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CAMERA SALES CENTER CORP., 
625 West 54th Street, New York, N.Y. 10019 

Gentlemen: I am interested in 

Name  

Firm  

Street  

City State Zip  
Trades accepted! Satisfaction guaranteed or money back within 10 days! 

CAMERAS 

Cinema Beaulieu w/12-120 auto Ang 

Arriflex 35mm w/1 magazine, 
variable speed motor, matte box, 

Akeley sound camera w/2 1000 ft. 
magazines, amplifier, variable 

Wall Sound Camera, 2 magazines, 
amplifier, cases, power supply 

Auricon 3 lens turret camera 
converted to 400 ft  

Auricon Cine Voice II Converted 
to 400 ft. wired for magnetic 
attachment  

Eclair MPR w/2 magazines, constant 
speed motor, cradle and case  

Eclair ACL w/2-200 ft. magazines, 
battery, charger, cable and case... 

Bolex Pro w/12-120 zoom, motor, 
battery, electronics, cables, 
1 magazine, mono pod and case... 

Arriflex BL w/12-120 Ang. zoom, 
universal motor, 1 magazine, 
matte box, offset finder, battery, 

.used $2500.00 
.used 179.50 

.used 1799.00 

.used 2100.00 

.used 249.50 

.used 219.50 

.used 199.50 
used 225.00 

.used 169.50 

.used 179.50 

.used 169.50 

.used 229.50 
used 89.50 

.used 39.50 

.used 1995.00 

.used 485.00 

.used 97.50 
.used 350.00 
.used 275.00 
.used 35.00 

.used 250.00 

.used from 50.00 

used 995.00 
used from 75.00 
used 35.00 

used 350.00 

used 1200.00 

used 3995.00 

demo 5800.00 

new 7850.00 

used 6400.00 

LIGHT METERS 
Spectra Combi 500 complete  new $119.00 
Spectra Professional complete  .new 99.50 
Spectra Professional w/pointer 

lock complete  .new 109.50 
Minolta Professional Meter w/case. .new 74.95 
Minolta Spot Attachment for 

Professional  .new 19.95 
Minolta Spot Meter and Pouch  .new 240.00 
Spectra 3 color meter—as is—  .used 179.50 
General Electric Meter and case. . . used 14.50 
Gossen Scout Meter  .new 15.95 

TRIPODS AND MOUNTING EQUIPMENT 
Arriflex 35 Gyro Head and case. ... used 650.00 
Arriflex Tripod with friction heads.. used 75.00 
Akeley Standard tripod, baby legs, 

hi hat and cases  .used 675.00 
Akeley Gyro tripod heads  .used 250.00 
Akeley Hi Hats  .used 20.00 
Akeley Boots  .used set 10.00 
Akeley Standard Legs  .used 99.50 
Akeley Baby Legs  .used 89.50 
N.C.E. Friction Head Tripod  used 49.50 
Pro Jr. Standard Tripod w/friction 

head  .new 179.50 
Pro Jr. Standard Tripod Legs  new 89.50 
Pro Jr. Baby Legs  new 89.50 
Pro Jr. Hi Hat  new 27.50 
CSC Triangle Dolly  . new 129.95 
Triangle Dolly  .used 20.00 
Triangle with tie down clamps  .new 36.95 
CSC Geared wedge  new 299.50 
CSC Adjustable wedge  .new 159.50 
Moviola Crab Dolly  .used 4800.00 
Worral Geared Head w/case  .new 2200.00 
NCE Mini Fluid Head and Pro Jr. 

Tripod  . new 394.00 
Feerless Dolly  .used 939.50 

ZOOM LENSES 
25-250 Angenieux Arri mount  .new 2195.00 
35-140 Angenieux with motor  used 650.00 
60-240 Berthiot w/finder, 

Wall mount  .used 295.00 
25-100 Berthiot “C” mount  .used 199.50 

SOUND EQUIPMENT 
Uher Recorder 1000N w/microphone, 

charger and case  demo 785.00 
Tandberg IIP w/case  .demo 599.95 

Sennheiser EM 1008 Receiver .new $294.00 
Seneheiser MD 4008 Plug in 

Microphone  .new 69.50 
Syncron S-10 Condensor Microphone new 199.95 
Electro Voice 742 Microphone .new 249.50 
Sennheiser 804 Microphone. .used 279.95 

EDITING EQUIPMENT 
Rivas 16mm or 35mm 

Straight Splicer  .new 137.50 
Rivas 16mm or 35mm 

Straight Splicer  .used 115.00 
Guillotine 16mm Straight  .new 128.00 
Guillotine 16mm Straight and 

