and broadcast¬ 
ing facilities, and will result in the 
production of two studio tapes, one in 
high-band color for commercial distribu¬ 
tion. Equipment will be available for 
experimentation outside of classroom 
time. 

A series of FILM SEMINARS will 
form part of the intensive filmmaking 
courses, as well as providing part-time 
study for people with specific interests 
and needs in Film Appreciation. All 
seminars involve screening and discus¬ 
sion of films with further activities 
directly pertaining to each seminar 

. . . FILM APPRECIATION; CON¬ 
TEMPORARY AMERICAN FILM; 
NEW WAVE DIRECTORS; DOCU¬ 
MENTARY FILM; and a DIRECTING 
WORKSHOP. 

A special MEDIA WORKSHOP FOR 

■ 

E COLUMBIA a 1 COLLEGE 9 
I COLUMBIA a E COLLEGE 1 

Approved for Veterans 

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

Now Registering. Write for a descrip¬ 
tive brochure. 

COLUMBIA COLLEGE 
925 No. La Brea Ave. 

Hollywood, Calif. 90038 
851-0550 
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"^etzlcesTiicorporateci • Jmage 
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Jrnage 

evices 

YOUR CINE 
EQUIPMENT SOURCE 

RENTALS • SALES - SERVICE 
AKG Frezzolini Polaroid 

Ampex GE RCA 

Angemeux Guillotine Rivas 

Arriflex Gossen Satellite 

Bell & Howell Hervic Sennheiser 

Beyer Jensen Shure 

Burgess Kodak Sony 

Cinema Product Lowel Spectra 

Cine 60 Magnasync/Moviola Sylvania 

Colortran Maier-Hancock 3M 

Eastman Mallory Tiffen 

Eclair Miller Van Dyke 

Ediquip Nagra Vega Electronics 

Electro Voice NCE Zeiss-lkon 

Fiberbilt Permacel Zoomar 

crystal sync systems • radio mikes 

Write for free Rental Catalog incorporate 

Jmage J^}e-szi.ces]ric:o:rporateci • 

■HBMMi 

Jmage 

evices 

rated. 

rateci 
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...because it’s OUR World! 
Since 1948 we’ve specialized in processing film¬ 
strips and color slide duplicates. They’re not a 
“side line” with us. They’re our only business. 
During these 24 years, we’ve created our own 
unique equipment and developed many unusual 
techniques. Most important of all, we’ve instilled 
in every department an outstanding enthusiasm 
for perfection. That’s why we say: “No matter 
what your material is, we can do more with it — 
and get more out of it — than anyone else.” It’s a 
promise ... from the only lab that knows and 

cares enough. 

Write today for new catalog! 

FRANK HOLMES 
LABORATORIES, INC. 
1947 First St., San Fernando, Cal. 91340 
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TEACHERS will aid the educator in 
developing skills in leading group film 
discussions, in making Super-8 films, 
and in building functional curricula 
using film experience. 

THE FILM SCHOOL at the Orson 
Welles Center is located a few minutes 
walk from Harvard Square, in Cam¬ 
bridge, Mass. A limited number of ac¬ 
commodations are available at Lesley 
Hall for students taking summer courses 
at The Film School. 

Complete information and a catalog 
may be obtained by writing to THE 
FILM SCHOOL, Box PR1, 1001 Mass. 
Ave., Cambridge, Mass. 02138 

8 HOLLYWOOD COMPOSERS TO 

LECTURE AT CAL STATE L.A. 

Eight noted Hollywood composers 
will examine the art of composing music 
for the film medium during an eight- 
week Summer illustrated lecture series 
open to the public without charge at 
California State College, Los Angeles. 

The series, sponsored by the Cal 
State L.A. Music Department, is expect¬ 
ed to attract large numbers of serious 
students of film as well as general 
motion picture fans. Each lecture will 
be at 1:30 p.m. in the Cal State Theater, 
and each composer will illustrate his 
talk with recordings, tapes and excerpts 
from a film for which he has written the 
score. 

Participants and the films they have 
selected include Ernest Gold, “Exodus” 
(June 28), Marvin Hamlisch, "Kotch" 
(July 5), Herschel Gilbert, “Carmen 
Jones” (July 12), Elmer Bernstein, “Ten 
Commandments” (July 19), Maurice 
Jarre, “Doctor Zhivago” (July 26), 
David Raskin, "Laura” (August 2), John 
Green, "Oliver” (August 9) and Jerry 
Fielding, "Straw Dogs” (August 16). 

Dr. Robert Strassburg, Cal State L.A. 
music professor who organized the ser¬ 
ies, said the lectures will deal with the 
effect of transformation through music 
of the visual image, the creative use of 
rhythm, melody and orchestration, the 
art and agony of music editing, synchro¬ 
nizing music with the visual, cine- 
esthetic music and poetic values, and 
avant-garde techniques in film scoring. 

The overall series is themed “En¬ 
counters with Hollywood Composers" 
and is part of a continuing series spon¬ 
sored by the Cal State L.A. Music 
Department. A recently-concluded ser¬ 
ies, “Encounters with Men of American 
Music”, featured illustrated lectures by 
Lalo Schifrin, Shelly Manne, Leonard 
Feather, Buddy Collette, Roy Harris, 
Ernest Fleischmann, Martin Bernheimer 
and others. 
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COLLEGE STUDENTS TO MAKE 
PROFESSIONAL FILMS 

Film students from across the United 
States and from other parts of the world 
will converge on the quiet crossroads 
village of Chester Springs, Pennsylvania 
to engage in the production of six films 
this summer as part of a highly unusual 
school called Cinema Institute. This will 
be the third season for the month-long 
film course, which features the produc¬ 
tion of professional contract films com¬ 
missioned by various service organiza¬ 
tions, foundations, religious groups and 
businesses. 

Director Irvin S. Yeaworth, Jr., 
whose own films have been released by 
major studios, started the course in an 
attempt to help graduates of film 
schools gain the professional experience 
necessary for them to find positions in 
filmmaking. 

Most college film students work 
singly and face problems adjusting to 
the group process required to make 
films professionally. Cinema Institute 
assigns students to a crew to work on 
projects with budgets of from $5,000 to 
$10,000 each, with a professional film¬ 
maker-consultant on each crew. Stu¬ 
dents receive professional screen credit 
for this work, reflecting Cinema In¬ 
stitute's intention to help provide a 
bridge between the academic study of 
film and the professional industry. 

Part of the Institute's practical train¬ 
ing focuses on how a young filmmaker 
can create a new job for himself in the 
film industry which is already overpop¬ 
ulated with highly talented but out-of- 
work professionals. 

Yeaworth feels that there are count¬ 
less organizations that need films but 
don't know it yet, and the enthusiastic 
young people to make these films have 
not yet found a way to connect them¬ 
selves with those who need their serv¬ 
ices. Students are encouraged to explore 
filmmaking assignments in hospitals, 
high schools, colleges, social agencies, 
churches, libraries, small town advertis¬ 
ing agencies and television stations, and 
in developing nations overseas. 

Other practical aspects of the course 
include examination of various ways of 
financing independent productions of 
features, shorts, documentaries and ani¬ 
mated films. More than half of the 
students in past Cinema Institutes have 
since made films on their own, or have 
landed free lance work in film and 
television, or have found full time jobs 
in this field. 

Cinema Institute is sponsored by 
Expression Foundation in association 
with the American Film Institute and 
uses the production facilities of Valley 

THE QUESTAR CINEMA MODEL 
One of the most exciting things we have seen recently is 
a test film shot by David Quaid with our new Questar 
Cinema Model attached to the Arriflex 35. It begins with 
the motion of the moon drifting slowly across the field of 
view, follows a train along the bank of the Hudson river, 
three-quarters of a mile away, pans the New York sky¬ 
line and climbs the Pan Am and Chrysler buildings three 
miles away, inspects the Statue of Liberty from five miles, 
observes a grazing cow with its accompanying cattle 
egret at two hundred yards, rises to a mocking bird sing¬ 
ing on a branch at three hundred feet, follows a vapor 
trail until it catches up with its jet at ten miles, and 
watches a plane take off at Newark Airport and approach 
the camera, finally passing overhead. The sequence ends 
with the sun setting behind some fishermen in a boat 
three and a half miles at sea. 

And all this with no lens change—just the Questar 
which, as David Quaid says, can focus from the eye of a 
fly to the craters of the moon . . . instantly! 

Quaid’s film was taken on 35 mm. Ektachrome 5254 
ASA 64 rated ASA 125, with a #85 filter, and at 24 f.p.s. 
with the exception of the sun and moon shots which were 
intended as ‘atmosphere’ and purposely overexposed. 

The Questar Cinema Model and its special accessories 
can be used not only with the Arri 35 but with other 35 
mm. and 16 mm. reflex cameras as well. It gives the 
cinematographer something he has never had before— 
the ability to adjust his focus from an extreme telephoto 
situation to a macro-closeup within the same film take. 

Be sure to send for Questar’s NEW booklet: the 1972 edition—larger format, 18 pages of 
color, 150 new photographs taken by Questar owners with the 3V2 and Seven, and a com¬ 
plete description of Questar, the world’s finest, most versatile telescope, with its many special 
applications in research and industry wherever fine optics are mandatory and particularly in 
the field of quality control. The new booklet is still at the old price of $1 to cover mailing 
and handling costs on this continent. By air to South America, $2.50; Europe and North 
Africa, $3; all other areas, $3.50. 

QUESTAR 
Box 200, New Hope, Pennsylvania 18938 
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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. 

SONOREX 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. 

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

Write for descriptive literature. 

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 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. 

Tirf AMFRA MART,™ THE ITJl/mJIV JL INC. 
456 W. 55th ST., NEW YORK, N.Y. 10019 • (212) 757-6977 
RENTALS o SALES o SERVICE 

Forge Films which is located in Chester 
County's rolling hills, one hour west of 
Philadelphia. Students are housed there 
in the campus-like surroundings of what 
was once the summer school of the 
Pennsylvania Academy of Fine Arts, 
oldest art school in the United States. 

Pennsylvania State University grants 
six hours of graduate credit for students 
with proper prerequisites and per¬ 
formance, and three hours of credit for 
beginning students and undergraduates. 
Credit may also be earned through a 
student's own college. 

Among those who have made up the 
Institute teaching team are: from Hoily- 
wood: actor-director Don Murray; pro¬ 
duction manager Bill Scott; producer- 
distributor David Adams of Pyramid 
Film Producers; Academy Award special 
effects designer Tim Baar; editor-film¬ 
maker Ron Plant. From the east coast: 
writer Jack Hunter ("THE BLUE 
MAX"); documentary director Bill Jer¬ 
sey; film educator Ron Sutton of Na¬ 
tional Association of Media Educators; 
director of education Joe Dispenza of 
American Film Institute; cameraman- 
location specialist Tom Spalding and 
others. But the key to the effectiveness 
of the Institute, according to Yeaworth, 
is the film professional who stays with 
his crew on its production from start to 
finish. 

A new feature of this year's session is 
the addition of a two-week script writ¬ 
ing sequence which will be held prior to 
the regular four-week Institute. During 
this writing course, June 4-16, students 
will create the scripts which will be 
produced during the Institute which 
runs from June 18 through July 14. The 
script seminar is limited to 10 students, 
the production course is limited to 40 
students. 

Students at the first two sessions 
represented schools from a broad sec¬ 
tion of the United States and overseas, 
including Hong Kong, England, Taiwan 
and South Africa. 

B & S OFFERS NEW PRICE LIST 

Birns & Sawyer, Inc., pioneer manu¬ 
facturer and distributor of motion pic¬ 
ture equipment, announces publication 
of a new 1972 Price List. The new 
24-page list covers a full range of equip¬ 
ment and accessories available from the 
Hollywood-based company, including 
lenses, power supplies, tripods, grip 
equipment, barneys, editing equipment, 
camera modifications and accessories. 
This list may be obtained free by 
writing Birns & Sawyer, Inc., 1026 
North Highland Avenue, Los Angeles, 
California 90038. ■ 
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Highest energy... 
lightest weight... 
most compact... 
rechargeable battery 
on the market! 

Vardney 

If you have to carry batteries ... 
depend on batteries ... or design 
with them ... you’ll appreciate 
Yardney! 

Our Silvercel rechargeable bat¬ 
teries pack the most useable 
power into the smallest and 
lightest weight modular package 
now commercially available. In 
fact, per unit of weight Silvercel 
delivers 3 to 4 times the energy of 
common rechargeable batteries 
and does it with flat, non-tapering 
discharge voltage characteristics. 

Whether you are an OEM develop¬ 
ment engineer, a supplier or a 
battery user, we invite your inquiry. 
Our technical assistance and 
advice are yours for the asking. 

Write or phone 
for complete information. 

COMMERCIAL/INDUSTRIAL SALES 

82 MECHANIC STREET, 
PAWCATUCK, CONNECTICUT 02891 
(203) 599-1100 

use FILM CONFERENCE 
Continued from Page 637 

There were no New York film critics 
present because, it seems, they had all 
declined invitations to attend. The crit¬ 
ics on hand from local and other publi¬ 
cations were a sweet-natured group and 
didn't seem offended when somebody 
raised the question as to whether critics 
really do exert any influence on the 
box-office. 

"Critics do have an effect on the 
box-office," insisted Miss Walker. "Crit¬ 
ics can make or break an artistic career. 
Critics can be lethal." 

London Times critic John Russell 
Taylor said that this wasn't true in his 
country. "In England the critic has no 
influence at all on the success or failure 
of the great majority of English lan¬ 
guage films," he said. "And that's com¬ 
fortable for me. The reader shouldn't 
regard the critic as an oracle or super- 
star." 

He could certainly get an argument 
on that point, from Bosley Crowther. 

The real bombshell of the Confer¬ 
ence was dropped by Wilton Holm, 
Executive Director of the AMPTP Re¬ 
search Center, when he revealed that his 
organization was researching and devel¬ 
oping a computerized system for pre¬ 
dicting the box-office success of feature 
films, based on an analysis of their 
shooting scripts, prior to production 
(see Page 638). 

To many present this triggered off 
unpleasant Orwellian images and some 
rather definite rebuttals. Director Syd¬ 
ney Pollack, one of the panelists, took 
polite exception to the inference that 
the creative talents of those who trans¬ 
lated the script into the actual film 
(mainly the director and editor) would 
count for naught under such a mechan¬ 
ized system. He insisted that the same 
script given to several presumably com¬ 
petent directors would play differently 
in the hands of each. "I wouldn't want 
to see 'A CLOCKWORK ORANGE' in 
the hands of anyone but Stanley Ku¬ 
brick," he said. 

Others in the group opined that it 
would be a real boon if such a system 
could actually be made to work, but 
they were inclined to wait and see. 

In many ways, the panel discussion 
on "The Technology of Survival" 
proved to be the highpoint of the 
Conference—not only because it hit 
closest to home with the audience made 
up largely of student film-makers, but 
because it included some highly knowl¬ 
edgeable (and colorful) types. Following 
are selected excerpts from the com¬ 
ments of the panel participants. 

BRENNER 
C I N E@SOUND 

COLORTRAN 
LIGHTING FIXTURES 

VARI-10, MULTI-6, MULTI-10, 
QUARTZ-KIIMG-500, FOCUSING-1000 

POLISHED PYREX .. $27 
Comparable Value $58 

ROLLED PYREX $20 

FOCUSING-650, DUAL-1000 

POLISHED PYREX .. $23 
Comparable Value   $49 

ROLLED PYREX $17 

DUAL-650, MINI-PRO 

POLISHED PYREX .. $17 
Comparable Value $35 

ROLLED PYREX $13 

For more information onMotionPictureEquip- 
ment, Sales, Service & Rentals, call or write 

5215 Wisconsin Ave., N.W., Washington, D.C. 
20015 (202) 244-3800 

BRENNER 
C I INI E®S O U INI D 

A Division of Ritz Camera Centers 

Please mail me Filters for  

□ Polished Pyrex □ Rolled Pyrex 

Enclosed $  

□ American Express #  

Name  

Address  

City .  

State  Zip  

Please indicate ALL information which 
appears in Raised Type on your card. 

AMERICAN CINEMATOGRAPHER, JUNE, 1972 689 



ARRI | PRECISION EXPOSURE CONTROL 

A separate exposure meter gives you 
part-time exposure information. It 
does its work before the shot. Then it 
stops! With many of the special prob¬ 
lems of modern film making—difficult 
locations, changing light levels, unre¬ 
hearsed action, small budgets and 
tight shooting schedules — that’s not 
good enough! 

That’s why the capability of the built- 
in Arriflex 16BL APEC system makes 
it a whole new thing in filming. It works 
before, during and after the scene is 
shot. It never stops! It masters modern 
film production problems by giving 
you control of exposure during the 
crucial moments when you are expos¬ 
ing film. 

Because APEC works, not part-time 
like an ordinary meter, but full-time as 
you do, you lose fewer shots. You get 
more great ones. You get more con¬ 
sistent, more accurate exposure, 
truer color and better films all around. 

MELVILLE SHAVELSON 
Writer /Producer/Director 

Good morning, fellow survivors. 
Everyone has been telling us that the 
entertainment industry is in the midst 
of a technological revolution. But even 
Fidel Castro wouldn't want to get 
mixed up in a revolution where every¬ 
one is getting killed. 