Diagonal  . new 136.00 
Maier Hancock 8/16 Hot Splicer.... .new 234.00 
Maier Hancock 8/16 Hot Splicer .used 195.00 
Maier Hancock 16/35 Hot Splicer... .new 326.00 
Maier Hancock 16/35 Hot Splicer... .used 275.00 
Bell & Howell 35mm Foot Splicer.. .used 825.00 
Griswold 16mm Splicer R3  .new 39.00 
Griswold 35mm Splicer  .new 39.00 
Hohnel 16mm Splicer w/electric 

scraper  .new 45.95 
4 gang 16 synchronizer Ediquip  .new 153.00 
4 gang Combination 2/35-2/16 

Synchronizer  .new 245.00 
4 reel rewinds w/spacers and clamps .new pr. 72.00 
Solid State Amplifier  .new 62.80 
Solid State Amplifier two inputs 

separate volume controls  .new 99.50 
Zeiss Moviescope Viewer... . .new 141.50 
Moviola Jr. Editor-Viewer, 3 gang 

synchronizer, 3 magnetic heads, 
amplifier, motor driven and 
mixer (single unit)  .new 995.00 

Editing Bin on Casters, liner and 
double pin rack  .new 49.50 

Editing Chairs w/Casters 
(upholstered)  .new 38.50 

Bench Lamp 2 fluorescent lamps... .new 34.50 
Moviescope Viewer.. . used 113.50 
Precision Optical or Magnetic 

Reader  .used 179.50 
Precision Optical and Magnetic 

Reader  used 236.00 
Moviola URS Amplifier  .used 54.00 
Griswold 16 or 35mm Splicer  .used 34.95 
Guillotine 16mm Straight & 

Diagonal     .used 114.50 
Guillotine 35mm Straight & 

Diagonal  .used 120.00 
MISCELLANEOUS 

Arri S Blimp  .used 650.00 
Mitchell Finder, Floating Matts, 

Foe Nose  .used 125.00 
Mitchell Finder w/Captive Cams 

for BNC  .used 950.00 
Mitchell Sunshade matte box  .used 250.00 
Mitchell BNC WA matte box  .used 125.00 
CSC matte box for BNC  .new 650.00 
CSC matte box with louvers for BNC .new 850.00 
Mitchell Blimp 16mm Complete  .used 1100.00 
Bell & Howell 400 ft. magazines 

(2 in a case)  .used 30.00 
Auricon Optical Amplifier  .used 75.00 
Akeley Variable or Constant 

Speed Motor  .used 15.00 
Eyemo Motor “U”  .used 45.00 
Arriflex 400 ft. magazines (B&W). . . used 40.00 
Auricon lens hood  used 5.00 
Wall 400 ft. magazines  .used 35.00 
Mitchell 400 ft. 16mm magazines.... used 45.00 
Wall 1000 ft. magazines  used 35.00 
Portable Power Source, 2-12V 

90 amp auto—batteries (not 
included) 115/1/60 & 220/3/60 
with built in regulators, remote & 
standard camera cables  used 450.00 

Hundreds of additional items available at huge savings — write, wire or phone for quotations / satisfaction 
guaranteed or money refunded within 10 days of purchase / add sales tax where applicable — shipping 
charges additional / all equipment subject to prior sale / trades accepted. 

CAMERA SALES CENTER CORP. 
SALES AFFILIATE OF CAMERA SERVICE CENTER, INC. 

625 West 54th Street • New York 10019 • 212 PL 7-0906 



OF 16 MM PROFESSIONAL 

CAMERAS 

CINE-VOICE II 

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

AURICON *'PRO-6OO SPECIAL** 

400 FT. RUNS 11 MIN. 

AURICON '‘PRO-600** 

600 FT. RUNS I6-1/2 MIN. 

AURICON "SUPER-1200** 

1200 FT. RUNS 33 MIN. 

GUARANTEE 
All Auricon Equipment is sold 

with a 30-day money back 

Guarantee and a 1 year 

Service Warranty. You must be 

satisfied! 

WRITE FOR 

YOUR FREE 

COPY OF THIS 

74 PAGE 

AURICON 

CATALOG 

GET BEHIND AN 
AURICON "SUPER-1200”. 

...and know the real 

satisfaction of filming with 

a truly Professional Camera! 

fMmm 

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

The Auricon “Super-1200”, like all Auricon 16mm Professional Cameras, is a superb picture-taking instrument. 
Every precision-engineered part of this finest of all 16mm Cameras is carefully built and assembled with the 
rare watch-maker skill of old-world craftsmanship, combined with modern, space-age know-how in optics and 
electronics. The Auricon “Super-1200” actually contains jewels in the Camera-Gate! This polished Sapphire 
Film-Gate is guaranteed frictionless and wear-proof for in-focus and scratch-free pictures, regardless of how 
much film you run through the Camera! Among the many professional features of the “Super-1200” is Reflex 
Ground-Glass Focusing through the Camera lens. All this, and high-fidelity, optical or magnetic, single-system or 
double-system sound-recording capabilities which are unmatched by any other camera in the world! Write 
for free, illustrated Auricon Catalog fully describing this rare jewel of fine craftsmanship. 

BACH ATJBICOH, Inc. 

6902 Romaine St., Hollywood 38, California. 

HOLLYWOOD 2-0931 

AURICON .. .THE PROFESSIONAL CAMERA • STANDARD OF THE 16MM SOUND INDUSTRY SINCE 1931 
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VIENNA CAPER 
AUSTRIA 

MGM PRODUCTION 
JOHN GRAVES-PRODUCER 
PAUL KRASNY-DIRECTOR 
PETRUS SCHLOMP-CINEMATOGRAPHEfi 

NEW YORK 

ACROSS 110TH STREET J 
FILM GUARANTORS PRODUCTION 9 

FOUAD SAID/RALPH SERPE-PRODUCERS 
BARRY SHEAR-DIRECTOR 
JACK PRIESTLY-CINEMATOGRAPHER * 

—O  MISSOURI 

TOM SAWYER 
APJAC PRODUCTIONS 
ARTHUR P. JACOBS-PRODUCER 
DON TAYLOR-DIRECTOR 
FRANK STANLEY-CINEMATOGRAPHER 

WALKING TALL 
TENNESSEE 

BING CROSBY PRODUCTIONS 
MORT BRISKIN —PRODUCER 
PHIL KARLSON-DIRECTOR 
JACK MAARTA-CINEMATOGRAPHER 

« 
♦ 

* 

  
THE MASTER 

FLORIDA 

TOMORROW ENTERTAINMENT 
HARRISON STAR-PRODUCER 
RICHARD COLLA —DIRECTOR 
VILMOS ZSIGMOND-CINEMATOGRAPHER 

• ■  

tS   
NO PLACE TO RUN 

LOS ANGELES 

SPELLING/GOLDBERG PRODUCTION 
AARON SPELLING-PRODUCER 
DELBERT MANN-DIRECTOR 
RALPH WOOLSEY-CINEMATOGRAPHER 

« 

# 

# 

# 

LOS ANGELES 

THE BOUNTY MAN 
ABC CIRCLE ENTERTAINMENT 
SPELLING GOLDBERG-PRODUCER 
JOHN MOXBY-DIRECTOR 
RALPH WOOLSEY-CINEMATOGRAPHER 

SAN FRANCISCO 

THE SECOND COMING 
OF SUZANNE 
THE SUZANNE CO. 
RALPH BURRIS-PRODUCER 
MICHAEL BARRY-DIRECTOR 

« 

« 

LONDON 
A WARM DECEMBER 
FIRST ARTISTS PRODUCTION 
MEL TUCKER-PRODUCER 
SIDNEY POITIER — DIRECTOR 
PAUL BEESON-CINEMATOGRAPHER 

  
GAMMA RAYS 

CONNECTICUT 

NEWMAN FOREMAN PRODUCTION 
JOHN FOREMAN-PRODUCER 
PAUL NEWMAN-DIRECTOR 
ADAM HOLLANDER-CINEMATOGRAPHER 

LOS ANGELES 

TROUBLE MAN 
JDF/B PRODUCTIONS/20TH CENTURY FOX 
JOHN D. F. BLACK-EXEC. PRODUCER 
JOEL D. FREEMAN-PRODUCER 
IVAN DIXON-DIRECTOR 
MICHAEL HUGO-CINEMATOGRAPHER 

VICTORIA, B.C. 

HARRY NEVER HOLDS 
CINEMA VIDEO COMMUNICATIONS 
ALDEN SCHWIMMER-PRODUCER 
BRUCE GELLER-DIRECTOR 
FRED KOENEKAMP-CINEMATOGRAPHER 

35= 
BLACK GUNN 

LOS ANGELES 

CHAMPION PRODUCTIONS 
NORMAN PRIGGEN-PRODUCER 
ROBERT HARTFORD-DAVIS — DIRECTOR 
RICHARD KLEIN-CINEMATOGRAPHER 

TIME KILLER 
SEATTLE 

ABC CIRCLE ENTERTAINMENT 
DAN CURTIS —PRODUCER/DIRECTOR 
BOB HAUSER-CINEMATOGRAPHER 

y>WMI 'Mi, 

KANSAS CITY BOMBER 
PORTLAND 

LEVY/GARDNER/LAVEN PRODUCTION 
MARTIN ELFAND-PRODUCER 
JERROLD FREEDMAN-DIRECTOR 
FRED KOENEKAMP-CINEMATOGRAPHER 

Hsi.. 
PLAYMATES 

LOS ANGELES 

* 

* 

« 

« 

» 

# 

* 

« 

« 

* 

» 

ABC CIRCLE ENTERTAINMENT • 
LILLIAN GALLO-PRODUCER • 
THEODORE FLICKER - DIRECTOR « 
JOE BIROC-CINEMATOGRAPHER m 

• 

(MB broadcasting company 

fefc   =35=r NEW YORK * 
UP THE SANDBOX 
CHARTOFF/WINKLER PRODUCTION 
ROBERT CHARTOFF/IRWIN WINKLER-PRODUCERS 
IRVIN KERSHNER-DIRECTOR • 
GORDON WILLIS/BERNARD ABRAMSON-CINEMATOGRAPHERS • 

*5— WASHINGTON D.C. 