In 1971 we were informed that the 
video cassette would be the savior of the 
motion picture industry. One year later 
there is no savior in sight, but Holly¬ 
wood is still nailed to the cross and 
Jesus Christ is watching Billy Graham 
on TV. We have seen 3-D and Cinerama 
come and go, leaving in their wake 
4,000,000 Polaroid glasses and 700,000 
migraine headaches. If technology is the 
wave of the future, how come one of 
the top-grossing pictures of the year and 
a nominee for eight Academy awards 
was shot in black and white? Maybe its 
title was prophetic, “THE LAST PIC¬ 
TURE SHOW". All it proves is that 
what's good is good. And that's too 
difficult a lesson for the hot-shot entre¬ 
preneur of sure-fire technological audi¬ 
ence-appeal to stomach. What good is a 
business if you have to have talent, too? 

MARK ZARKOFF 
Producer/USC Professor 

I am a producer who went to Cannes 
on my own—even financed my own 
trip—because I am a producer looking 
for something to produce. The picture 
in Hollywood is such that the pickings 
are very lean, as we all know, and that is 
probably one of the reasons why we are 
all here. I went to Cannes and met with 
about 15,000 people from all over the 
world. It was an international confer¬ 
ence and they were all vitally interested 
in this baby we call CATV and in video 
cassettes. 

I can tell you in general about the 
atmosphere which I met. 

And that was one of confusion. It 
was an atmosphere of fear and anxiety— 
and yet, pervading the entire week of 
meetings and conferences, was a desire 
on the part of the producers, money 
people, individuals ready to make a deal 
in software as well as in hardware. They 
are ready to go. 

Now there are many problems hold¬ 
ing us back. Problems dealing with 
standardization, problems dealing with 
copyright laws, problems dealing with 
who's going to do what to whom first 
and shall I be the first one to do it. 
There is no doubt that many of us are 
developing properties ready to do. What 
or who shall back us is a problem. When 
shall this happen is another problem. 

We are constantly being confronted 
now, I think with an atmosphere of 

MOTION 
ANALYSIS 
WITHOUT 

L-W Model 224-A 16mm Flickerless 
Photo-Optical Data Analyzer 

TWICE THE BRILLIANCE 
OF COMPETITIVE EQUIPMENT— 
AND LOWER COST! 
Model 224-A completely eliminates the 
disturbing flicker of low-speed projection. 
You see all the picture information, and you 
see it without eyestrain or tension. Fast 
pull-down permits wider aperture—images 
are twice as bright as those obtained with 
projectors costing up to $450.00 more. 
Designed for critical work, the 224-A is 
used in 90% of all applications requiring 
high-precision flickerless projection. Ideal 
for missile-flight, radarscope - recording, 
flight-test, reconnaissance and sports 
analysis, time-and memo-motion studies, 
teaching, training and presentations. 

□ Flicker-free projection at all speeds 
□ Variable-speed projection — 1, 2, 4, 6, 8, 

12, 16 and 24 fps 
□ Precise frame rates — projectors can be 

synchronized electronically 
□ Unlimited hold time for stills — no film 

damage, no loss of brightness 
□ Instantaneous stop and change of direction 

at any speed 
□ One-handed remote control of speed, 

direction, and single-frame projection 
□ Digital frame-counter 
□ Daylight viewing screen built into case 
□ Available with wide aperture plate for 

viewing timing marks 
□ 400' film capacity 
□ Quiet, vibration-free operation 

Complete selection of 16mm motion picture 
projectors, with and without souhd. 

WRITE FOR FURTHER INFORMATION 
AND DEMONSTRATION 

L-W PHOTO, INC. 
15451 Cabrito Road 
Van Nuys, California 91406 
Phone: (213) 781-0457 
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impatience. We want it to happen right 
now. I'm certain that someone is going 
to say that cable has been around for 20 
years. Well, not the way it's going right 
now. Sure, there have been a number of 
houses attached by flimsy wire way 
back, but now cable TV is pervading the 
country. You pick up any issue of 
Variety or the Reporter, Wall Street 
Journal and you will see acquisition 
after acquisition being made, consolida¬ 
tions being made, very quietly. Cable is 
proliferating in the country. CATV is be¬ 
ing dug under your streets right now. 

There have been a number of projec¬ 
tions made on what will happen and I 
have with me right now, a report from 
the Stanford Research Institute dated 
March 6th 1972 and, if I may, I'd like 
to read just a little bit of it. 

“Although pay TV is likely to be 
promoted initially on the basis of first- 
run motion pictures and spectator sport¬ 
ing events, once the incremental fee 
concept is accepted for mass audience 
programming it is expected that more 
selected types of educational and enter¬ 
tainment programs, such as tutorial 
courses, adult education, specialized pro¬ 
grams for physicians and attorneys, cul¬ 
tural events, will be marketed. Pay-TV 
programming will groom the consumer 
market for even greater title selectivity 
which can only be supplied by video 
cassettes. By the early 1980's, at least 
30% of the household sets subscribed to 
CATV are also likely to subscribe to 
some form of premium TV services and 
they will pay an average of $5.00 to 
$7.00 a month for this added program¬ 
ing service. Projections by SRI indicate 
that revenue resulting from local origi¬ 
nating activities could increase from less 
than $10,000,000 in 1970 to more than 
$90,000,000 in 1973, more than 
$350,000,000 in 1976 and almost 
$2,000,000,000 in the early 1980s." 

Now, with numbers like that con¬ 
fronting us, I think that an attitude of 
fear should be dispelled and an attitude 
of anticipation should be developed and 
with this attitude of anticipation I 
would think that you young people in 
the audience should be preparing for the 
day and that day will come very quickly 
when you will be involved in a burgeon¬ 
ing TV business. The question I'd like to 
ask is: do we make the same mistakes in 
this new business as we have in the past 
that put us in this particular box? Is 
hardware going to get us out of the 
pickle or is it going to be a change of 
attitude on the part of business and the 
creator? 

SIDNEY SOLOW 
Consolidated Film Industries 

I've been requested to say a word 

FROM THE MAKERS OF THE RONFORD 
FLUID 15 HEAD AND STEEL TRIPODS : 

THE RONFORD FLUID 
TWO HEAD & TRIPOD 
HAS BEEN DEVELOPED 

TO TAKE CAMERAS 
WEIGHING UP TO 

12 Lbs. 

COMPLETE WITH 2 PAN HANDLES'- 

ONE STANDARD, ONE SHORT LENGTH 
AND OWN CARRYING CASE 

+ + + 

STRONG LIGHTWEIGHT ALUMINIUM TRIPOD WITH SELF CLEANING 

NYLON WIPERS. SPECIAL FORMULA SILICONE FLUID IN HEAD 

FOR SMOOTHEST POSSIBLE MOVEMENT. 

★ ★ ★ 

Write now for details to Ronford, VANTAGE PROMOTIONS LTD., 

7 CHEAM COURT ■ CHEAM • SURREY • ENGLAND 

Plan now to attend the 

FIRST INTERNATIONAL 
FILM PRODUCTION WORKSHOP 

JULY 23 - AUGUST 6, 1972 

at GENEVA PARK ON BEAUTIFUL LAKE COUCHICHING 
90 miles north of TORONTO, CANADA 

Professional Staff from LOS ANGELES, MONTREAL, TORONTO 

— for: beginners, intermediate, advanced filmmakers 

120 Hours Solid Training in Cinematography, Cameras, Lighting, Sound, 

Directing, Editing, Scripts, Budgeting, Special Effects, Animation 

Special 3-day session in high speed photography included 

Sessions in AERIAL and UNDERWATER Filming Available at Extra Cost 

All Types of 16mm film; Television, Industrial, Documentary, Educational, etc. 

Low tuition includes all equipment, film, room, meals, and trip to world's most advanced 
theatre. Total price $495.00. 

BRING THE FAMILY! This is a modern resort with a great summer recreation program 
including trips to ONTARIO PLACE, HURON INDIAN VILLAGE, ONTARIO SCIENCE 

CENTER, for wives and children at low rates. 

WRITE: WORKSHOP, BOX 1259, STATION Q, TORONTO 7, CANADA 
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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 $58* (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. 

'Your dealer will determine exact retail price in your area 

For more information, write Dept. AC-6 

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

about Super-16. I don't want to go on 
record as being in any way opposed to 
Super-16. It's a great format and it has 
its uses. At our laboratory we have been 
processing it and blowing it up. But it is 
interesting to examine the history of 
Super-16. It was originally developed in 
Sweden and Norway, and in those coun¬ 
tries, until a couple of years ago, only 
negative films were available. If you 
shoot the normal 16mm format and 
blow it up to 35mm, the results are 
unsatisfactory using that original materi¬ 
al; it's simply too grainy. So, someone, 
out of necessity, devised the Super-16 
format which produced not only a 
larger area, but a proportion of the 
image that was more similar to the 
projected image of 1.85 to 1 for the 
theatre, so that Super-16, using negative 
film, is an immensely useful and success¬ 
ful format. 

In this country, however, we've never 
used 16mm negative to any large degree, 
and for very good reasons which I won't 
go into now. But one of the principal 
reasons is that we have Ektachrome 
commercial (ECO 7252) now available 
to us and this has extremely high 
resolving-power and low granularity. It's 
a high-resolution film, capable of great 
sharpness. So, therefore, all the troubles 
that Super-16 presents can be avoided 
by shooting the regular aperture. You 
ask: what are those troubles? Number 
one, you've got to have a specially 
adapted camera with the lens offset to a 
new center line and you run the dangers 
of scratching the edges of the film in the 
camera. Second, you need a special 
projector to view your dailies in their 
entirety. Three, you are really restricted 
to showing this film in American the¬ 
atres where the 1.85-to-1 aspect ratio is 
the prevailing mode of display. If you 
send this blow-up print to some other 
countries which don't usually present 
pictures in that format, they'll find 
themselves projecting a black border at 
the bottom and at the top. If you want 
to present this picture on TV you have 
to go through an expensive conversion 
into the TV 1.33-to-1 format. And if 
you want to project it for ordinary 
16mm presentation, such as in schools 
or other places where large quantities of 
16mm films are used, you again have to 
pay for an expensive conversion to the 
ordinary 16mm format. So, by and 
large, my personal opinion is that Super- 
16, in this country, does not offer 
sufficient improvement in quality to 
warrant all the trouble you have to go 
through. 

One comment should be made about 

Super-16. Most people think it is a 
much larger format. It is not. The 
reason you get more area is that in 
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I 

Rentals 
at the 
right 
price! 

How about a NAGRA III 
for $10 per day? 

Or zoom lenses starting 
at $12.50 per day? 

The newest 16mm 
camera and sound 
equipment... perfectly 
maintained ... 

Arriflex S, M or Bl  
Single or double system 

Eclairs, Auricons or 
Scoopics... 
Crystal controlled motors 

Wireless microphones ... 

High speed Millikens - 
Photo-Sonics cameras to 
500 frames per second ... 

Colortran lighting ... 

CINELEASE . . . your 
dealer for leading lines of 
production equipment... 
Our prices are always 
RIGHT! 

For more information ... 
Phone (203) 966-1671 
or write... 

Rentals • Sales • Service 
1331 Ponus Ridge 

New Canaan, Conn. 06840 

normal 16mm you have to cut down 
image area off the top and bottom in 
order to get the 1.66 greater aspect 
ratio. All it really adds is 2mm in width. 
But because, in order to get that scope 
picture you have to throw the top and 
bottom away—this is why it has the 
advantage. No other reason. 

FOUAD SAID 

Cinemobile Systems 

Our industry will always depend up¬ 
on technology. You can take the most 
talented guy in the world and if you 
don't give him the tools to translate his 
ideas into film, you'll get nothing. This 
is the area where nobody in the industry 
is spending 10 cents. They talk about it, 
but when you try to get a good idea 
accepted, they make it so hard for you 
to follow it through that they almost 
break your back. Their attitude is: why 
change? What's wrong with a 30-year- 
old system? 

Today we are talking about whether 
technical innovations will help bring 
back the audience. Absolutely! We will 
always depend upon cameras, sound, 
labs, video systems, computers, cable 
systems and lights—and these technical 
innovations will help us make the im¬ 
ages to give to the audience. Without 
such technical innovations, we'll stand 
still. 

This is one of the big problems in 
Hollywood today. I would say that 95% 
of the feature films today are made with 
the BNC camera. The BNC was designed 
by Mr. Mitchell in 1931 (his son is 
working with me now), and since then 
they've put a reflex mirror on it and this 
and that. Panavision took the same 
movement and put a lighter housing on 
it. Ed Di Giulio took the same camera 
and put a beam-splitter in it—but it's 
still the same camera. Imagine what 
would happen if the automotive indus¬ 
try or the aircraft industry were still 
using the same basic technology they 
had in 1931. But this is exactly where 
we stand in this industry right now. 

There was a study made by Dr. 
Gunther L. Klaus about eight months 
ago. He went on different sets and came 
back and said that 72% of production 
time on the set is technical preparation. 
The director says he needs a dolly shot. 
So the grips get the dolly and start 
laying 4x8 lumber for it to ride on. 
There are fifty people on the set and 
they stand around and wait for an hour 
while the 4x8 lumber is laid and the 
dolly is set. Then there is the camera 
and the Worrall head and all those 
technical elements to be set. That's 
where 72% of the time and expense is 
used. 

No one in the studios will spend 

FACTORY REBUILT 
MULTIBEAM-1000 
COLORTRAN 

$39 
HIGH PERFORMANCE 

7” 1000 WATT-FRESNEL 
LENS SPOTLIGHT (PUP) 

COUfflTMN s49 
Rebuilt with New 

Sockets, Reflectors 
and Wiring 

Scrims, Barndoors and other accessories are 
available. 

For more information on Motion Picture 
Equipment, Sales, Service & Rentals, call or 
write 

5215 Wisconsin Ave., N.W., Washington, D.C. 
20015 (202) 244-3800 

BRENNER 
C I INI E®S O U INI D 

A Division of Ritz Camera Centers 

Please mail me 
□ Multibeam-1000 □ Spotlight Pup 

Enclosed $  
□ American Express #  

Name    

Ad d ress  

City  

State Zip  

Please indicate ALL information which 
appears in Raised Type on your card. 
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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 

MULTI-PROJECTOR 

PROGRAMMER 
Direct from keyboard or via magnetic tape, the 
computer logic of the Dijitel Programmer controls 
the unmanned operation of one, all or any combin¬ 
ation of projectors. This 4-1/2 lbs. mini-computer 

is the ultimate in versatility and reliability. 

Arion Corporation 

825 Boone Avenue North 

Minneapolis, Minnesota 55427 

Dijitel 

$89000 
6 CHANNEL 

$665.00 

3 CHANNEL 
$425.00 

$100,000 to solve these problems and 
find out how to save time. But the 
equipment manufacturers are doing it. 
There is the new Arriflex 35 BL hand¬ 
held silent camera coming out. They 
have new Nagra recorders that weigh a 
pound and a half. The new wireless 
microphones are fantastic. There are 
new xenon lights coming out. Panavi- 
sion is making ultra-fast lenses that use 
only % as much light as before, which 
means that instead of having to use 
eight Brutes, you can shoot with two 
Brutes. 

No matter what happens with mo¬ 
tion pictures or television or cable-TV, 
we'll always be dependent upon tech¬ 
nology. We are dependent upon the 
manufacturers of equipment. 

There's one thing I want to convey 
to you guys here. I went into the 
industry from USC. I went to USC for 
six years and whatever I may have 
contributed to the industry by making 
the Cinemobile I learned in this school. 
You can't beat education. I think you 
guys can contribute a lot to this indus¬ 
try, which needs you very badly. So, 
please come in and help the industry to 
do a better job. 

JOHN ALONZO 
Cameraman 

I am a user of this new technology 
and I love it. I love all the new things 
that are invented. In my heritage there 
is a man named Emiliano Zapata. He was 
a rebel and, in terms of technology, I 
am the same way. I tried Fouad Said's 
Cinemobile the first time because I just 
wanted to try it. I did it, probably, just 
out of wanting to show people that it 
could be used. 

I come from the world of 16mm. I 
was a documentary cameraman for Wol- 
per Productions for a long time. So 
when I was thrown into the business of 
shooting a feature motion picture, I 
tried out the Cinemobile just because it 
was new. I tried out xenon lamps 
because they were new, not because I 
knew how to use them, necessarily. But 
I have had great success with them. 

I use small crews because I am aware 
of the producer's problems. He can no 
longer afford to use large crews. We 
have specialized crews, crews that work 
very hard. They're all fairly young and 
they all have the same interest in mak¬ 
ing the movie that I do. 

As to the relationship between tech¬ 
nology and survival—surviving doesn't 
necessarily mean newer and better 
equipment. It means allowing the new 
minds—people like yourselves with new 
ideas—to come into the industry. That 
sort of thing, I think, is very important 
to the survival of the industry. ■ 
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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. 

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 

CINE DEVELOPMENTS 
445 S. BEVERLY DR., BEVERLY HILLS, CALIF. 90212 

(213) 553-9432 

Personalized 
16mm SOUND SERVICES 

Flexible Work Schedule 

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 

LOGIC OF SURVIVAL 
Continued from Page 638 

For any production system to be 
really effective, none of the inputs, 
tools or facilities can be ignored, since 
they are interdependent. The cost of 
manufacturing a product is determined 
largely by how well all of the input and 
processing factors are chosen and inte¬ 
grated. Cost/value trade-offs are re¬ 
quired, and are based to a significant 
degree upon accurate feedback from 
market data. The outstanding weakness 
of our motion picture business system is 
the lack of an effective feedback loop 
from our markets back to our inputs. 