DELPHI BUREAU ; 
WARNER BROS. * 
JIM SCHMERER-PRODUCER 
COREY ALLEN-DIRECTOR 
KEITH SMITH - CINEMATOGRAPHER • 

McKLUSKY 
ARKANSAS » 

LEVY/GARDNER/LAVEN PRODUCTION 
ARTHUR GARDNER-JULES LEVY-PRODUCERS • 
JOE SARGENT-DIRECTOR * 
EDWARD ROSSON-CINEMATOGRAPHER 

* 

WHERE THE LILIES BLOOM 
RADNITZ/MATTEL PRODUCTIONS m 
ROBERT RADNITZ-PRODUCER 
BILL GRAHAM-DIRECTOR 
URS FERRER-CINEMATOGRAPHER # 

HS  <5= WASHINGTON D.C. 

SCORPIO 
MIRISCH PRODUCTIONS 
MICHAEL WINNER-PRODUCER/DIRECTOR 
MICHAEL PAYNTER-CINEMATOGRAPHER 

LOS ANGELES 

MYSTERY 
ABC CIRCLE ENTERTAINMENT 
WARD SYLVESTER-PRODUCER 
PETER HYAMS-DIRECTOR 
EARL RATH-CINEMATOGRAPHER 

THE WIDOW 
LOS ANGELES 

MICHAEL S. LAUGHLIN ENTERPRISES INC. 
MICHAEL S. LAUGHLIN-PRODUCER 
ISTVAN VENTILLA— DIRECTOR 
LOUIS HORVATH-CINEMATOGRAPHER 

WONDERFUL TRIP 
CAIRO 

CAIRO FILMS 
HASSEN EL SEIFI — PRODUCER/DIRECTOR 

« 
* 

* 

» 

« 

LOS ANGELES 
WATTS, LOVE, LIBERATION 
UMOJA PRODUCTIONS • 
OTIS KEMP JR.-PRODUCER ♦ 
PHILLIP ROYE-DIRECTOR m 

WILSON HONG-CINEMATOGRAPHER 

HOLLYWOOD MEXICO CITY LONDON NEW YORK TORONTO 
8600 SUNSET BLVD. 

LOS ANGELES, CALIF. 90069 
Telephone: (213) 652-4800 

CHURUBUSCO STUDIOS 
Telephones: (905) 549-3355 

549-3356 549-3060 

PINEWOOD STUDIOS 
IVER HEATH, BUCKS, ENGLAND 

Telephone: IVER 720-2 or SLOUGH 33441 

464 ELEVENTH AVENUE 
NEW YORK, NEW YORK 

Telephone: (212) 868-2569 

2264 LAKESHORE BLVD. WEST 
TORONTO 500, ONTARIO 

Telephone: (416) 252-2294 
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Herb A. Lightman 

editor 

• FEATURE ARTICLES 

Three Tyler 

editorial assistant 

862 Filming in the Yellowstone Wonderland 
Editor accompanies film-makers through the steaming, exploding wilds of one 
of the greatest natural wonders on earth 

866 Photographing "SHADOWS OF THE SEA" 

Milt Darnell A new integral underwater camera gets its baptism in an exciting cinematic 

production control search for killer sharks 

Barbara Prevedel 
872 The Mitchell MARK III Camera 

A new 35mm hand-held camera makes its appearance to join the ranks of 
accounting portable, light-weight modern filming equipment 

Claudia Pollard 876 Arrifiex 35BL Makes Production Debut in "ACROSS 110th STREET" 

research Long-awaited hand-held silent camera passes acid test with flying colors 
during filming of Harlem-based feature 

Pat Hopper 882 Behind the Scenes of "THE SPECIAL LONDON BRIDGE SPECIAL" 
circulation 

Editorial Advisory Board 
886 

From Londontown to the shores of Lake Havasu an energetic crew works to 
film a very special show for TV 

Charles Clarke, Chairman 

Burnett Guffey 

Winton Hoch 

Color Balance Without Guesswork 
Academy Award-winning Spectra 3-Color Meter predicts accurate color 
temperatures in unusual lighting situations 

George Mitchell 890 Materials for Light Control 

Kemp Niver 

Harold Rosson 

Walter Strenge 

Editorial-Business Offices 

1782 North Orange Drive 

Diffusion, Color Media and Reflectors ... some new ideas and familiar ones 

910 Filming "STREET SCENE" 
University of Southern California Cinema students overcome multiple 
problems to film a drama of urban life 

Hollywood, Calif. 90028 • DEPARTMENTS 

876-5080 
842 
848 

What's New 
Cinema Workshop 

Advertising Representative 
852 Questions & Answers 
856 The Bookshelf 

Paul Gilbert 

485 Fifth Avenue 

New York, N.Y. 10017 

(212) 884-2911 

885 Industry Activities 

ON THE COVER: Ulf B'ackstrom readies Nagra recorder, while Bert Van Bork takes 

meter reading in preparation for filming Dr. Thomas D. Brock atop magnificent Minerva 

Terrace in the Mammoth Hot Springs area of Yellowstone National Park. Scene is for a 

scientific film on microbiology of hot springs, produced by Encyclopaedia Britannica 

Educational Corp. Photograph by Herb A. Lightman. 

AMERICAN CINEMATOGRAPHER, established 1920, in 53rd year of publication, is published monthly in Hollywood by ASC Holding Corp., 
1782 North Orange Drive, Hollywood, California 90028, U.S.A. SUBSCRIPTIONS: U.S. $7.00; Canada, foreign, including Pan-American Union, 
$8.00 a year (remit International Money Order or other exchange payable in U.S.) ADVERTISING: rate card on request to Hollywood or New York 
office. CHANGE OF ADDRESS: notify Hollywood office promptly. Copyright 1972 ASC Holding Corp. Second-class postage paid at Los Angeles, 

California. 
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I guess you can say we’re two 
doctors who still make house calls. 

Like all Kodak Sales and Engi¬ 
neering Representatives we’re 
experts in film and film processing. 
We’re not salesmen; we’re sensi- 
tometrists. 

And our background and training 
qualify us to diagnose film processing 
problems and help remedy them. 

If a processed film is too dirty, we 
can prescribe the right procedures. 
If it’s too dark or too light, we can tell 
you how to make it healthy-looking. 

In fact, we’ll be glad to discuss any 
film problem you might be having. 
After all, that’s what Kodak Sales and 
Engineering Reps are for. 

EASTMAN KODAK COMPANY 
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 



breaks 

barrier,... 
For the first time OXBERRY has engineered and is marketing a 35mm fixed pin registration Liquid Gate. It eliminates the effect of scratches on 

the base, prolongs the life of soft emulsion films like CRI and reduces the effect of dust and dirt on the film. 
After meticulous testing, OXBERRY is offering its 35mm Liquid Gate System. This is a compact precision engineered system. It is completely 

interchangeable with the standard dry gates in Optical Printers and is a self contained, normal loading, unit that's ready to go in minutes. It virtually 
eliminates scratches and passes splices easily without causing liquid spillage, streaks or turbulence, at freeze frame, normal speed, forward and reverse. All 
this with fixed pin registration! The entire system is easily transportable, is operated and threaded in the same manner as the OXBERRY dry gates, it 
requires almost no attention from the operator. 

The Support System maintains a constant and precisely controlled flow of filtered liquid in the gate area. A regulated pressure pump supplies the 
proper liquid environment and bypasses all excess liquid back to the reservoir while a vacuum pump removes the liquid from the emerging film and the 
gate area. In the gate the film is positioned by the precision fixed pin registration system and is held completely immersed in turbulence and dirt free 
liquid. Two thick optically flat glass windows are used in the aperture to minimize the effects of dust and dirt on their outer surfaces. These windows are 
specially coated to miximize light passage. The position of the film plane is meticulously corrected to maintain normal focal plane and to presen/e the 
ability for precision automatic focus. 

Some of the world wide satisfied users are: B & O Film Specialists, INLY., N.Y.; Cineffects, Inc., N.Y., N.Y.; EFX Unlimited, Inc., N.Y., N.Y.; 
Exceptional Opticals, Inc., IM.Y., N.Y.; Geyer Werke-G.M.B.H., Hamburg, Germany; Horst Kos, West Berlin, Germany; Humphries Studio (J. Arthur Rank 
Prod.), London, England; Movielab, Inc., N.Y., N.Y.; The Optical House, Inc., IM.Y., IM.Y.; Opticals West (Natl. Screen Ser. Corp.), Hollywood, Calif., 
Universal Studios, Universal City, Calif.; Videart, Inc., N.Y., N.Y.; W.R.S. Motion Picture Lab., Pittsburg, Penn  

Mode/ No. Description 

5030-72  OXBERRY 16mm Standard 

5030-70   OXBERRY 35mm 

5030-73 . . OXBERRY Combination Super 16mm & Standard 16mm 

AC 30-72     ACME 16mm Standard 

AC 30-70  ACME 35mm 

AC 30-73 .... ACME Combination Super 16mm & Standard 16mm 

AC 30-75  ACME Standard 8mm 

AC 30-74   ACME Super 8mm 

5030-75  OXBERRY Standard 8mm 

5030-74  OXBERRY Super 8mm 

ODR-LSS35  Standard Support System 
will operate any one of the Shuttles listed above. Physical Dimensions: 
Support System Height 34", Width 27", Depth 15", Weight 120 lbs. 