This weakness exists, to a significant 
degree, because of the fact that our 
product is artistic in nature, even 
though it is rooted in technology. The 
human wants and needs which can be 
satisfied by a dramatic motion picture 
are, generally speaking, emotional rather 
than intellectual or physical. Yet the 
production of that motion picture re¬ 
quires the employment of an enormous 
spectrum of technological disciplines, 
and the assistance of an interdisciplinary 
team which spans that spectrum of 
technologies. 

Consider for a moment the men and 
technologies responsible for manufac¬ 
turing the superb films, cameras, micro¬ 
phones, amplifiers and other sound re¬ 
cording and transfer equipment, projec¬ 
tors, editing machines, printers, film 
processing machines, just to name a few. 
And consider the men who use and 
operate all of these, with consummate 
skill, to produce the picture and sound 
records that become the final motion 
picture. Obviously, then, we have an 
art/technology interface. But since our 
motion picture, to be successful, must 
communicate with people, we also have 
an artistic/sociological interface and a 
technological/sociological interface. 

Visualize, if you will, an equilateral 
triangle, the three sides of which are art, 
technology and society. Each corner of 
the triangle represents one of the inter¬ 
faces we have named. Logically, we 
should examine these interfaces, hope¬ 
fully to learn the synergy which exists 
between art, technology and society 
relative to satisfying society's emotional 
wants and needs. Suppose we begin with 
the relationship between technology 
and art, since this seems the most 
obvious of the three. 

Art may be defined as a selective 
recreation of reality, in accordance with 
the artist's metaphysical value judge¬ 
ments. I use the term ''metaphysical" 
here in its philosophical rather than its 
occult sense—as a branch of philosophy 
involving ontology and epistemology. 

we 
cannot give you 

the moon... 

... but 
we can bring 
you the sun 

(in a suitcase) 

REPORTER KIT AC 308 
For your location lighting 

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

Technical pamphlet (English-French) 
sent upon request. 

183 rue Lecourbe 75-Paris 1 5e FRANCE Tel. 532.58.70 
Telex 23976 FLASHPARIS 206 - Cable CREMERLUX 
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You’re in dead sync when you 
attach Satellite’s neat 16mm 

magnetic package to your 
Moviscop. With pick-up head, 

amplifier and speaker in a single 
case, there’s nothing else to buy 

... no extras cluttering your 
editing table. We’ve transistorized 
our reader for dependable, instant 
operation—and added a full one- 
year guarantee. Then priced it so 
low that no busy editor can resist, 

just $85.00 complete. 

We made the 
sound reader 

professional editors 
asked for: 

100% self-contained 
half the price 

SATELLITE FILM, INC. 
5931 S.W. 8th St. 

Miami, Fla. 33144 

S-30 Synchronizer 
(for Nagra SN recorders) 

■ completely self-contained unit requires no 
modification to Nagra SN recorder 

■ resolves SN playback speed to match 
absolute recorded speed 

■ wide locking range:+3%,-4% speed 
error 

■ speed correction/pilot level meter 
■ internal, regulated supply powers SN 

recorder during transfers 

For technical specifications, list of available 
accessories, and prices, call or write: 

Stuart R. Cody Co. 
24 Dane Street 
Somerville (Boston), Mass. 02143 
617-666-4540 

The motion picture art form, because of 
the selectivity of events exercised by the 
writer and often augmented by the 
director, seems more real than life. The 
role of technology is two-fold: 

(1) To provide the enormous scope 
of visual and audio experiences 
which are possible to the motion 
picture. And 

(2) To do this superbly, without 
ever distracting the audience, 
and thereby reminding it that 
what they are experiencing is 
only a motion picture. 

A flickering image on the screen, or a 
hum in the sound track is all it takes to 
destroy the illusion of enhanced reality, 
and thus prevent the motion picture 
from satisfying whatever emotional 
wants and needs it might have otherwise 
fulfilled. 

Fortunately, motion picture technol¬ 
ogy is so good that the artistic/techno¬ 
logical interface can hardly be faulted. 
But while technology has come far in 
satisfying society's physical wants and 
needs, technological excellence per se 
will not satisfy emotional wants and 
needs. Only art can do this. Technology 
can lend a powerful assist, but it cannot 
be more than minimally effective if the 

artistic/sociological relationship is poor. 
But let us examine the technological/ 

sociological interface, about which 
much is known, for this can lead to 
some interesting analogies relative to the 
artistic/sociological interface which 
seems so mysterious. 

First of all, technology is often 
equated with science and research, and 
this is wrong. Technology is scientific 
knowledge applied to useful arts. Which 
is another way of saying that technolo¬ 
gy is science applied to the problems of 
society, and that science serves only 
those ends set for it by the environment 
in which it exists. The problems of 
science are simply those problems which 
society says need solving, for they are 
the only ones society will support. 

Some rather interesting conclusions 
can be drawn from this: 

(1) Technology is not useful merely 
because it exists. 

(2) Technology may be useful if it 
satisfies a human need or want, 
known or unknown. 

(3) Future human needs may be 
predictable, and may give birth 
to future technology. 

(4) New technological innovations 
may create needs which society 
will pay to have satisfied. 

A thorough consideration of facts 
such as these has led to an entirely new 
technological discipline—technological 
forecasting—by which the significance 
of possible future technological develop- 
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Spring Clearance 

CAMERAS 16 and 35 
MITCHELL 16mm-Baltars $2450 
MITCHELL 35 Std. Baltars 2450 
FASTAX 16mm-Controls 995 
B&H 16mm Rackover 595 
CINE SPECIAL Rackover 400' 750 
ARRIFLEX 35mm 3 lens 750 
ARRIFLEX 16mm "S" 3 lens 2100 
CINE SPECIAL-Super 16 550 

PRINTERS 16 and 35 
16mm B&H Mod J. from $4250 

(5 on hand to select from) 
16mm B&H Model JM 7200 
16mm B&H Color Additive 9800 
16mm Hernfeld, Mod 1557 1950 
35mm B&H Mod. D. 4000 
35mm B&H Mod Petersen 
Fader 5200 
35 to 16 CARLSON DEPUE 3750 
35 to 16 CARLSON B&H 

Color Additive 15000 

DEVELOPING MACHINES 
HOUSTON A-11 16 & 35 from 

$650 
(10 to select from) 

MORSE A-8 Anscochrome 1250 
ME-4 16mm MORSE 8750 
AIGLONNE 16-35 Neg. 1250 

PROJECTORS 
DeVRY 35mm w/single frame 1350 
DeVRY 35 w/1250w L.N. 925 

For more information on Equipment 

Sales, Service & Rentals, 
call or write 

LLOYD'S CAMERA 
EXCHANGE 

1612 N. Cahuenga Blvd. 
Hollywood, Calif. 90028 

(213) 467-7956 

merits can be predicted with reasonable 
accuracy. It involves knowing, as best 
we can, where society is going and 
where technology can go. 

There is a great deal of similarity 
between the artistic and the technologi¬ 
cal interfaces with society. Art, too, 
serves only those ends set for it by the 
environment in which it exists. And the 
functions of art are only those functions 
which society says should be carried 
out, for they are the only ones society 
will pay for. 

Parallel conclusions may be drawn 
for art as for technology: 

(1) Art is not useful merely because 
it exists. 

(2) Art may be useful if it satisfies a 
human want or need, known or 
unknown. 

(3) Human emotional wants and 
needs may be predictable, and 
may give birth to future works 
of art. 

(4) Artistic innovations may create 
wants and needs which society 
will pay to have satisfied. 

What we are saying is that it may be 
possible to predict how well a prospec¬ 
tive motion picture might do at the box 
office, and to do this before a screen¬ 
play is translated into film. I realize that 
this concept is shocking to many prob¬ 
lem-laden "intellectuals” who explain 
that many "good" films lose money 
because artistic quality is irrelevant to 
pleasing an audience. Yet these self- 
styled experts are at a loss to define 
either "artistic quality" or a "good 
film," except as something they person¬ 
ally prefer. 

As to those who would divorce art 
from audience appeal, we must remind 
them, and ourselves, that we are con¬ 
cerned with the survival of an industry, 
a business which can only survive by 
pleasing its customers, by satisfying 
their emotional wants and needs. It has 
been held that the qualities that make a 
hit movie are mysterious and unfathom¬ 
able, and that deciding what pictures 
should be made must be done on the 
basis of knowledge of the past, under¬ 
standing of the business, and in the final 
analysis, instinct. No business, having 
once attained the status of an industry, 
has ever survived on the basis of some 
form of omniscience rather than valid 
market information. In my judgement, 
ours will be no exception. 

It is important that any business 
periodically ask itself: "What is our 
business? What should it be?" Consider 
what happened to the old buggy manu¬ 
facturing businesses that were unable to 
shift into the "people-moving" business. 
The railroads fell into that same trap. 
Today the motion picture, television. 

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 Living Sea Museum 
The Concert for Bangladesh 

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

Phone: 469-5808 Cable: FILMEFX 

Free 
Lube 
Job 

If you use cartridge-load or con¬ 
tinuous-loop projectors, you know 
that film friction can be a real show 
stopper. 

The solution is NO-EN® lubricat¬ 
ing treatment. It keeps film from 
sticking in the projector or cinch¬ 
ing in the cartridge. It removes 
burrs caused by slitting or proc¬ 
essing, and keeps the film flexible 
longer. 

See for yourself, free. 
This ad is worth 800 feet of NO- 

EN treatment on your next print 
order. (And if your next job calls 
for more than a lube job, don’t 
worry. We’re AV specialists in all 
phases of 8mm, Super 8 and 16mm 
film printing, processing and han¬ 
dling. Right down to loading any 
brand of cartridge.) So send it to 
us—one free coupon per customer, 
of course. Good through the end 
of 1972. 

Hollywood Valley Titm £ab > 
A division of 

DYMAT INTERNATIONAL CORPORATION || 
Dept C-572, 2704 W. Oliva Ave„ Burbank, Calif. 91505 
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CONTINUOUS 
FILM 

PROCESSOR 

FIGHT OBSOLESCENSE 
HILLS manufactures continuous film 
processors that are the ultimate in 
versatility! New and old processes, 
including the new Kodacolor II proc¬ 
ess, are a snap. With 16 rearrangeable 
tank sections HILLS can fight obso¬ 
lescense indefinitely. 

Our model 146 processes films up to 
46mm wide. E-4 film is processed at 
two feet per minute. Prices for this 
model start at $4,200.00* 

For 8 or 16 mm, color or black and 
white film, our model 216 is avail¬ 
able. With this model, ME-4 film runs 
at 17 feet per minute. Prices for 
model 216 start at $4,410.00* 

The MINI-MAT 70 is now available! 

Prices for the MINI-MAT 70 start at 
$6,250.00*. For ay process up to 
70mm wide films. This model will 
double the output of our standard 
MINI-MAT units, and at the same 
time, provide a long trouble free life. 

Versatility And Long Life With Stainless Steel Construction 
FURTHER INFORMATION A VAILABLE FROM 

MANUFACTURING CO., INC. 

Manufacturers of 

Continuous Film Processing Equipment 

P.O. Box 125, Chalfont, Pa. 18914 U.S.A. 
Phone 215—345-1944 

* ATTACHMENTS OR ACCESSORIES NOT INCLUDED 

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

Model 125A for flat base cameras priced at only $85.00 
Model 125B for the Bolex and Beaulieu at only $85.00 
Model 125E for the Eclair camera priced at only $99.50 

Call or write now for further information. Leopold Enterprises. South 
729 West Sunrise Blvd. • Fort Lauderdale, Fla. 33311 • (305) 764-1315 

Canadian Distributor: Photographic Analysis, Ltd. 
8 Brian Cliff Drive, Don Mills (Toronto), Ontario • (416) 445-6410 

IEDPDIS 
MANUFACTURING 

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 

radio, newspaper and magazine business¬ 
es should all recognize that they are in 
the communication business. 

We in motion pictures communicate 
with the minds and emotions of our 
movie-going public. By releasing a pic¬ 
ture we tell the public that we expect to 
fulfill certain of their emotional wants 
and needs. Audiences view the film and 
judge whether or not any emotional 
wants and needs have been satisfied by 
what our picture communicated to 
them. But the communication process 
we have initiated does not stop there. 
Having judged our picture in the light of 
their own wants and needs, those audi¬ 
ences now pass their judgements on to 
families, friends and associates. In this 
way, by people-to-people, word-of- 
mouth advertising, our picture becomes 
a box-office hit, or a flop. Obviously, 
then, we should know something about 
the emotional wants and needs of audi¬ 
ences, and the percentage of the total, 
potential audience which shares any 
specific want or need. If we could create 
a valid data bank relative to this art/so- 
ciety interface, we would be able to 
produce many more pictures that peo¬ 
ple would want to see. And here tech¬ 
nology can help. 

The fact that motion pictures are 
conceived, written, and directed by art¬ 
ists may make it incomprehensible to 
apply technology, no matter how mod¬ 
ern, to this highly subjective problem. 
Let me tell you, then, that our Research 
Center has been working for more than 
a year on a method for predicting the 
earning potential of prospective motion 
pictures before they are photographed; 
that we have had encouraging success; 
and that we are convinced this can be 
done practically, and at some reasonable 
confidence level. 

Time does not permit me to go into 
details here, but let me give you an idea 
of what is involved. 

Generally speaking, the question of 
whether or not a product should be 
manufactured, and at what cost, is a 
business decision made on the basis of 
best market information. The business 
risk involved is a function of the scope 
and validity of this informational data 
base. In the production of motion pic¬ 
tures the risk is usually great because a 
reliable data base is almost non-existent. 

When one picture succeeds beyond 
all expectations while another fails to 
earn its cost, this fact, together with 
response stimuli inherent in the pic¬ 
tures, represent data. These data are 
subject to association and correlation. 
Our hypothesis is that certain intrinsic 
factors of a motion picture determine 
how many people will pay to see it. The 
box-office gross revenue is thus a meas- 

698 AMERICAN CINEMATOGRAPHER, JUNE, 1972 



Offers today's 
most comprehensive 
professional TV and 
Motion Picture Training 

Work in modern studios with the latest 
equipment. Professional instructors. Co-ed. 
Day/evening. 

• Motion Picture Production 
• TV Production & Videotape 
• Film & TV Writing 
• Film Editing 
• Film Directing 
• Sound Recording 
• Animation 

Courses in preparation include: TV-Videotape 
Production; Documentary Film Production; TV 
News Production; Film Directing, Business 
Films; Underwater Film Production; Camera 
Repair 

Student loans/Veterans benefits available. 
Licensed by N.Y. State. Accredited by Natl. 
Assoc, of Trade and Technical Schools. Ap¬ 
proved for foreign (non-immigrant) students. 

Resident and Home Study Courses in Still 
Photography also available 

FREE BOOKLET. Write, phone, or visit 

New York Institute 
of Photography 
Motion Picture Production Center, Dept. 331-6 

112 W. 31st St., New York 10001 
Phone (212) 244-3462 
Leadership in professional training since 1910 

HEADS REBUILT 

ONE-DAY SERVICE 

Reasonable 
Prices * _ „ 

Fully 
Guaranteed 

MOBIUS 

ure of these intrinsic factors, independ¬ 
ently or in combinations, in motivating 
the movie-going audience to see a pic¬ 
ture. If these factors and their synergy 
are identified, quantified, and made 
available during the planning stages of a 
motion picture, then the revenue- 
producing potential of that picture 
should be predictable, within certain 
dollar limits, by using specific statistical 
techniques. What this adds up to, in 
systems technology, is feedback. 

The principal feedback for the mo¬ 
tion picture business system is the box- 
office. This information is not now in a 
form which identifies or permits the 
determination of which inputs to modi¬ 
fy. We believe that existing data relative 
to motion pictures which have already 
played in theatres could be used, along 
with other pertinent data such as socio¬ 
logical environment, socio-economic 
trends, etc., to construct a computer¬ 
ized statistical model. Factors consistent 
with those used to construct the model, 
but for pictures still in the planning 
stages, might then be evaluated in the 
model in order to predict a prospective 
picture's revenue potential. 

It is no secret that life insurance 
companies cannot predict the life span 
of any individual man; but, by using 
statistical techniques, they bet money 
on the life span of a large group of men, 
and they always win. They can do this 
because there are commonalities and 
differences among individuals; and be¬ 
cause there are differences among the 
differences; but not among the com¬ 
monalities. Consequently, as people are 
clustered into larger and larger groups, 
differences cancel out and group com¬ 
monalities emerge. 

As with the life insurance companies, 
we are not concerned with individuals, 
but with the emotional commonalities 
of the millions of potential movie-goers 
—people who allegedly do not go to 
movies, but who stand in line to see an 
Airport or a Love Story. We are not 
searching for a magic formula; we have 
no reason to believe such a formula can 
exist. 

Neither are we trying to determine 
how to write a successful screenplay, or 
to create a fail-safe list of story ingredi¬ 
ents. We are trying to create a new 
decision-making tool, which will help a 
producer quantify the risk of turning a 
screenplay into a motion picture. 