OXBERRY 
Division of Richmark Camera Service, Inc. 

516 Timpson Place, Bronx, New York 10455 Cable: OXBERRY, N.Y. Tel. (212) 585-0730 
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Only two cameras in the world can make all 
these statements. The newNizo S-560 and S-800. 

1 Automatic built-in lap dissolve. This simple pushbutton device automatically fades one scene into another. 
-*■ ANizofirst. 

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

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. 

BBflUfl 
Nizo 

The engineering flawless. The design dominated by log 

* 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. 56,55 Cambridge Parkway, Cambridge, Mass. 02142. 
In Canada. Braun Electric Canada, Ltd., Mississauga, Ontario. Price is subject to change without notice. 
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WHAT’S NEW 
IN PRODUCTS, SERVICES AND LITERATURE 

CINEMOBILE MARK VII 

NEW ULTRA-SOPHISTICATED 
MARK VII AND MARK VIII 
CINEMOBILES 

First six-wheel drive and eight-wheel 
drive Cinemobiles, the Mark VII and 
Mark VIII models of the famed "studios 
on wheels", arrived by freighter at San 
Pedro from the factory to join the fleet 
of Cinemobiles based in Hollywood, it 
was announced by president Fouad 
Said. The newest and latest Cinemobiles 
are specially designed for the rough 
terrain of the Western states and for use 
anywhere off regular highways. 

The six-wheel-drive Mark VIIs are 35 
feet in length, while the eight-wheel- 
drive Mark VIII is 40 feet long. Both 
models, in addition to the multiple- 
wheel drive, feature a deck and a half, 
front-mounted diesel engines with ten- 
speed transmissions and two-speed front 
wheel drive as other innovations. 

Extra storage space for props and 
lumber is provided by the unique extra 
half deck of the vehicles. Like previous 
Cinemobiles, both new models have the 
exclusive aircraft-type 1500-ampere gen¬ 
erators built in. 

Other Cinemobiles in the Hollywood 
fleet are the Mark II, Mark III, Mark IV, 
the double-deck Mark V and the Mark 
VI. 

• 

"MASCELLI'S CINE WORKBOOK" 
ANNOUNCED FOR FALL 
PUBLICATION 

Cine/Grafic announces that Joseph 
V. Mascelli, ASC, is preparing"Mascelli's 
Cine Workbook" for fall publication. 
The "Workbook" is an entirely new 
concept in cine books for the working 
cinematographer. It is not a textbook, 
data book or manual, but a "cine 
accessory" that helps the cameraman 
choose and use the films, filters, lenses 
he needs for the particular set-up at 
hand, and also permits testing, checking 
and evaluating cameras, filters, films, 
meters. 

The book will contain no advertising. 
In lieu of ads several select motion 
picture firms are contributing various 
accessories, such as calculators, viewing 
filter, filter sample booklet, lens tissue, 
neutral card, gray scale, color control 
patches, slate and marking pencil, 
orangewood stick, film time clocks and 
numerous other items to aid the camera¬ 
man. The book will be 51/2" x 8V2", 
wire-lock type binding, packed in a 
heavy duty mylar bag (which together 
with the back cover becomes an erasable 
slate). The price will be $15.00. 

Firms serving the cinematographer 
are invited to inquire about contributing 
useful accessories. Write Cine/Grafic 
Publications, P.O. Box 430, Hollywood, 
CA 90028. 

HERVIC ANNOUNCES IMMEDIATE 
AVAILABILITY OF NEW TRIPOD 

Hervic Corporation/Cinema Beaulieu 
is proud to announce the immediate 
availability of its new Hervic Tripod. 

The Hervic Tripod is a very compact 
and lightweight unit (only 11 pounds), 
making it an ideally portable tripod unit 
for the exacting requirements of the 
16mm field cinematographer. The Her¬ 
vic Tripod has a built-in bubble-level 
indicator which permits precise leveling 
of the unit even when positioning it on 
the roughest terrain. 

The Hervic Tripod features durable 
all-aluminum body construction (fully 
anodized) with stainless steel cam-lock 
devices on each leg to firmly lock the 
leg into position. 

Other features on the new Hervic 

Tripod include: 
★ Integral ball head 
★ 360° pan head with drag lock 
★ Sliding chain tension device for 

maximum rigidity of the tripod 
legs 

★ Operator adjusting handle with 
lock 

★ Large, professional-size knobs and 
levers 

★ Miniature foot pedal units on each 
leg (for use in bringing tripod legs 
into extended position) 

The Hervic Tripod measures 6" x 
38" when closed . . . and extends to 
64". The price of the new Hervic Tripod 
is $199.95. 

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

• 

LOWEL-LIGHT INTRODUCES NEW 
VERSION OF VARI-FLECTOR 

Lowel-Light, manufacturers of port¬ 
able location lighting equipment, recent¬ 
ly introduced the Vari-flector II, an 
improved version of their well-known 
reflector, incorporating several new de¬ 
sign features. 

A new side-channel mechanism had 
been added so that the reflector sheet 
can be inserted more easily. With the 
turn of two screws, these adjustable 
side-channels grip the sheet with vise¬ 
like action, while the entire reflector 
assembly is held fast by a new cross bar 
locking lever. This increases structural 
integrity, withstanding even high winds. 

Like its predecessor, Vari-flector II 
has a variable brightness control, which 
Continued on Page 916 
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"Talk 
about 

Crystal 
Control! If 

Everyone’s talking about the new 16BL Crys- 
talok, which makes crystal sync recording with 
your Arriflex 16BL a reality at a price you can 
afford. Designed and developed by the Academy 
Award-winning Cinema Products and available 
from AGE Inc., 16BL Crystalok requires no 
modification of your BL camera or battery. The 
small, compact 16BL Crystalok slips over the 
end of the Arri motor housing and is held in 
place by three thumb screws. Ready to operate 
in seconds. A switch on the 16BL Crystalok 
allows you to shoot 24 fps in crystal sync or 
variable speeds from 14 to 48 fps. The 16BL 
Crystalok offers the ultimate in quality and re¬ 
liable operation, incorporating high efficiency, 
solid state integrated circuitry and high ac- 
curacy Price: $775.00 

16BL Crystalok unit, 
complete with power cable and connector 

No connecting 
cables necessary 

FEATURES: 

Frame rate 24 fps forward only in crystal 
mode, ±15 parts per million over tempera¬ 
ture range of 0° to 140°F. (The 16BL Crys¬ 
talok will drive cameras geared for 25 fps at 
25 fps sync.) 
Frame rate in variable speed mode is 14 to 
48 fps. Accuracy factor ±.05%. 
Power supply: standard Arriflex 12V battery. 
No changes required in camera or battery. 
Works compatibly with any Universal motor 
(i.e., type without forward/reverse switch.) 
Comes ready to operate with pigtail con¬ 
nector. 
Extremely compact. Projects only IV2" be¬ 
yond motor housing when installed. 
Lightweight — only 14y2 oz. complete with 
cable. 

SERVING THE WORLD 

aimgordon enterprises me. 
1430 N. CAHUENGA BLVD. • HOLLYWOOD, CALIFORNIA 90028 

SALES (213) 985-5500 • RENTALS (213) 466-3561 
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C. F. I.’s Title & Optical 
Department is Positive 
About Your Negatives 

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

give you superior quality. 

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

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

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

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

jinnnnnE 

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

Complete 35MM and 16MM Film Services 

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

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

give you superior quality. 

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

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

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

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

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

Complete 35MM and 16MM Film Services 
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The day we started 
World War II 

That was the day the Marine Corps 
handed us 100 feet of film shot during 
World War II. The color was fading, 
and it was extremely shrunken, warped 
and scratched. 

Could we do anything with it? 
No promises, but we’d try. To start, 

we engineered a special high speed 
optical printer to handle the variable 
shrunken film. Then we added the 
Bell and Howell Additive Color 
Lamphouse. By correlating the use of 
our Eastman Color Analyzer we were 
able to obtain exacting color 
reproduction and corrections. Finally, 
after a pass through our liquid gate, it 
was finished. We liked it. And so did 
the Marine Corps. 

Based on what we had done, they 
selected Cinema Research to restore 
over 300,000 feet of World War II 
footage. 

This priceless historical 
documentation of World War II is the 

only full color combat footage being 
reconstituted by the Armed Forces. 

We are pleased to be a part of the 
effort to restore these films to their 
original condition. 

The point? 
Just this. Every foot of film, 

regardless of the amount, gets the 
same careful attention when it’s placed 
in our care. Whether we’re doing 
35mm optical printing, blow-ups, 
reductions, special effects, titles or 
restorations. Call it our professional 
attitude, the best equipment, or 25 
years of optical experience. 

The Marines have a word for it. 
They call it pride. 

We’d like to start something with 
you. Contact us at (213) 461-3235. 
Just ask for Hal Scheib or Jack Glass. 