If a producer wants to make a 
picture which would have emotional 
appeal for only a small fraction of the 
total potential audience, all well and 
good. But he should make it at a price 
commensurate with the box-office reve¬ 
nue to be expected from that small 
potential audience. Pictures which 

COMPLETE 
FILM SERVICES: 
■ 16mm-8mm-Super 8 

Ektachrome processing 

■ Color and b&w 
■ Positives and negatives 

■ Super 8 Magnetic Sound 

■ Processing — Printing - Editing 
Cutting Rooms - Theater 

■ Sound Transfer - Sound Stripping 

■ Super 8 to 16 -16 to 8 or Super 8 

■ Same day service on film processing 
and work prints 

16 YEARS EXPERIENCE 
For personalized service ask for 
Ed DeRoo or G. Lucien Guenot 
COAST TO COAST SERVICE 

Send for price list 

$K3 
HOLLYWOOD CINE 

MOTION PICTURE LABORATORIES 
1207 NORTH WESTERN AVENUE 

HOLLYWOOD, CALIF. 90029 
(213) 466-6683 

FILTERS EXCFR!MVELY 

HIMOVITZ & ASSOC. 
At the request of two television networks, 

Himovitz & Associates developed the unique 
“SUN-BURST” filters which caught on almost 
overnight throughout the television industry. 
Used to film such shows as Johnny Cash 
Show, Everly Brothers Show, Hee Haw, etc  

Now you can create 4, 6, 8 and 16-pointed 
star effects in your own studio for still or 
motion pictures. Available in either Sharp 
(creates a star pattern while keeping the 
principle subject sharp and clear, without 
diffusion) or Dreamy (creates a star pattern, 
but with a slightly diffused or dream-like 
effect). Both can be used under low or high 
contrast lighting conditions with spectacular 
results. 

Sold in sets of 3 different star effects 
(4 point, 6 point and 8 point patterns) 
or individually. Complete sets start 
at $50.00, sizes from 13/16" (Series 
4) to 6". Write today for technical 

data and price list. 

HIMOVITZ & 
ASSOCIATES 

Dept. C-1 
13813 Oxnard Street • Suite 104 • Van Nuys, California 91401 

Phone (213) 781-5142 
Distributed in Europe by W. Vinten, Ltd. • Suffolk, England 

Distributed in the Far East by Salon Films 
134 Princes Bldg. - Hong Kong 

\ 
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An exceptionally light weight head 
for cameras weighing up to 50 lbs. 

^CONNOR FLUID CAMERA HEADS 

The O’Connor 50 weighs only 
7 lbs., yet gives positive con¬ 
trol over cameras up to 50 lbs. 
Super-smooth panning (360°) 
and tilting (45° up or down) 
with the exclusive O’Connor 
fluid action. Timken bearings. 
Infinite drag adjustment. Also 
heads for 10 lb. to 200 lb. 
cameras. Send for catalog. 
O’Connor Engineering Labs, 
3490 E. Foothill, Pasadena, 
Ca. 91101.  

NEW FROM Hervic 
“Torsion Lock” 

Projection Screens 

Hervic 

HERVIC projection screens 
FEATURE: 

A "Torsion Lock" tensioning device 
which acts directly on the screen roller 
for positive tension control. 

A high resolution silver lenticular screen 
surface. Fungus and mildew resistant — 
and easily washable. Light-weight, heavy- 
duty tubular construction. Won’t bend, 
even under full tension. 

Heavy-duty tripod legs with easy open¬ 
ing automatic hand/foot control. 

Positive action spring roller for smooth 
return into the dust proof metal container. 

(adjusts to 
accommodate 
all screen formats) 

SCREEN 
SUPPORT 
(with 3-position 
‘‘Keystone”-effect 
correction) 

TORSION LOCK” 
TENSIONING 
DEVICE 

(for wrinkle-free 
screenings) 

would have emotional appeal for a large 
percentage of the total potential audi¬ 
ence could cost more, and still be 
cost-effective. 

During the course of our work we 
recognized the need to investigate the 
art/man interface—to learn more about 
the nature of art, and the nature of 
man. The search for information was 
both difficult and rewarding. 

The low position of art in the scale 
of human knowledge is perhaps one of 
the most eloquent symptoms of the 
difference in man's progress in the 
physical sciences and his progress in the 
humanities. In physics, we have reached 
the point where we can study sub¬ 
atomic particles, and explore interplane¬ 
tary space; but a phenomenon such as 
art remains, for most men, a dark and 
sometimes scornful mystery. Little or 
nothing is known of its nature, its 
function in human life, or the reason for 
its tremendous psychological power. 
Yet art is of intense importance and 
profound personal concern to most 
men. It has existed in every known 
civilization since man's prehistoric 
dawn—earlier than the birth of written 
language. 

Many years ago, Aristotle saw the 
reason for the importance of art. He 
said that fiction is of greater philosophi¬ 
cal importance than history, because 
history represents things only as they 
are, while fiction represents them as 
they might be and ought to be. What 
Aristotle said about fiction is valid for 
all true art: It goes beyond the probable 
and makes us see what is possible . . . 

Art does not teach; it shows. Teach¬ 
ing is not the purpose of a work of art 
any more than it is the purpose of an 
airplane. The primary purpose of an 
airplane is not to teach man how to fly, 
but to give him the actual experience of 
flying. The primary purpose of true art 
is to give man the experience of living in 
a world where things are as they ought 
to be. In this way he experiences a 
period of life-giving, metaphysical joy—a 
period of love for existence, after which 
he can say to the artist: "This is 
possible! I am glad to have experienced 
it in my life,'' or "You have shown me 
your achievement, and it will give me 
courage for mine." 

It is doubtful, based upon what we 
have learned so far, that many people go 
to a movie except with an implicit 
premise of volition—that they will dis¬ 
cover something of value, and that this 
experience will enrich their lives. 

It is a commercial error, generally 
speaking, to assume that people will 
accept shoddy or insipid art any more 
than they will accept shoddy or useless 
physical merchandise. Why is that which 
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is not worth contemplating in real life 
worth recreating in art? Why should the 
kind of people who bore or digust 
movie patrons in real life be appreciated 
by them as movie heroes or heroines? 
Even the old troubadour who roamed 
the countryside in medieval times un¬ 
derstood the necessity of inspiring men 
with life's potential beyond the dreary 
boundaries of their daily toil. Perhaps 
we can still learn something from him. 

Psychologists and sociologists with 
whom we have worked tell us that in an 
affluent society, human needs tend to 
move up a scale from material goods 
toward a desire for self-realization by 
proxy—by empathy with characters in 
pictures that provide the sort of critical 
life experiences humans feel they ought 
to have. We need to find out what 
people really want from the short time 
they spend on this earth, and then learn 
to provide it in our motion pictures. 
Perhaps we need to remember the gene¬ 
sis and the meaning of the word "hero" 
—to recall that wonderful euphoria of 
walking out of a theatre, feeling 10 feet 
tall because of our empathy with an 
heroic character on the screen. 

There is a way of measuring how well 
our pictures fulfill the human needs of 
our audiences. This measuring device is 
the box-office. We hear about fraction¬ 
ated audiences, but every now and then 
a picture comes along that has broad, 
basic appeal—The Sound of Music, The 
Graduate, Mary Poppins, Guess Who's 
Coming to Dinner, Dr. Zhivago, Airport, 
Love Story, and others—all different, 
but all with a charisma, a mystique. 
Why? Has the box-office been telling us 
something we have never understood? 

By learning how to identify success¬ 
ful prospective movies, we can enhance 
the viability of our industry, true. But 
modern management recognizes profit, 
important as it is, as a by-product; not 
an end in itself, but a measure of how 
well an organization is serving society. 
And by learning how to make the right 
pictures, we can function to serve soci¬ 
ety—perhaps even as social architects. 
Only in this way can we encourage our 
Phoenix to fly out of today's ashes. 

If we fail to do this, for whatever 
reason, we may well see the demise of 
our industry as we know it. But not of 
the motion picture itself. It will survive 
this period of irrationality in which we 
too often produce, and ask audiences to 
accept, tainted scraps to satisfy their 
emotional appetites. 

To the degree that we can look 
inward to what people want, then look 
outward to fulfill these emotional needs 
and values—if only on film—we can 
achieve a new legitimacy as a viable 
industry in our society. ■ 

• PRIMUS • THUNDERBALL^* FLIPPER.WALT DISNEY VMGM 
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Academy Citation 
Class III Scientific 
or Technical Award 
December 31, 1971 

SPECTRA» 

FILM BALANCED 

3 COLOR METER 
DIRECT READ-OUT OF COLOR 
TEMPERATURE.   COLOR 
CORRECTION FILTERS PRE¬ 
CISELY BALANCE LIGHT SOURCE 
AND FILM. 

ACCURATELY PREDICTS THE 
COLOR BALANCE FOR HIGH 
QUALITY COLOR REPRODUCTION 
FROM SUCH LIGHT SOURCES AS 
DICHROIC FILTERED INCANDES¬ 
CENT LAMPS-XENON ARCS- 
FLUORESCENT LAMPS ETC. THE 
COLOR SENSITIVITY OF THE SPEC¬ 
TRA 3-COLOR METER IS PRECISELY 
MATCHED TO THE COLOR FILM/ 
CAMERA LENS SYSTEM. 

SEE YOUR DEALER-OR WRITE/CALL COLLECT 
OUR COLOR ENGINEER —(213) 849-6017 

PHOTO 
RESEARCH 

A Division of KOLLMORGEN Corporation 

3000 N. Hollywood Way • Burbank, California 91505 

FILMING NIXON IN CHINA 
Continued from Page 625 

and their Chinese counterparts. Super¬ 
visor of film processing was Richard 
Hyde of CBS, and Herb Starbird of NBC 
with Lab Men Dan McAvoy and Larry 
Sine. Special water tests were made and 
Eastman Kodak recommended that hot 
water softeners be used because of the 
hard water in China. All of the EF 
Emulsions were processed with a Jami¬ 
son MK 4 and Jamison Compac Proces¬ 
sors. Richard Hyde estimated that with 
film tests, 106,000 feet of film was 
processed during the eight days of Nix¬ 
on's visit. 

Several cameramen also brought spe¬ 
cial lenses and wireless microphones 
with them. Because security was so 
relaxed, we found it very easy to work 
in close with 9.5-to-95 and 12-120 
lenses. But wireless mikes were taboo 
with the Chinese, so we didn't use them 
at all. 

Before arriving in China one of our 
biggest concerns was just how much of 
the country we would be allowed to see 
and film. We knew we would be follow¬ 
ing the President and Chou in Peking, 
that there would be picture opportuni¬ 
ties in Hangchow, at the Great Wall, the 
Ming Tombs, the Forbidden City, and 
Shanghai. But that was all carefully set 
up in advance. Would there be anything 
of the people, the culture of China, that 
we could show the American audiences 
at home? 

Right up until the time we landed in 
China most of our inquiries were turned 
aside. So imagine our surprise when we 
were handed our press credentials in 
Shanghai, along with a list of the places 
we would see and film that were not on 
the President's itinerary. Most newsmen 
were astounded. They had no idea they 
would be permitted to film the 196th 
Division of the People's Liberation Ar¬ 
my, or that the doors of selected school¬ 
rooms would be open to us, or that our 
cameras would be allowed inside Peking 
University, all of the hospitals and 
factories. Like the expression goes, it 
was both good news and bad news. We 
were elated that so many filming oppor¬ 
tunities were available, but how were 
our "skeleton" crews going to be in 
two, three, or four places at once? 

Each network could have used at 
least five more crews and producers, but 
since this was impossible, we licked the 
problem by using a little Yankee ingenu¬ 
ity: Most of us just didn't get much 
sleep. In fact, Chinese officials were 
amazed that immediately upon arriving 
in China, after thirty hours of riding in a 
plane, most of the newsmen set out on 
foot to film Peking at night. They didn't 

SENIOR “F” HEAD 
■ Complete control for smoother panning in 

both horizontal and vertical position. 
■ No shake or jitter. 
■ Full 360° horizontal movement. 
■ Varied use with: Bell & Howell—Bolex— 

Arriflex—Cine Special—F & B Auricon— 
Telescopes, etc. 

■ Either right or left hand operation. 
■ No backlash. 
■ Adaptable to all types of tripods. 
■ WHATEVER CAMERA you use—you will get 

better results with a MILLER HEAD. 

AT LAST A NEW FLUID PAN HEAD 
FOR SUPER 8 CAMERAS 

■ Camera mounting screw 1/4". 
■ Pan and tilt packed with special fluid and 

factory sealed. 
■ Height 5", weight 32ozs. 
■ Ball Leveling tops available. 
■ Miller Equipment is used throughout the 

world by leading photographers, film and 
television studios. 
Write for a free Brochure and prices on all 

Miller tripods and accessories. 
DEALER INQUIRIES WELCOME. 

CANADIAN DISTRIBUTOR 

CAMERA 
SUPPLYl LTD. 

1055 GRANVILLE STREET 
VANCOUVER 2, B.C. 
TELEPHONE: (604) 685-5331 
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try to stop us. It was no problem if we 
wanted to walk. Later, we would learn 
that transportation would become a real 
headache. I suspect this is one way the 
Chinese controlled us from just going 
anywhere we pleased. 

One of my most memorable impres¬ 
sions of China was on Tien-An-Men 
Square the next morning, while remote 
video and film cameramen were setting 
up for President Nixon's arrival. There 
wasn't much to shoot at the time, so we 
turned our cameras on the traffic, using 
natural sound, or what there was of it, 
of thousands of people “whooshing" by 
on bicycles. The silence was uncanny. 
Imagine New York City at rush hour, 
with horns blaring, engines growling, 
and masses of people moving in human 
waves over the sidewalks. But here I was 
in Peking, thinking for a moment that I 
had lost my hearing, as the great steady 
stream of bicyclists silently pedaled to 
work. 

However, there was little time for 
such observations. Right from the start, 
we were kept busy. Cameramen were 
assigned to film the historic meetings 
between President Nixon and Chou En- 
lai, they were assigned to go with Mrs. 
Nixon on her tours of the city, or, as in 
my case, working with the network 
correspondents: Eric Sevareid musing 
about the trip on People's Square 

. . . Walter Cronkite introducing his eve¬ 
ning news at the Great Wall. 

And the features: Trying to get a 
spontaneous shot of Chinese school- 
children as they sang a well-rehearsed 
song, following the action as the 196th 
division went through its paces for 
visiting newsmen, and all the time re¬ 
membering those deadlines for feeding 
our stories to New York via satellite. It 
was a little strange, making sound tracks 
at 2 a.m., China time, for the next day's 
evening news in New York. 

The next few days seemed to run 
together; but there were highlights of 
the journey that stand out in my mind: 
The cleanliness of Peking, and the feel¬ 
ing of safety you had when walking its 
streets. And the honesty of its people. 
One time, I intentionally left my long 
underwear behind in my Peking hotel 
room before leaving for the warmer 
climate of Hangchow. But when I ar¬ 
rived in the resort city, my long under¬ 
wear was right there, waiting for me in 
my hotel room. 

The amiability of Chou En-lai: the 
Chinese premier turned out to be a real 
ham, mugging for the cameras at every 
opportunity. I think he got a bigger kick 
out of the American cameramen and 
photographers than almost any other 
aspect of the visit. 

But most of all, the Monday night 

099 
ECLAIR-DEBRIE INTERNATIONAL 

announce 

that through their German subsidiary 

KINA H. M. KEHL 

of 53 Bonn, Meckenheimer Ste. 49 

they will provide complete maintenance 

and repair facilities for all Eclair cameras 

NPR, ACL, Cameflex, GV16 and 35 

on site at 

THE OLYMPIC GAMES 

Munich, August 26—September 10, 1972 
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NEW, IMPROVED! 

It’s the new MARK II CIN-AR ADAPTER. 

Use all Arri lenses on “C” mount cam¬ 

eras. Proven by heavy professional use, 

the MARK II CIN-AR lens mounts now 

feature brass lens threads, 3-grip lens 

seats and adjustable aperture viewing. 

Thousands sold. Cat. 1150, only $39.50 

(Compare elsewhere at $75.00). 

Director's Finder 
They’re back! The famous B & S DIREC¬ 

TOR’S 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, $1 19.50; 

MODEL K 16/35 

COMBI-FINDER, 

Cat. 2606, $89.50. 

E-Z-See Zoom Scale 

THE BEST FOR LESS! B & S drops the 

price again. E-Z-SEE ZOOM SCALES 

drop to $49.50 (down from original 
$75.50) but maintains the very highest 

quality. Individually machined and en¬ 

graved. Only data ring to have both F 
and T stops, both in feet and meters. 
Now only $49.50. 

SEND YOUR CHECK WITH ORDER — 
WE’LL PAY THE POSTAGE. CALIFORNIA 
RESIDENTS 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 

banquet in the Great Hall of the People. 
It was the first of many banquets that 
were to follow, but it was the most 
impressive. I found myself in a state of 
mild shock just to be there, with the 
flags of the United States and the 
People's Republic of China hanging side 
by side on the backdrop, and I'm sure 
mine were not the only moist eyes in 
the room as President Nixon toasted 
Chou En-lai while the Chinese musi¬ 
cians played "America''. 

It was a moving experience in more 
ways than one. We had a busy time of it 
trying to eat with chopsticks, then 
grabbing for cameras as Chou and Nixon 
made a move, then playing the role of 
cameraman-diplomat by toasting the 
Chinese hosts at our tables. I remember 
at one point turning to a fellow news¬ 
man, also a Midwesterner, and asking, 
"What are a couple of hicks like us 
doing in a place like this?" 

What we were doing, of course, was 
witnessing one of the biggest news 
stories of our careers, and despite the 
problems . . . the lack of manpower, the 
cramped schedules ... we came away 
convinced we had done the best job we 
could. 

And if there is one lesson we all 
learned in China, it is this: Those 
network vice-presidents who went along 
on the trip sure make amiable "grips" in 
helping the cameraman carry his equip¬ 
ment. ■ 

VIDEORECORD AND INDIANA 
UNIVERSITY ANNOUNCE MAJOR 
PROGRAMMING AGREEMENT 

Videorecord Corporation of America 
has announced a major programming 
agreement with the Indiana University 
Audio-Visual Center for the distribution 
of all University-produced films through 
the new videocassette medium. 

"This agreement with Indiana Uni¬ 
versity provides Videorecord with a 
highly respected and progressive pro¬ 
gramming source of over 200 education¬ 
al films," said Dr. Stafford L. Hopwood, 
Jr., president of the Westport, Conn.- 
based telecommunications organization. 

Emphasis is placed on programs de¬ 
signed for self-enrichment, but also in¬ 
cluding entertainment, sports, religion, 
culture and programs of "social rele¬ 
vance." 

Videorecord is pioneering in the pro¬ 
duction, acquisition and distribution of 
videocassette programming. Its initial 
programs have been grouped into pack¬ 
ages for health care, education, business 
and civic, social and community organi¬ 
zations. The programs are available from 
licensed Videorecord dealers throughout 
the country on a rental or lease basis. 

MAJOR EQUIPMENT ^ 
NATIONWIDE 

RepaiR 
seRvice 

Specializing in: 

OXBERRY 
(We are former Oxberry principals) 

ACME CAMERA* 
(Mfgd. and Sold by Photo-Sonics) 

SICKLES* 
HARWALD* 
Film Inspectors 

FOROX* 
Caesar-Saltzman • Statmaster • Optical 
Conftct printers • Cameras • Animation 
'• Film Strip • Slide Stands. • Moving 
• Retrofitting • Custom Work • Alignment 

• USED EQUIPMENT • 

*We are an authorized factory repair 
service; now available large selection of 
used Oxberry equipment. 

Pat Mathison / Hans Jaggi / Ed Willette 

Phone or write now for more information. 
For quick 24-hour seven day field service, 
anywhere in the USA, call these phone 
numbers: 

(914) 235-2720 
Emergencies, Nites and Weekends: 

(914) 834-1240 

B PHOTOGRAPHIC 
B EQUIPMENT 
H SERVICE, INC. 

^695 Main Street/New Rochelle, N.Y. 10801-^ 

CUTS EDITING 
TIME 50% 

FILMKRAFT EDITOR 
MODEL 16 0/M 

Runs up to 3 16mm magnetic 
tracks with a picture — Also runs 
single-system optical and mag¬ 
stripe — Sync motor drive — Auto¬ 
matic clutch — Free wheeling — 
Portable — Self-contained — Built- 
in solid state mixer and amplifier. 

Prices start at: 

$1385 F.O.B. Los Angeles 

For further information contact: 

FILMKRAFT SERVICES 
Dept. A 

6850 Lexington Ave., Suite 217 
Hollywood, California 90038 

(213) 464-7746 
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MWC ¥V VICTOR 
Model 710 

HI-FI STUDIO LIGHT 

New iWh-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 CORF. 
Griffith, Indiana 46319 

Play back separate 
picture and sound 
in perfect sync. 

New Model PGSS-2 
Palmer Interlock is a 
complete system to 
project picture with 
optical or magnetic 
track, record on stripe 
or 16mm magnetic film, 
and make sound transfers. 

Write for details. 

W. A. PALMER FILIVIS, IISIC. 
611 HOWARD STREET • SAN FRANCISCO, CA 94105 
San Francisco’s complete 16 mm film service 

PHOTOGRAPHING "PRIME CUT" 
Continued from Page 673 

Sissy Spacek (in a sexy, sheer see- 
through evening gown) to make their 
entrance down the staircase of the 
lobby, walk across the lobby toward the 
dining room. As they reach the entrance 
to the dining room CAMERA PULLS 
BACK and follows them across the 
dining room to a table where they are 
seated by the maitre d. CUT! Obviously 
a continuous shot involving both huge 
"sets". 

I elected to work the lobby at 50 
foot-candles and the dining room at 75 
foot-candles and "force develop" one 
stop using a T/4.0 stop on the lens. This 
sequence called for a light and airy 
feeling; a low-key effect would have 
been entirely out of character. By in¬ 
stalling black cloth outside all the win¬ 
dows in the dining room we were able 
to shoot this sequence on a regular 
daytime schedule. (Luckily the dining 
room was on the street level.) 

Since this was an old hotel and 
constructed of concrete reinforced with 
steel and gobs of old staff work, we 
were limited in many ways when it 
came to hanging our lamps. Naturally 
every lamp had to be hidden behind 
something in order to be out of the 
picture; the ceiling was in the shot also! 

We got permission from the hotel 
management to use masonry drills to 
put holes and lag shields in one of the 
main concrete beams spanning the en¬ 
tire lobby. Our Special Effects men 
made up some steel brackets which were 
then bolted to this concrete beam. A 
wood 2" x 4" was then fastened to 
these brackets providing a stringer 
which held about 25 RFL500 flood 
"gator grips" (the weight was critical). 

Luckily there were a lot of huge 
columns in the lobby. We used tall 
(22-foot) "pole-cats" behind these col¬ 
umns to hide dozens of 300-watt flood 
gator grips. Again we were lucky; there 
was a small balcony over the dining 
room entrance in the lobby area. Here 
we used two "Willis” lights. A few 5K's 
here and there and we were finished 
with the lobby. 

The dining room presented a differ¬ 
ent set of problems. Luckily all the 
gorgeous crystal chandeliers were dim¬ 
mer-controlled; this gave us complete 
control for our final balance once the 
set was lit. This was a "high-key" set; 
the walls were barely off-white with a 
lot of gold staff work. Unlike the lobby, 
there was nothing in the way of col¬ 
umns to hide lamps. But there was one 
beam spanning the entire room- 
concrete and staff work again! Only this 

SOUND CONVERSIONS 
With Sync Generator 
No moving parts. 
All electronic solid state 
COAST TO COAST SERVICE 

Gregg Valtierra CINE SERVICES 
173 S. Ardmore 
Los Angeles, Calif. 90004 

SUPER 8 
AND 16 
Manufacturers of 
Custom Sound, 
Camera and Pro 

jection Equipment 

(213) 383-9462 

A COMPLETE 

16mm MOTION 
PICTURE LAB. 

OVER 32 YEARS EXPERIENCE 
Use Specialists to Make Your Color Prints 

Pioneer in 16mm color negative¬ 

positive printing and processing • 

Color additive printing • Edge 

Numbering • Cutting Rooms avail¬ 

able • Same day service on Koda 

and B&W reversal dailies 
“Clients throughout the entire 

Q world” 
RC Mark of Quality  

Color Reproduction Co. 
7936 Santa Monica Blvd. (213) 654-8010 

Hollywood, Calif. 90046 

SPECIALISTS 
WITH 

AND 
OTHER FINE 

LENSES 
At Century, our standards are as high as modern tech¬ 
nology makes possible. Expert specialists with many years 

of cine optic experience, assure superb quality of workman¬ 
ship as well as competent testing. 

Every lens is optical bench tested before leaving our shop. 
Precise focus collimation, complete rebuilding and servicing 

in as little as 8 hours. 

24 YEARS EXPERIENCE 

WORKMANSHIP 
GUARANTEED 

Write or phone Steve Manios for a free estimate today. 

Precision Cine/Optics 
10661 BURBANK BLVD. NORTH HOLLYWOOD. CALIFORNIA 91601 (213) 766-2 
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Sisnulke 
mrttamarcr 

in association 
with Black Star 
Productions, Inc. 
Complete facilities for all types 
of expert underwater and 
topside filming and production. 

For Information: 
Benjamin J. Chapnick 
450 Park Avenue South 
New York, N.Y. 10016 
(212) OR 9-3288 
Miami, London 

LOW COST TRANSFERS from Vs inch 
Pilotone tape to 16mm magnetic film, $16/ 
hour. Student discounts and inexpensive mag¬ 
netic stock available. Write TAPE-FILM RE¬ 
CORDING, P.O. Box 41, Locust Valley, N.Y. 
11560. 

NOBODY makes BETTER 16mm 

COLOR POSITIVE PRINTS 
-thanTEKNIFILM! 

• Small enough to give you 

PERSONAL ATTENTION 

• Large enough to meet your 

DEADLINES—40,000 ft./shitt 

TEKNIFILMJNC 
1923 N.W. Kearney • Portland, Oregon 97209 

Telephone 503/224-3835 

TRY US ON YOUR NEXT PRINT ORDER 

THEIMER Compa 

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 

in Boston: complete 16mm 
production services 

■ sound transfers 
■ production crews 
■ editing services and facilities 
■ sound equipment rentals 
■ repair service for professional 

equipment 

Also-manufacture and sales of motion 
picture equipment: 

■ microphone cables, sync cables 
■ crystal sync generators 
■ slating systems 
■ Sennheiser and E-V microphones 
■ custom engineering of equipment 

for special applications 

Stuart R. Cody Co. 
24 Dane St., Somerville (Boston) 
Mass. 02143. Phone 617-666-4540. 

time we couldn't drill any holes; but we 
got some special lightweight scaffolding 
to span the room. Here we mounted 
about six Par64 500-watt medium-beam 
lamps, plus an additional eight RFL500 
photo flood gators. This entire bank of 
lights was then run to a dimmer for final 
balance because it was too tough to get 
back up to the lamps once they were in 
place. Drapery provided a decorative 
"teaser" to hide these lamps from the 
camera, since the ceiling was in the shot. 
On the floor I used regular lighting 
units, namely 10K's, 5K's, "Willis" 
lights, etc. All of the "hard lights" had 
paper diffusion of the type described 
earlier. 

Naturally, all of this amounted to a 
huge lighting job. So we scheduled our 
exterior shooting in a manner which 
would release most of the electricians 
and a few grips to do the necessary 
pre-rigging, cabling, etc. I was quite 
pleased with the way things worked out. 
We were able to kill these sets on 
schedule in spite of all the physical 
obstacles. 

THE SLAUGHTERHOUSE 

This was a trying experience for 
everybody. The stench, noise, and the 
buckets of blood oozing all over the 
place were grating on the nervous sys¬ 
tem. The crew was terrific—slugging 
cables, lamps, and camera equipment 
through all the muck and mire. The 
source of "practical" lighting through¬ 
out the slaughterhouse consisted of 
"cool white" fluorescent fixtures. 
Therefore, I elected to use the 85 filter 
in the camera and confine the lighting 
equipment to 5000° Kelvin globes. 

Some scenes were shot in areas that 
were in actual operation. This meant 
that we had to keep our floor lighting 
equipment out of their way. We 
clamped a lot of our units to overhead 
pipes, railings, and the steel superstruc¬ 
ture. Our lamps consisted of "9-lite" 
(650-watt dichroic), single 650-watt di- 
chroic, .and Par64 1000-watt dichroic 
medium-beam units—all using variations 
of the diffusion described earlier, name¬ 
ly spun combos, paper combos, etc. The 
"look" for the slaughterhouse called for 
a "high-key, sterile quality." 

THE BARN 

A natural source of daylight inside 
the barn came from skylights on either 
side of the roof. In the morning the 
sunlight would enter the skylights facing 
East; in the afternoon it would enter 
facing West. To avoid a "mismatch" 
from sun streaks in the middle of a 
sequence I elected to cover all the 
skylights facing the sun with white 
tracing paper. This produced a non- 

Recover from 0.6 tr. oz. silver/ 
hr to 7.5 with Agtec’s low-cost, 
high-profit 50/240/600 SRU se¬ 
ries. For the SRU profit story, write or call - 

TECHNOLOGY 
INCORPORATED 
HF PHOTO 
SYSTEMS DIVISION 

Manufacturers of Houston Fearless Products 
Dept. G, 11801 W. Olympic Blvd. 
Los Angeles, Calif. 90064 (213) 272-4331 

GSA NO GS-OOS-06805 

SNYDER. FALK & SWENSON 

Sim) RENTALS. IK. K HD 
Serving the Motion Picture, TV and 
Commercial Industry with the finest 
Production Services and Equipment 

CAMERAS • LIGHTS ■ SOUND ■ 
GRIP ■ GENERATORS ■ PORT 

ABLE EDITING EQUIPMENT ■ 
CAMERA CARS ■ PORTABLE 

PROJECTORS - TYLER CAMERA 

SYSTEMS - HELICOPTERS . 
PLANES ■ PERSONNEL TRANSPORTS 

THE SFS PRE-LOADED VAN 
Custom designed and equipped 
to meet the producer's 
individual requirements 

TECHNICAL SERVICE: 
SFS has a 40-year background in the 
motion picture industry 

LOCATION SERVICE: 
Arizona's wide variety of production 
sites are within minutes via helicopter 
or plane. 

Earl Snyder, Pres. 24 Hour Service 

(602) 252-5848 Nite: (602) 947-5518 
2321 E. University Drive, 
Phoenix, Arizona 85034 

West Coast Coordinating Office: 
(213) 893-1832 
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CRYSTAL 
SYNCH 

for 
NAGRA 
III & IV 

1 Year warranty 

NAGRA SERVICE 
BY 

RON TOPHAM 

Dealer Inquiries Invited 

AUDIO 
SERVICES CO. 

565 FIFTH AVENUE, NEW YORK, N.Y. 10017 
TELEPHONE: (212) 972-0825 

FILM SERVICES 
• 35mm Color 

16mm wet gate blow-ups 
to 35mm—fully corrected. 

• 35mm to 16mm-16mm to 8mm or Super 8 
• Processing—Printing—Editing 
• Sound Transfer—Sound Striping 

• Super 8 to 16mm 

SAME DAY SERVICE 
24 Hour Processing 
Coast to Coast Service 

Send for Price List 

1138 No. La Brea 
Hollywood, Ca. 90038 
(213)467-1118 

■MERICAN 
FILM INDUSTRIES, INC. 

directional diffused type of light. 
Frames were made for this purpose; 
some in combinations of paper plus 
neutral gels. Thus, in the morning, we 
would cover the East skylights—leaving 
the West skylights "open”. In the after¬ 
noon we simply reversed the procedure. 
End of "mismatch" problems! 

With the exception of a brief night 
sequence, all of the barn interiors were 
either day or day "effect”. We used the 
85 filter on the camera throughout the 
day sequences and complemented this 
with 5000° Kelvin dichroic globes on 
the lamps, plus variations of the diffu¬ 
sion described earlier. 

There was a discussion concerning 
the interior color of the barn—whether 
to use yellow or white. Two factors 
came into play here: spectral diffusion 
and shadow color. For all the barn 
sequences I elected to use a highly 
diffused, non-directional type of light¬ 
some from the papered skylights and 
the rest from our regular floor lighting 
equipment. Diffused light has a tenden¬ 
cy to "bounce" all over the set. There¬ 
fore, yellow walls—especially large areas 
—will have a tendency to turn skin tones 
red—much redder than you would ex¬ 
pect. Moreover, the shadow areas tend 
to turn into all shades of a sickly 
looking yellow-greenish color. Therefore 
we painted the interior white—almost a 
whitewash color with a "dust aging" 
applied overall. This resulted in clean 
skin tones and nice gray half-tones in 
the shadow areas. 

THE"LEANS" 

This rat-infested flop house tran¬ 
scends our world of make-believe. It 
stands out in my mind as a grim 
reminder of the spectre of human mis¬ 
ery that exists today. In PRIME CUT 
the camera tells it exactly the way it is: 
faceless, unfortunate human beings lurk¬ 
ing in the shadows of an affluent 
society. 

It was a dawn sequence. There was a 
natural source of soft daylight filtering 
into the room through some windows 
(about 35 foot-candles). This, in turn, 
created an excellent "low-key" mood 
with harsh built-in contrast—a natural 
for good definition when working with 
extremely "fast" lenses. Therefore most 
of this sequence was shot with the T/1.4 
55mm Ultra-Speed lens, using the 85 
filter on the camera and very little 
supplemental light. A terrific lens, under 
the proper lighting conditions. Unfor¬ 
tunately (at this writing) there is only 
one focal-length of Ultra-Speed ana- 
morphic lens available from Panavision— 
which brings us back to the director- 
cameraman relationship. It helps when 
the director is willing to confine himself 

COMPLETE LABORATORY AND 
POST PRODUCTION SERVICES 

JST FOTO-KEM 
INDUSTRIES, INC. 
"Motion Picture Center" 
GERRY BRODERSEN • LOU 
VINCENT • REGINALD DUNN 

• Fast service on developing ECO, EF and 
Color Dailies • Specializing in custom quality 
color-16mm and 35mm. 

Cutting Rooms & Facilities For Rent 
HO 3-4111 

3215 Cahuenga West 
Hollywood, Calif 90028 

ASIA is 
COVERED 

8Y 

FARMS FILM comm 
612 MARINA HOUSE, HONG KONG 

• Production Management Service 
• Professional Crews 
• Camera and Equipment Rentals 
• Complete 16/mm & 35/mm 

Production Facilities 

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 

CLIPSTRIP 
A new proven lighting 
tool invented by a pro, 
to save time, money, 
space, wattage, crew 
size and tempers. 

Clipstrip* is used by pros to make better 
movies such as 
The Godfather Klute 
French Connection The Landlord 
Little Murders 
*US Patent #3,437,802 

For information on rentals or sales 
or for a demonstration, call or write 

CLIPSTRIP 
349 W. 48th St. (212) 866-8314 

New York, N.Y. 10036 
WEST COAST: Parry O’Brien, Sr. 

851 Euclid St. (213) 395-9242 
Santa Monica, Calif. 90403 
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For the best in quality and service 

RUSSELL FILM 
LABORATORIES 

Complete 16mm Lab 

Color and black & White processing 

Sound recording 
• . 

Editing 

Printing 
• 

Titles 
Same day service on Ektachrome 
processing and work prints 

RUSSELL FILM LABORATORIES 
P. O. Bo* 6938 Jacksonville, Fla. 32205 

SHOOTING IN 
NEW YORK? 

We can get it for you 
Better-Quicker-Cheaper 

Professional Crews 

Camera and equipment rentals 

Production office and facilities. 

Stages, locations and permits. 

Production management Services for 
budget minded producers. 

Universal Creative Personae 
304—A W. 18th St. (212) 255-9321 

New York NY 10011 

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 

CAMERA STOCKS 
16mm EKTACHROME 7252 

>V 
.06 

16mm EKTACHROME EF 7242  0575 
16mm EKTACHROME 7241, 7256, 7255 .0525 
16mm B & W Neg, PX, DX, TX 025 
16mm Color Negative 7254  065 
35mm Color Negative 5254 from 07 
35mm EKTACHROME 5241, 5242  16 
35mm B & W Neg XT, PX, DX, 4X 035 

LABORATORY STOCKS 
7387, 7385, 7253, 7302, 5302, etc. 

MAGNETIC SOUND STOCKS 
35mm & 16mm New and Reclaimed 

FILM & EDITORIAL LEADERS 
16mm 35mm 

Opaque leader 4.0 Den  19.50 26.50 
Dyed black leader 4.0 Den. . 16.50 18.50 
Academy  35.00 38.00 
Lightstruck   8.90 14.50 
Clear   4.50 7.00 

studio film exchange, inc. 
11555 Ventura, Studio City, Calif. 91604 

213-985-3303 

Distributors: 
Studio Film Exch. SFE Raw Stock, ln< 

5114 Alcott 366 W. 46th St. 
Dallas, Texas 75206 

214-828-1303 
N.Y.C., N.Y. 10036 

212-265-3740 

to just one focal-length in the interest of 
achieving a "natural look” when the 
conditions are right. Put another way: 
Why screw it up with lights when it 
looks just great the way it is? 

CAMERA MONORAIL 

A chase sequence at the fairgrounds 
called for our hero and the gal to run 
underneath the grandstands in their 
attempt to elude "the heavies". This 
gave us two choices: a 180-foot dolly 
shot using a Western dolly or . . . what? 
If we used a Western dolly it meant 
cleaning out all the debris, i.e. beer cans, 
bottles, papers, etc., in the path of the 
dolly. Moreover, the ground itself would 
need to be levelled because there were 
mounds and big holes and tall weeds in 
the way. On the screen such a neat path 
would be pretty obvious—at least to 
those in our business! 

Suddenly I happened to notice a 
convenient row of cross beams that 
supported a section of the grandstands. 
These beams were just the perfect 
height to support a monorail traversing 
the entire 180-foot run. Moreover, such 
an arrangement would allow us to show 
our hero and the gal running and stum¬ 
bling over all the litter in their path. 

For a very small investment of time 
and money, our Special Effects crew 
purchased some industrial conveyor 
track (like an "l"-beam) and a trolley 
assembly made for conveyor systems. 
By welding a piece of steel tubing to the 
trolley assembly and installing a seat, we 
ended up with a neat rig for the camera 
operator to ride (hand-held shot of 
course). 

Using an ingenious pulley arrange¬ 
ment and a long rope, the grips were 
able to pull the camera operator along 
the monorail at almost any speed imagi¬ 
nable. The only trick involved was to 
figure out a way to stop this rig once it 
reached the end of the track! Two 
things were involved here: (a) The rig 
had to be brought to a complete stop 
smoothly to avoid a pendulum effect, 
and (b) We had to avoid the disastrous 
consequences of allowing the whole 
rig—operator and all—to fly off the end 
of the track! (The inertia was a factor: 
Roger Shearman, Jr. is a rugged 200-lb 
camera operator—and a damned good 
one I might add.) Several rehearsals with 
the stand-ins and we were ready for Lee 
Marvin. Everything went fine until the 
rig got to the end of the track. Lee ran 
much faster than his stand-in. Result: 
Roger landed right on his tail! Luckily, 
he didn't get injured. One more take 
and the shot was in the can. We used the 
30mm wide-angle lens for this shot to 
heighten the wild fury of it all. 

PROFESSIONAL LAMINATED 

MAGNETIC STRIPING 

SUPER 8’ 
1 6mm 

& REG. 8 

$.03 Per Foot—380 Ft. Min. Order 
1 8991 RADBY ST. 

LA PUENTE, CALIF. 91745 
(Rowland Heights) 

FAST SERVICE-FREE BROCHURE 

OKLAHOMA 
HEADQUARTERS 

SONOREX »I»GRA tV»£«»RDER 

ICOLOR-TRAN L IG H Oil IP 

ISPECTRA EXPOSURE METERS 

PROFESSIONAL CAMERAS 
2216 S.W. 74 1405) 682-1101 
Oklahoma City, Okla. 73159 

A PALM SIZE COMPRESSOR 
THAT WILL AIR-CLEAN YOUR 
MOTION PICTURE GEAR WITH 
40 POUNDS OF COMPRESSED 
AIR 

ANYTIME —ANYPLACE 
COMPRESSOR/10ft hose/3 hose tips/Arri 

plugs/car lighter adaptor 
$37.50 Postpaid, US & Canada. Foreign: 

(via air freight) $50 postpaid 
Send Check or money order to 

R. T0P0R0FF 
219 W. 81st Street 

New York, N.Y. 10024 
10 day money back guarantee 

THE FINEST LINE OF 
PROFESSIONAL EDITING 
EQUIPMENT AND SUPPLIES 
IS SOLD BY? 

NOPE 
NOPE 
NOPE 

(Christy s ■ ■ ■ YEP 

Including dealer and distributor¬ 
ships with Moviola, Maier-Han- 
cock, Ziess Ikon, 3M, HFC, MPE, 
CHRISTY'S MFG., GE and Syl¬ 
van ia. 

(Zlr risttj 
9 
s 

EDITORIAL FILM SUPPLY 
2920 WEST MAGNOLIA BLVD. 
BURBANK, CALIFORNIA 91505 
Send for Price List to: Dept. A 
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HIDDEN CAMERAS 

There were many times throughout 
this production when we resorted to 
hidden cameras. For example, during 
the reaper chase there was a camera 
mounted on the reaper shooting 
through the whirling blades and remote¬ 
ly controlled by the reaper driver. The 
camera itself was concealed in a wooden 
box which, in turn, was painted the 
same color of red as the reaper. This 
sequence also called for a Cadillac lim¬ 
ousine to crash head-on into the whirl¬ 
ing blades of the reaper. We wanted an 
angle from inside the limo shooting 
through the windshield. To get this 
angle, I installed an Eyemo in the back 
seat. 

There was no way of looking through 
this camera, so tests were made on 
Plus-X film (hand-developed on the 
spot) to make sure this camera was 
aiming where we intended. One of the 
stunt men in the back seat switched the 
camera on at the proper moment. 

For the truck crash into the glass 
greenhouse we wanted an angle shooting 
through the windshield of the truck. To 
do this we made a wood mock-up of an 
air-conditioning unit and fastened it 
behind the driver's compartment of the 
truck cab. The camera was then mount¬ 
ed inside this box-like affair and con¬ 
trolled by the stunt driver in the cab. 
Inside the greenhouse was another cam¬ 
era—remotely controlled—encased in a 
steel box (%" thick boiler-plate steel). 
This camera was placed dangerously 
close to the path of the truck. The steel 
enclosure made it possible to have big 
timbers and glass fall on top of the 
camera without any damage to the 
camera itself. We got a great low-angle 
shot from this camera. All other cam¬ 
eras (5 more!) for this crash were 
barricaded with timber to protect the 
camera crews. 

CLOSING COMMENTS 

Getting back to my opening state¬ 
ment, I hope the reader will agree with 
me by now that PRIME CUT was not a 
run-of-the-mill picture. It definitely was 
the type of assignment which demanded 
more than simply a pedestrian knowl¬ 
edge of photography. Moreover, any 
picture costing $31/2 million automatical¬ 
ly puts it into a unique category by 
today's standards; assignments like 
PRIME CUT are few and far between. 
Therefore I am very grateful that I was 
considered qualified to be the camera¬ 
man to put it on the screen. To Execu¬ 
tive Producer Ken Evans, and Producer 
Joe Wizan, and Director Michael Ritchie 
I can only say . . ."Thanks fellas . . . for 
giving me a shot at PRIME CUT." ■ 

MICROFILMED 

BACK ISSUES OF 
AMERICAN CINEMATOGRAPHER 

4^ Per Page- 

Sold only by complete issues 

1921 through 1967 available 

UNIVERSITY 
MICROFILMS 

EDITORIAL SERVICES 
300 N. ZEEB RD. 

ANN ARBOR, MICHIGAN 48106 

HARRISON CAMERA & LIGHTING CORP. 
3131 B N.E. 188th Street, North Miami Beach, Fla. 33160 

Phone: (305) 949-3337 

Now, cameramen can get the 
kind of maneuverability or 
freedom they’ve been look¬ 
ing for in a shoulder pod. 
The new Lisand Shoulder 
Pod features full adjustabil¬ 
ity. It adjusts 5 different 
ways. To any camera angle. 
Or any cameraman’s body. 
And leaves hands free at all 
times to zoom ... iris ... or 
focus, no matter what kind 
of flat base camera is used. 

What’s more, its all alum¬ 
inum constructibn keeps its 
weight down to a mere ZVz 
lbs., for the easiest handling, 
ever. And precise machined 
parts give it a beautiful look 
and perfect fit that puts it 
in a class by itself. 

Put your best shoulder for¬ 
ward in a Lisand Shoulder 
Pod. 

MACHINE 
CORP 

Lisand 
Free literature and prices, 
write or call: 

352 River Rd./Edgewater, N.J. 07020 
(201) 943-5600 

Now that we’ve made a 
superior shoulder pod, 
we want some superior 
shoulders to try it on! 
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CINEMATOGRAPHY 

WE TRAVEL ANYWHERE 

Complete Production Services for Filmakers 

Screening and Editing Rooms 

Arriflex, Nagra and Wireless Crystal System 

West Coast training & New York exDerience 

CENTURY 5210 Western Blvd. 
<;Tiinin<; 019)851-4295 

Raleigh, N.C. 27602 

IN SAN FRANCISCO 
r Authorized Sales and Service For:^ 

• ARRIFLEX • J&R EDIQUIP 
• CINEMA BEAULIEU REWINDS 
• CANON SC00PIC 4 GANG SYNCHS 
• ECLAIR SOUND HEADS 
• BOLEX • MOVIOLA 
• B0LEX-PR0 • ZEISS M0VIESC0P 
• MILLER TRIPODS • TANDBERG (SALES) 

• 

k. 
NAGRA (SALES) 

Complete Service Facilities and Rentals 

ADOLPH GASSER, INC. 
5733 Geary Boulevard • San Francisco, Calif. 94121 

Telephone: (415) 751-0145  

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 

■ KEM Universal Editing Tables 
■ KEM Standard-Rapid Editing Tables 
■ KEM Transfer and Dubbing Systems 

Revolutionary Systems for the Film Industry 

KEM 
ELECTRONIC 
MECHANIC CORP. 

a division of The Intercraft Corporation 

225 Park Avenue S. 
New York, N.Y. 10003 

(212) 260-2150 

CUSTOM 
OPTICAL 
PRINTER 

ANIMATION MOTOR DRIVE (for Bolex) 148 
BOLEX H8 or H16 conversion to SUPER 8 139 
ACME CELL PUNCH 148 
3 HEAD SOUND READER 200 

J-K CAMERA SERVICE & 
3908 HIGH ST OAKLAND, CALIF 94619 

OPTICAL PRINTER 

BEAULIEU "NEWS 16" 
Continued from Page 668 

finder when film is 15 feet from end 
of the roll 

RELEASE: 
self-locking button-switch 
the camera always stops with the 
shutter in closed position 
a film running indication is provided 
by an orange light on top of the 
camera. It goes off when the end of 
film signal light comes on. It can be 
switched off for candid filming. 

POWER SUPPL Y: 
Switch & Safety: by means of 3- 
position trigger: 

—Normal filming position 
—Off and safety catch 
—Continuous filming (mainly for 
remote control) 

ELECTRICAL DATA 

SUPPL Y: 
—screw-in NiCd interchangeable ac¬ 
cumulator (9.6 volts, 1.2 Amp/h.). 
High-speed recharge (in 30 minutes), 
—it can be recharged by means of an 
AC/DC power supply 

MOTOR: 
Interchangeable 
A knurled knob at the extremity of 
the motor shaft allows manual drive 
for maintenance. 

REGULATION: 
Feedback electronic governor. 

SYNC-SOUND RECORDING CAPA¬ 
BILITIES 

The camera comes with a silent assem¬ 
bly as a standard equipment. BEAU¬ 
LIEU offers a line of 6 sync, sound 
recording assemblies: 

— 1 single system assembly* 
—3 synchro pilot assemblies (60 
cps for 24 fps; 50 and 100 cps for 
25 fps). 
—2 crystal control assemblies (C 
24 for 24 fps; C 25 for 25 fps). 

^single system sound recording is 
achieved in combination with the 
Beaulieu single-system amplifier. 
The amplifier weighs 3% Pounds 
(which includes nine 1.5 Volt batter¬ 
ies). Amplifier measurements: 5” High 
X 3” Wide X 8” Long. 
Amplifier can accommodate three mi¬ 
crophones, with automatic and manu¬ 
al gain control. 

Single System Amplifier Specifications: 

INPUTS: 
-2 mikes (Z<5K£2) 
-1 line Z = 100K52 

Z = 500K£2 (depending on the 
wiring in the line cord plug) 

Super 16 G[[EENBEC_J Editing Machines 
With exclusive full-frame viewing for rent in 
our editing rooms or at your location. 

MAYSLES FILMS, Inc. 
1697 Broadway at 53rd St. 
(212) 582-6050 New York, N.Y. 10019 

QUALITY 16 mm PRINTS 
OUR SPECIALTY 

Satisfied customers coast to coast 
B&W • Kodachrome • Ektachrome 

Color Interneg • Positive 

TEKNIFILM. INC. 
1923 N.W. Kearney St. T 
Portland. Oregon 97209 
(S03) 224-3835 

THE FINEST PROFESSIONAL 
MOTION PICTURE EQUIPMENT 

RENT • BUY • LEASE 
CCI of Kansas City 

215 W. Pershing 
(816) 421-1230 

COMPARE OUR PRICES 
Rental Catalog Available 

IN CANADA 
Editing a cinch with the KEM time saving 
Film Editing Tables (4, 6, and 8 plate models). 
 Phone or Write: 

UBRO FILM TECHNICAL SALES & SERVICE 
19 Sealcove Drive, Etobicoke 652 
Toronto, Ontario, Canada (416) 621-2679 

808. The Technique of Film Animation by Manvell 

Only $10.95 

818. The Technique of The Motion Picture Camera 
bvSouto. Only $16.00 

SPECIAL! GET BOTH BOOKS FOR ONLY $21.50 

Verlan Industries, Inc., Dept. AC-672 
915 Broadway, New York, N.Y. 10010 

angemeux service corporation of California 
13381 BEACH AVE., VENICE, CALIF. 90291 • (213) 821-5080 

Now Two 

FACTORY SERVICE 
CENTERS 

angemeux corporation of america 
440 MERRICK RD., OCEANSIDE, N.Y 11572 • (5L6) 678-3520 

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 

ANIMATION AIDS 
213-789-4498 • 17040 OTSEGO, ENCINO. CA. 91316 LSchools, Corporations, TV Stations, Producers 

BUY DIRECT - SAVE BIG! 
Camera Stands, Punches, Discs, Pegboards, 
 Supplies  

ACME OR OXBERRYSTANDARDS 
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jgf^SEA 
FILMS 

A Division of Giddings 
Underwater Enterprises 

PROFESSIONAL 
UNDERWATER 
PHOTOGRAPHY 

(415) 362-6694 

584 Fourth St., San Francisco, CA 94107 

BOLEX ACCESSORIES 
■ 24-Frame Sync. Camera motor—115V 
■ Var. Speed Battery Camera motor—24V 
■ 400-ft. Magazine w/400' counter in camera 
■ Intervaltimer—Range IV2 sec. to 36 min. 
■ Animation motor for new single-frame shaft 

Write for Bolex Accessory Catalog 
STEVENS ENGINEERING CO. 

Dept- A, 340 Newport Blvd., 
Newport Beach, Calif. 92660  

UllilillL'IiUMtifi 
Rent from the complete rental house OCINEQUIP 

Cameraand^6 

Equipment Rentals 
244 Simcoe St., Toronto, Ontario. (416) 362-6611 

2000 Northcliffe Ave., Montreal, Quebec. (514) 487-5010 

For Professional Equipment in 

PHILADELPHIA, 
O. H. HIRT, INC. 

39 N. 11th St. ' Phila, Pa 19107 
(215) 923-0650 

Filming ON LOCATION? 

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) 

SOUND STRIPING 
ORIGINAL OR PRINTS — 8/SUPER-8/16MM 

24 HOUR SERVICE 

Guarantee on Emulsion Side 

P.O. 13573 St. Louis, Mo. 63138 

AUTOMATIC DAYLIGHT PROCESSOR 
• Processes up to 200 Ft. 
• Super 8 to 70mm 
• Movie—X-ray 
• Microfilm 
• Motor Driven—Portable 
• Black & White—Color 
• Guaranteed 
Write for Free Literature 

Micro Record Corp. 
487-14 South Ave., Beacon, N.Y. 12508 

—Inputs are mixable 
—Sensitivities: 

Mikes > 0.2 mV 
Line > 100 mV 
> 1 V (depending on the wiring in 

the line cord plug) 

OUTPUTS: 
—1 output for recording (to be connect¬ 

ed to camera) Z < 500 
—1 output for headphone Z < 500£2 

(switchable "monitoring/direct" lis¬ 
tening-in) 
(an earphone can be plugged in paral¬ 
lel onto the camera socket) 

POWER SUPPL Y: 
—13.5 V. DC (9 penlite batteries, 1.5 V. 

each) 
—Consumption: 30mA 

SWITCHING-ON: 
—By both OFF/ON switch and plugging 

in the camera-amplifier cord. 

DIMENSIONS: (with case) 
Height: 5" (approximately) 
Length: 8" (approximately) 
Width: 3" (approximately) 
Weight: 2.8 lbs. (without batteries) 

3% lbs. (with nine 1.5 Volt batteries) 

SOUND TRACK: 
Two positions (slide-switch selection) 
—Large band position: 40—14,000 cps 

(3 dB) 
—Narrow band position: 165—3,000 cps 

(3 dB) 

DISTORTION: 
—0,78% at 100 cps 
—0,75% at 1,000 cps 
—0,72% at 10,000 cps 
+6 dB level with regard to V.U. zero 

level 

"NON-ATTENUATED" NOISE/ 
SOUND RATIO: 
—> 54 dB ("non-shorted" inputs) 

V.U. ZERO LEVEL: 
—12 dB with regard to tape saturation 

MODULATION: 
Automatic/manual Control (slide switch 

selector) 

WOW AND FLUTTER: 
Less than 0,3% "attenuated peak" 

CORRECTION: 
C.C.I.R. mode 

BIAS: 
HF signal. 60,000 cps ± 3%. Distortion 
<2% 

Additional information about the 
new BEAULIEU "NEWS 16" Profes¬ 
sional Single/Double System 16mm 
Sound Camera can be obtained from: 
CINEMA BEAULIEU, 14225 Ventura 
Blvd., Sherman Oaks, California 91403. 

—c "ANIMATION ELEMENTRY INBETWEENINC 
BASIC INBETWEENINC 

! IN ADVANCED INBETWEENINC 
BASIC ASSISTANT ANIMATION 

FUK UTERATUftf a TWELVE 
ADVANCED ASSISTANT ANIMATION 
GENERAL ANIMATION 

144 | 

HARD 
ANIMATION PANS 
THE ANIMATION CAMERA 
TRICKS OF THE TRADE 

| LESSONS” ANIMATION ACTIONS 
WORKING WITH ANIMATION 

*14»s O ^ Actual assignments with TECHNICAL ANIMATION 

'1} BIGnii”XW14” SIZE*” OVER 850* ILLUSTRATIONS 

I robert p. heath productions, inc. 
J 1627 Scott Avenue. West Islip, New York 11795 

SHOOTinG m Contact Jim Grattan for 
top equipped crews. Single 
and double system. 

mnnon? 
PDATTAN 1440 st- Catherine Street, West bKAI IAN suite 507. Montreal 107, P. Q. Canada. 
PRODUCTIONS (514) 878-9638 

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 

lIHliEK MOTION IMCTIIItl? 
I ITI.A1 MHMTBKS I 

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  

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 

UNDERWATER CUST0M 
HOUSINGS 

MOTION PICTURE *16-35 
TELEVISION-LIGHTING 

ZIHLA ENTERPRISES - 985-8942 
5524 N. CAHUENGA BLVD. N. HOLLYWOOD, CA. 

16mm camera repair 
Phone (303) 433-3873, or write 

stan phillips Si associates 
camera service 

2245 w. 30th ave. denver, Colorado, 

CANADA’S largest and most complete 
rental house 

2000 Northcliffe Ave. 244 Simcoe St., 
Montreal, Quebec Toronto, Ontario 
(514) 487-5010 (416) 252-5457 

MOVING? 
When changing your address, please noti¬ 
fy us at least four weeks in advance. BE 
SURE to give your FORMER address as 
well as your NEW ADDRESS and ZIP 
CODE. 

AMERICAN CINEMATOGRAPHER 

R-2 Reflex Auto- 

COLLIMATOR 
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. 
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• FILMING • 

INDIA ASIAN FILMS 
72 JANPATH, NEW 
DELHI—1; Cable: Movi- 
photo, New Delhi (In¬ 
dia); Telephone: 47995 

MOVIES FROM SLIDES 
Dissolves, Pans, zooms to areas as small as 
W, using computerized Oxberry Animation 
Stands. 
Send for information, free film chart, pocket 
slate, field guide and sample film. 

Animated Productions, Inc. 
1600 Broadway (212) CO-5-2942 

New York NY 10019 

BEHIND-THE-LENS FILTER HOLDERS 
For Angenieux lenses on all Arriflex 16, Eclair NPR 
and CM3 cameras, and for the 25-250 Angenieux for 
35 mm - - in kits with gel cutter, tweezer, spare gel 
container and other convenience features. 

Ask for brochures 

CUSTOM PHOTOGRAPHICS 
P. O. Box 25007, Portland, Oregon 97225 • 503-292-5569 

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 

SHOOTING in CANADA? 
Let Canada’s largest rental house 
furnish all your equipment. Write or 
phone for catalogue. 

1 WILLIAM F.WHITE 
  LIMITED 

Toronto: 356 Munster Ave. (416) 231-6569 
North Vancouver, B.C.: 1382 Main St. 

(604) 980-3022 

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 

OXBERRY 
Division of Richmark Ca 

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

OPTICAL 
PRINTERS 

LIQUID GATE 

ANIMATION 
& FILMSTRIP 
EQUIPMENT 

77//"/ 1~CJ/ 
-U/LJ/ / / 7/__ 

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. 

FILMING IN FREE-FALL 
Continued from Page 659 

star. A zoom can also be used effective¬ 
ly to film plane exits, parachute open¬ 
ings and, particularly, canopy-to-canopy 
shots. The ultimate in artistic effects 
can be achieved in combining the zoom 
lens with a high speed camera (up to 
200 fps) in free-fall (currently in 
progress). 

OPENING SHOCK 

The most formidable problem to 
overcome in free-fall photography is the 
opening shock of the parachute. Land¬ 
ing with a camera mounted to the 
helmet is relatively easy. Typically, the 
Para-Commander parachute opens with 
a 2-3 G-force, making a 15-lb camera 
setup weigh up to 45 lbs. on opening. 
(The prospect of a 9-G reserve deploy¬ 
ment is unthinkable!) The jolt of the 
chute opening lasts less than a second, 
but it can thrust a jumper's chin firmly 
into his chest, sometimes making an 
audible cracking sound in the joints of 
his neck. 

Some free-fall cameramen believe 
that holding their heads during opening 
shock minimizes the effect of the cam¬ 
era weight during opening shock. I 
personally find the opposite to be true. 
I use both hands out in front of me to 
stabilize myself for the best possible 
body position and I set up slightly 
head-high for opening, tensing my neck 
and shoulder muscles as much as possi¬ 
ble. Holding one's head forces the hands 
in and tends to put a jumper in a 
head-down attitude, increasing the ef¬ 
fect of opening shock. 

Other factors can help minimize the 
problem of opening shock. One help is 
the use of cloth extensions sewn onto 
the jumpsuit underneath the arms 
(which also are needed to give the 
cameraman more dynamic range in vary¬ 
ing his terminal velocity than his subject 
matter has). A split saddle type harness 
also helps to distribute the opening 
shock between both legs (differentially 
staggered, timewise), instead of tending 
to concentrate the opening shock along 
the spine as the conventional solid 
harness does. Another help is to wear 
conventional parachutes (mounting the 
reserve parachute in front instead of on 
the back). Adjusting the Capewells (at¬ 
taching point of the parachute to the 
harness) high on the shoulders also 
minimizes the opening shock. Practice 
over the years amazingly increases one's 
stamina to withstand heavier and heavi¬ 
er camera loads during the parachute 
openings. ■ 

CAROLINA 
PHOTO-TECH INC. 
FILM LABORATORIES 

Ektachrome Processing/B&W Pro¬ 
cessing/Work Prints/Release Prints 
Call or write David Conley for 
comolete professional nrire list 

639 Wellons Village Shopping Center 
Durham NC 27703 (919) 688-7265 

sm/M/srs t 
Any Quantity... BEST Prices 

8764 Beverly Blvd , Hollywood, Calif 90048 (213) 652 7357 

ALL MOVIE LAB SERVICES 
16mm,Sup«r 8, Regular 8 

Write for free brochure 

3-M Dynarange SOUND STRIPING 
HIGH OUTPUT - LOW NOISE — LUBRICATED 

035 p.r fool $13 Minimum 

U6S1 WE DO ST It I PE FUJI POLYESTEI FILMS 1 
-YWIO AAsuaC 'dTecLuiicat S£abo/iato/m 

1616 Newportville Road, 0 c ^ 1616 Newportville Road, 
Cornwells Height*. Pa. 19020 

PHONE (215) 757 3915 

J. Burgi contner 
Director of Photography 

SPR Reflex BNC, SPR-NC, 
ARRIFLEX, Lights, Sound 

P.O. Box FI532 
Freeport. G.B., Bahamas 

IN FLORIDA IT’S 
rWARREN 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 

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 

rEK5T [OHST RI1D SOUTHEAST' 
COMPLETE PRODUCTION SERVICES FOR FILMAKERS: 

Equipment rental, screening 
rooms, editing facilities, etc. 

Call: Ervin Melton 

TBD IUVFT M 4823 s. TRYON STREET Unlf-ivlLL LU. CHARLOTTE, N. C. 28210 wwe (7Q4) 525.3811 

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)6 77-3243 
Mississauga, Ontario, Canada 
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BUY-SELL-SWAP HERE 
STUDIO PRODUCTION EQUIP. STUDIO PRODUCTION EQUIP. STUDIO PRODUCTION EQUIP. 

ARRI-16BL #50383, 400’ magazine, 12-120 
Ang., Matte box, HD battery, governor-con¬ 
trolled motor, Arri body pod, 85 filter, fiber 
carrying case. Just four months since camera 
was serviced and lens fully optimized. Mint 
condition. Pro-jr. friction head, gear head, 
standard V-groove adjustable legs, baby legs, 
Hi-Hat. Complete package, $4,995. McCON- 
NELL FILMS, 3212 W. Riverview Dr., 
Spokane, Wash. 99205 (509) 326-2828. 

ARRI FLEX 16 BL camera #53315—brand 
new, with magazine, 12-120 zoom, APEC 
exposure control, matte box, Universal mo¬ 
tor, battery, regular and offset finders, 
handle, body brace, aluminum case—Factory 
warranty—Never used—NEW—$8300. CINE- 
LEASE INC., 1331 Ponus Ridge, New 
Canaan, Conn. (203)-966-1671 

UHLER 16mm, 8mm, super-8 contact contin¬ 
uous printer $350. Kodak Pageant MK4 
16mm optical, magnetic sound projector 
$450. STERLING’S, Box 246, Easton, Pa. 
18042 

FOR SALE 16mm magnesium Auricon con¬ 
version camera, 7 lbs. less than six months 
old, excellent condition. Transist-O-Sound in¬ 
verter battery, Frezzolini 100DC inverter bat¬ 
tery with cables and accessories for camera. 
Price $3525. MOUNTAIN MOVIES, Box 96, 
Marlboro, Vt. (802) 254-4805. 

POWER your editing bench at synchronous 
sound speed. Reasonable. SPECIALTIES, 
3429 Encina, Las Vegas, Nevada. 

SOUND BLIMP for Beaulieu R16B Auto & 
PZ encases camera with 200-foot magazine, 
12-120 zoom, and battery. Includes controls 
for zoom, focus, and exposure. Sold new for 
over $1200. Good condition. $675. Call (213) 
553-4683 or write AMERICAN CINEMA¬ 
TOGRAPHER, Box 1753. 

GOOD BUYS: 16mm Cameras (Bodies only). 
2- B&H 70 DL, Yoder filter-slotted, Excel¬ 
lent, $140 each. 70 DA $75. Bolex Turret 
$65. Bolex Nonturret, ( Registrator claw) $65. 
Smooth-running Revere turret $75. Ampro 
“Premier 30” sound projector, very clean, 
$55. F.O.B. Wisconsin Rapids. PAUL GROSS, 
P.O. Box 671, Wisconsin Rapids, Wise. 

FOR SALE 35mm B&H Model 2709 ideal for 
animation. With two mags. $750. KEN 
JONES, 21 Howard St., New York, N.Y. 
10013 (914) 431-7647. 

ARRIFLEX 35mm 2C with 400’ magazine, 
constant-speed motor, sync generator, bat¬ 
tery, cables, 3 Schneider lenses, case. Perfect 
condition. $2,250. (212) 429-4065 

CANON SCOOPIC demonstrator $795. Fold¬ 
ing shoulder pods, new $55. GORDON 
YODER, INC. 2840 Reward Lane, Dallas, 
Texas 75220 

Two 35mm Holmes projectors with switch¬ 
over. Recently gone through and converted to 
Solar-sound. Sacrifice. $1495. Box 70, 
Placitas, N.M. 87043, 867-2756 

FIVE matched Cooke Speed Panchro lenses 
on Mitchell Mounts. 24.mm-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, Ca 
90230. VE-9-3357. 

MOTION picture strobe equipment, power 
unit and six heads, for synchronized electron¬ 
ic lighting up to 96 frames per second. 
Designed by Bill Norman for Sid Avery. 
Excellent condition. Contact Al Jackson 
(213) 843-6811 

ARRI-16BL #51046, 2-400’ magazines, 12- 
120 Ang., matte box, battery, regular & offset 
finder, Arri body brace, filters, Arri case, Arri 
record module & amplifier, 2 Sennheiser 
mikes, Beyer headphones. This equipment is 
immaculate. $8950. complete. GEORGE 
MEYER, R.R. #4, Bloomington, III. 61701, 
(309) 828-2711, after 6:00 PM. 

TURNER three-phase distribution system, 
c/w magnetic brake, reduced-voltage starters, 
phasing panels, four V4-hp nine-wire motors 
and full remote controls. All in mint condi¬ 
tion. KELMAR SYSTEMS, East Second 
Street, Huntington Station, New York, 
11746. 

FOURTEEN Century fresnelite spotlights 
with lamps and accessories. Like new—Best 
Offer. MONTANA FILM PRODUCTIONS, 
P.O. Box 754, Helena, Montana 59601. 

ARRI-S, 3 lenses, matte box, mag., torque 
matte, battery, mint—$2500. Mauer 
B-M-16mm opt. recorder model D,—$1500. 
1200’ mag—$600. N.J. (609) 799-1382. 

ERLSON sync recorder with charger and two 
sync generators. Like new $250. Prestoseal 
butt splicer with 16mm and 35mm units. 
Excellent condition $150. Pair Moviola 
RHB-2 differential rewinds. Like new $300. 
Cine Special I with 100’ magazine and 25mm 
f9 and 15mm f3.5 lenses. Recently serviced 
by Kodak $175. R. WOLFE, 623 NE 18th, 
Oklahoma City, (405) 524-4039. 

ATTN: BOLEX REX owners and users 
. . . Keep your filters where you use them 
... on your camera . . . New filter index pro¬ 

vides safe, convenient, clean storage for 3 gel 
filter holders, Installs on camera in seconds, 
no alteration to camera needed. $9.95 each. 
(Ohio residents add 4V2% sales tax.) Money 
back if not satisfied within 10 days. Also 
available . . . Filter indexes for 16mm B&H 
Filmo, and most 16mm Auricon conversions. 
Brochure sent upon request. DENNIS 
UNGER, P.O. Box 30142, Cleveland, Ohio 
44130. 

CINE-SPECIAL II camera FI.4 lens w/case, 
includes wide-angle Ektar converter lens, 3" 
Anastigmat telephoto F4.5, set of masks, 
removable (maco) M.H. viewfinder, $495. 
Xlnt cond. Also, Angenieux Zoom lens w/ 
finder 17 to 68mm, 2/case, $275. 102mm 
viewfinder lens for K-100 camera, $28.50. 
JACK HELSTOWSKI, 736l/2 So. Atlantic 
Blvd., Los Angeles, Ca 90022. (213) 
268-0584. 

TEN HOPPMAN 3V4” x 4”, 2000-Watt Xenon 
slide projectors, c/w slide carriers, power 
supplies, controls, lenses and spare parts. All 
in excellent condition. KELMAR SYSTEMS, 
East Second Street, Huntington Station, New 
York. 11746. 

BEAULIEU R16B PZ Auto-Ang. 12-120, 
electric hand grip, 1000 MA battery, 200’ 
magazine, 90 MA charger new in carton 
w/guarantee card. List price $3134.95, $1995 
firm. Beaulieu R16B w/auto Ang. 12-120, 
electric hand grip, 1000 MA battery, 200’ 
magazine, 90 MA charger new in carton 
w/guarantee card. List price $3018.95, $1895 
firm. JOSEPH’S CAMERA SALES CO., 
20700 Mack Ave., Grosse Pointe Woods, Mich 
48236. 

SYNC BEEP-V4 inch tape prerecorded with 
high-level 1000-cyc. 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. 

BELL & HOWELL Continuous Printers Model 
J, Model D, Double S-8, and 4 Row S-8, 
Andre Debrie 16mm color step contact print¬ 
er for internegatives, Anscochrome color 
processor, Houston Fearless B&W processor. 
All now in use in good condition reasonably 
priced WMC ENTERPRISES, Box 12576, 
Charlotte, N.C. 704-375-6564. 

ECLAIR NPR, 2 400’ magazines, 9.5-95 
Angenieux zoom, Perfectone crystal motor, 
Cine 60 battery belt, TV ground glass, cases, 
cables, many extras. Make offer. (212) 
429-4065. 

FAIRCHILD Mini-Rapid processor. 16mm, 
positive/negative. Excellent condition, $325. 
WEBSTER, Box 60080, Oklahoma City, 
JA4-6251. 

INTERLOCK MOTORS: 2 Magnasync S-235, 
List $385—$200. each. 35 Green Moviola 3 
picture, 1 sound, crated $2795. 16-16 green 
Moviola composite $2100. Arriflex 35 2B 3 
lenses, 2 magazines, 2 motors, sync generator, 
Angenieux zoom lens 35-140 with WA con¬ 
verter $2995. X400 Magnasync with mike 
mixer $1095. Tandberg Pll, $495. FILM 
ASSISTANCE, 1946 N.E. 151st St., North 
Miami, Fla 33162 (305) 944-7494. 

At Helix our show cases are bulging—will sell! 
17/85 Pan Cinor F:2 ‘C’ Mount with View 
Finder 345. 

16mm Bolex H-16 Reflex with 25mm FI.9 
Lytar, 16mm FI.8 Switar Rx, Case and 
Grip Handle 435. 

16mm Bolex EMB Complete with 400’ Mag., 
Takeup motor, Connecting Cord, Vario 
Switar POE, 100mm Zoom Lens, Bay 
Mount, Factory special! 1850. 

16mm H-16 SBM without View Finder—Like 
New, Demo 549.50 

16mm H-16 Rex 5 with Macro Switar, 26mm 
Fl.l Rx, 10mm FI.6 Rx, with Macro 
Switar 75mm FI.9—Like New, Demo: 

1195. 
16mm R16B Auto Beaulieu with 12/120 

Angenieux, Electric Grip, 200’ Magazines 
(2), Battery, Charger, and Halliburton 
Case, Like New, Demo 1825. 

Vario Switar 16-100mm POE FI.9 Electric 
Eye Power Zoom—Demo 599.50 

$744.00 Leicina Super-8 Camera—Sale, New 
385. 

Canon #814 Super-8 with Case—Mint 
149.50 

Beaulieu Super-8 4008 ZM Complete—Mint 
345. 

16mm Pathe Professional Body—Perfect 
325. 

above with 25mm Kodak Ektar F1.9 365. 
16mm Bolex Splicer—New 34.50 
16mm Zeiss Movie Scope Viewer—Sale! 

139.50 
18-5L Super Bolex Projector—Mint 95. 
Noris Norimat Super-8 Projector—Mint 

179.50 
12/120 Auto Angenieux Rx Lens 600. 
16mm H-16 Rex V with 18/86 Vario Switar 

F2.5—Demo 845. 
Model 816 Maier-Hancock Splicer—Sale! 

234. 
16mm Rivas Quick Splicer, Straight Cut 

149.50 
above—Diagonal Cut 159.50 
35mm Guillotine Tape Splicer 162. 
Racine Super Select Film Meter Stop Watch 

24.50 
Birns & Sawyer Scene Clapper 12.95 
16mm Bolex S-321 Optical Magnetic Sound 

Projector—Complete with Sound Picture 
Standardization Unit. Like New, Demo 

895. 
What have you to trade? Call, write Director 
of Sales, SELWYN S. SCHWARTZ, HELIX 
CAMERA LTD., “Pro Shop to the Industry” 
679 N. Orleans, Chicago, III. 60610 (312) 
944-4400. Major bank cards accepted. 

RATES: Ads set In lightface type, 30* per word. Minimum ad, $3.00. Text set in case) $3.00 per line. Send copy with remittance to cover payment to Editorial 
lightface capital letters (except 1st word and advertiser's name) 50r per word. Office, American Cinematographer, P.O. Box 2230, Hollywood 28, Calif. Forms 
Modified display format (text set in boldface type, capitals or upper-and-lower close 1st of month preceding date of issue. 
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FREZZOLINI EC-260 power pack for all 
battery-operated Eclair NPR motors. Battery 
module slips over top carrying handle to give 
complete camera-battery pack combination. 
$269.50. Write or phone for additional in¬ 
formation exclusively from SOS/PHOTO- 
CINE-OPTICS, INC., N.Y.—315 West 43rd 
St., New York City, 10036. N.J.—40 Kero 
Road, Carlstadt, N.J. 07072. Calif.—7051 
Santa Monica Blvd., Hollywood, Calif. 90038. 

AMPEX Custom six-track 35mm magnetic 
playback transport. 5000’ capability, Turner 
three-phase, remote/local drive, rapid rewind 
and full controls. Like new condition. KEL- 
MAR SYSTEMS, 169 East Second Street, 
Huntington Station, New York, 11746. 

“S to C” Mount adapter now available. New, 
from SOS/PHOTO-CINE-OPTICS, INC. Intro¬ 
ductory price $49.50. Write or phone: 
N.Y.—315 W. 43rd St., NYC 10036—N.J.—40 
Kero Rd., Carlstadt, N.J. 07072. Calif.—7051 
Santa Monica Blvd., Hollywood, Calif. 90038. 

ECLAIR NPR w/12-120mm Angenieux zoom 
lens, Pilotone 12v. motor, lOOv ac sync 
motor, 3 magazines (converted), aluminum 
cases for camera and magazines, battery belt, 
power and sync cables. Also other production 
equipment to equip small studio. Moviola, 
tripods, lenses, recorders, editing equip. Send 
for complete list for details and prices. 
SCREEN PRESENTATIONS, INC., 309 Mass. 
Ave., N.E., Washington, D.C. 20002. (202) 
546-8900. 

FOR SALE: Used one production. Eclair 
NPR sync, motor, Nagra bloop, 2 magazines 
12-120 lens, battery and cases, $4800. KEM 
Universal 8-plate editing table with 2-16mm 
picture heads, 3-16mm mag. heads, latest sync 
model converted for mixing, $14,500. Magna- 
sync portable 16mm recorder $1300. All 
items like new. Call (717) 742-8705. 

ARRIFLEX BL #50266, 12.5-75mm Zeiss, 
400 ft. magazine, matte box, power cable. 
New condition $3,750., plus shipping. Box 
1744, AMERICAN CINEMATOGRAPHER. 
(213) 662-4507. 

SITUATIONS AVAILABLE 
FACULTY OPENING: Specialist TV/Film in 
Film making/TV department in leading upper 
New York State University. Should have had 
several years teaching basic film courses and 
ability to apply television techniques in teach¬ 
ing film making besides a good knowledge of 
CCTV technical operation. A college degree is 
required. Position open September 1972. 
Faculty rank and salary are open. This posi¬ 
tion offers the right individual a challenge in a 
growing film/tv department. Telephone (716) 
464-2720 or write Prof. William S. Shoe¬ 
maker, Director, SCHOOL OF PHOTO¬ 
GRAPHIC ARTS AND SCIENCES, Rochester 
Institute of Technology, One Lomb Memorial 
Drive, Rochester, NY 14623. The Institute is 
an equal opportunity employer. 

COMMERCIAL PHOTOGRAPHER 
WANTED. Midwest audio/visual production 
firm needs photographer. Must have substan¬ 
tial experience with all still formats, 16mm 
motion picture shooting and editing. Not a 
film boutique—you must be able to deal with 
commercial work and deadlines. Compensa¬ 
tion commensurate with capability. Stock 
ownership possible for right person. J. 
MICHAEL HERR, 118 West First St., Day- 
ton, Ohio 45402. 

Experienced MOTION PICTURE PRODUC¬ 
TION SALESMAN for Minneapolis-based pro¬ 
ducer. Must have knowledge of budgeting, 
production, marketing. Potential earnings 
$25-40,000+. Reply to P.O. Box 35194, 
Minneapolis, Minn 55435. 

WANTED 
SOS PHOTO-CINE-OPTICS 

New York-New Jersey-California 
Urgently needs used equipment 

Cameras, zoom lenses, accessories, projectors, 
sound recorders, mikes, Moviolas, editing 
equip. Anything and everything useful for 
film production. Spot cash or on consign¬ 
ment. 

Flash!!! 
Used VTR equipment wanted 

Call the SOS office nearest you 
N.Y.—Hy Roth—(212) JU 61420 
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 

STEENBECK EDITING TABLES—16mm or 
35mm models. Write or call SHADOW 
FILMS, 630 Ninth Avenue, New York, N.Y. 
10036. (212) 582-2368 

RENTALS 
KEM Universal, 1, 2 & 3 pictures. Day, week 
& monthly Rentals. DARRIN FILM (213) 
454-1594. 

16/35mm Editing Rooms, large, Moviola or 
Steenbeck, (416) 920-3495. 

SERVICES AVAILABLE 
GORDON YODER, INC. Builds a 15 oz. 
magnetic amplifier for Cine Voice. 

SOUND TRANSFER V*” to 16mm, 12 dollars 
per hour (213) 454-1594. 

FILMING IN JAPAN. International Motion 
Picture Company. Telex J2-6219. Cable IAN- 
MUTSU, Tokyo. Air mail Ian Mutsu, CPO 
Box 710, Tokyo. 

GORDON YODER, INC. gives 48 hour serv¬ 
ice on Film & Auricon filter slots. Also quick 
service on Auricon and Filmo repairs. 

PRODUCER: Your program distributed 
through Europe, Africa, 16 or 35mm at no 
cost to you. A.S.P. DISTRIBUTION, 5716 
Vecino Dr., Glendora, Calif. 91740 (213) 
963-6761. 

THE CAMERA DOCTOR repairs Arris, 
Eclairs, Mitchells. Call ALAN GORDON 
ENTERPRISES, 1430 No. Cahuenga Blvd., 
Hollywood, Calif. 90028. (213) 466-3561. 

PRODUCTION AIDS. Write for literature. 
CINEPHONICS, Box 534, Del Mar, Ca 92014 

GORDON YODER, INC. repairs all types of 
conversions. 

FILM EDITORIAL SERVICES. Creative edit¬ 
ing and conforming including all sound and 
laboratory services. Call or write GARY 
GANOTE, MEl 5670 (214)—3011 Diamond 
Park, Dallas, Texas. 

STUART NEUMANN will work hard for next 
to nothing! N.Y.U. film student desires pro¬ 
fessional film experience (anything) during 
summer. Has previous professional experi¬ 
ence and references. Creative and eager! 
3601 N. Powhatan St., Arlington, Va. 22213 
(703) 539-4530. 

HOW TO START YOUR OWN 
PHOTOGRAPHY BUSINESS 
with hundreds of waiting customers. Write for 
FREE details. T.R.O. UNLIMITED, 3620 
Central Ave., Nashville, Tn. 37205. 

IC-30 
Solid State 
amplifier for 
film editing 
Features 
□ Exceptionally high peak power 
□ Ultra low noise/no audible hum and 

no microphonics 
□ Unconditionally stable, never 

oscillates 
□ Two separate and independent 

channels 
□ Accurately matched channels, 

individual gain indications 
□ All Solid State, integrated Circuit 

Design** 
□ Instant operation/no waiting for 

warm-up 
□ Protection against radio broadcast 

interference 
□ Compact size, only 5 inches high by 

6 inches deep by 8 inches wide 
□ Push button on-off control, leaves 

gain settings undisturbed 
□ Internal regular, corrects for line 

voltage fluctuations 
□ Extreme reliability, designed for 

many years of service 
□ One Year Guarantee 
□ Four channel Multi-Mixer available 

on request 
□ Earphone connection has wide 

impedance range $125.00 
11ST 

**Patent Pending L J 

LAIJMIC COMPANY, INC. 
35 West 45th Street 
New York, N.Y. 10036 
Telephone: (212) 586-7666 

SALES • RENTALS • SERVICE 

CAMERA CREWS/PRODUCTION ASSISTANCE ANYWHERE IN THE WORLD 

P. O. Box 8037 • San Francisco, California 94128 

  rorafMOTfUm© ’ 
w/am    
*••••■■■■••*** P. 0. Box 38-517 • Miami, Florida 33138 USA ■ (305) 754-4141 
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“Frezzi-Cordless”" professional 16mm 
TVnewsfilm single/double system 
sound cameras are ready-to-roll. 

Our standard 16mm TV newsfilm camera features the 
"Frezzi-Cordless"™ internal power system. Used by all 
major TV newsfilm operations. The camera is rugged, 
completely portable and operates everywhere from its 
internal power system or external 120 volt AC line or 
external DC battery. Sync operation with integral crystal- 
controlled module. Shoots single or double system 
sound with ease. 

Special TV Newsfilm Package Price includes: "Frezzi- 
Cordless"™ Camera, Angenieux AVB 12-120mm zoom 
lens (specify finder), 400-foot magazine, spare battery, 
data rings, filters, amplifier and accessories, and custom¬ 
ized carrying case. 

For information and prices on the "Frezzi-Cordless"™ 
Camera and accessories see your professional motion 
picture supply dealer or write or phone James J. Craw¬ 
ford, Vice-President Engineering. 

(Your present conversion can be made "Frezzi-Cordless"™ 
by FREZZOLINI; for details write, phone Mr. Crawford) MADE IN U.S.A. 

Features famous 
BACH AURICON 
movement. 

Jim Frezzolini's "Frezzi-Cordless"™ 
conversion features an 
internal battery that runs 
Eight 400-foot rolls without 
plugging in its power cord. 

General Research Laboratories 
DIVISION OF 

Frezzolini Electronics Inc. 
7 Valley St., Hawthorne, N. J. 07506 
PHONE: (201) 427-1160 



] 16mm—35mm—SUPER 8mm—PROCESSING AND PRINTING 

[J COLOR NEGATIVE—POSITIVE PROCESSING AND PRINTS 

Q EKTACHROME PROCESSING AND PRINTS—ALL TYPES 

□ KODACHROME -PRINTS 

□ REVERSAL INTERMEDIATE NEGATIVES—CRI 

□ MODERN COLOR-ADDITIVE ELECTRONIC PRINTERS 

□ HAZELTINE ELECTRONIC COLOR TIMING 

["“I BLACK & WHITE NEGATIVE-POSITIVE PROCESSING 
AND PRINTS 

□ BLACK & WHITE REVERSAL PROCESSING AND PRINTS 

□ LIQUID-GATE AND REDUCTION PRINTING 

QA&B EFFECTS PRINTING 

Q REDUCTION SUPER 8mm MAGNETIC AND SILENT PRINTS 

□ TELEVISION FILM SPOTS 

n NEW 35mm SLIDE AND FILM STRIP DEPARTMENT 
PROCESSING, OPTICAL AND CONTACT PRINTING AND 
SLIDE MOUNTING 

rn COMPLETE MODERN SOUND DEPARTMENT 
TWO STUDIOS, MIXING THEATER 

□ FILM EDITING AND CONFORMING 

□ NEW VIDEO TAPE DEPARTMENT 

□ RENTAL STUDIO, LIGHTS, SETS AND COLOR CAMERAS 

□ SPECIAL EFFECTS, SWITCHER AND AUDIO CONSOLE 

| FILM CHAIN 16mm AND 35mm 

□ ELECTRONIC COMPUTER VIDEO EDITING 

Q VIDEO TAPE TO FILM TRANSFER, 2" AND 1" 
ELECTRON BEAM RECORDER 

□ FILM TO VIDEO TAPE TRANSFER, 2", 1" AND i/2" 

□ VIDEOTAPE DUBBING, 2", 1" AND V2" 

Q HI-SPEED VIDEO TAPE DUPLICATIONS 

□ MUSIC AND SOUND EFFECTS LIBRARY 

□ SCREENING ROOMS 

□ EDGENUMBERING—40 AND 16 FRAMES 

□ MAGNETIC SOUND STRIPING 

□ ULTRA-SONIC FILM CLEANING 

□ PEERLESS FILM TREATMENT 

Q MODERN 60,000 SQUARE FOOT BUILDING 

HANDBOOK 

RECOMMENDED SIANDARDS AND PROCEDURES 
FOR MOTION PICTURE LABORATORY SERVICES 

65 K Street, Northeast, Washington, D.C. 20002 202/783-2700 

World's Most Sophisticated Video Tape and Film Laboratories 

NEW REVISED ACL HANDBOOK 
WRITE ON COMPANY LETTERHEAD 

FOR YOUR FREE COPY 