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

• 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 20 
years experience in 16-35mm 
blow-ups) 
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Seven out of ten 
rental cameras are 
Arrif lexes. Why? 
Every rental agency has a reputation to pro¬ 

tect. Camera breakdowns would ruin it, of 
course. And they’d rather have their gear out 
on rental then in the repair shop or on the shelf. 
That’s no secret. 

Dependability? 
So it’s their business to know which equip¬ 

ment is the most dependable. Arthur Florman, 
President of F&B CECO, says: “As the back¬ 
bone of our rental departments for many years, 
Arriflex cameras have proved themselves reli¬ 
able, trouble-free and simple to maintain.’’ 

Familiarity? 
Director of Photography Fouad Said uses 

seventy-two Arriflexes in his Academy-Award 
winning Cinemobiles. Says Mr. Said: “Every¬ 
one knows how to use an Arri. You can hand 
one to a production crew anywhere in the 
world, and they’ll be ready to go.” 

Service? 
Film maker Gerry Feil’s Arri 16S was 

swept away by a torrential river in the 
uncharted jungles of New Guinea. His short¬ 
wave radio request for a replacement was 
relayed to the factory by cable. A new camera 
with the correct motor, cables and lenses, plus 
proper customs documents, arrived at Port 
Moresby in New Guinea three days later. Serv¬ 
ice like that impresses rental agencies con¬ 
cerned with “down time.” 

Versatility? 
The more uses a camera has, the more 

people are likely to rent it. For example, people 

have used the Arri 16S for hand-held footage, 
animation, time lapse, microscopic study, 
shooting titles, kinescope recording, and on a 
sound stage, (blimped), shooting lip sync. Not 
bad, for a camera whose basic body weighs 
only six pounds and lists for $2680.00. 

Accessories? 
Whichever Arriflex model you’re using, 

there are more accessories available to you 
than with any other brand of camera on the 
market. And you have a choice of more than 
ninety Arri mounted lenses. Dealers and rental 
agencies around the world stock most of their 
lenses with Arriflex mounts. 

Toughness? 
You’ve probably heard it said that such- 

and-such is “not a rental camera.” This means, 
simply, that it can’t stand up to the treatment 
it gets from rental users, day after day. Well, 
obviously, the Arriflex can. 

You can baby your own camera, of course; 
but sooner or later, if it’s fragile, it’ll break. 
Possibly on location, a long way from home. 
With Arriflex, that’s just not likely to happen. 
It’s worth thinking about. 

ARRI 
ARRIFLEX COMPANY OF AMERICA 

FOR FREE BROCHURES ON OUR 16MM AND 35MM CAMERAS, 
WRITE TO ARRIFLEX COMPANY AT P. O. BOX 1050, WOODSIDE, 
N Y. 11377; OR AT 1011 CHESTNUT ST., BURBANK, CALIF. 91502. 

AMERICAN CINEMATOGRAPHER, AUGUST, 1972 847 



CINEMA tt 
By ANTON WILSON 

FILM LATITUDE 

Motion picture film consists of two 
parts: the base and the emulsion. The 
base is essentially the "mechanical" part 
of the film. It accounts for over 90% of 
tfcie thickness of the stock, it is virtually 
clear, and its function is solely to carry 
the emulsion. The emulsion is a very 
thin layer on one side of the base and is 
the medium which actually forms the 
recorded image. The density of the 
emulsion can vary over a wide range and 
it is this property that actually forms 
the image. 

Ideally there should be a direct and 
linear relationship between the density 
of the emulsion and the magnitude of 
exposure. Areas of the film receiving a 
greater amount of light should have 
proportionately greater density and 
vice versa. Most photographic media will 
exhibit this linear relationship. How¬ 
ever, there always exists one serious 
limitation. The range over which this 
relationship exists is usually very nar¬ 
row. For a particular film stock, the 
emulsion will only record images within 
a small range of exposure; that is, above 
a certain level the film becomes fully 

FIGURE 1 

exposed (maximum density for a nega¬ 
tive) and higher values of exposure 
cannot possibly be recorded; the film is 
overexposed or saturated. Likewise, 
values of exposure lower than a certain 
value will not even begin to register on 
the emulsion. The emulsion remains as 
if unexposed (minimum density on a 
negative). The emulsion can thus only 
record images when the light energy is 
within this particular "range." 

FIGURE 1 shows the plot of the 
"sensitometric curve" of a typical nega¬ 
tive material. This curve provides a clear 
graphic representation of this phenom¬ 
enon. The horizontal axis is the magni¬ 
tude of exposure. The vertical axis 
represents the density of the emulsion. 
Note that the curve is linear between 
prints B and C. Exposure levels within 
this region will produce an accurate 
image, as the density will vary propor¬ 
tionately with the exposure. As expo¬ 
sure increases, the curve enters the 
"shoulder" (C-D) region. The curve be¬ 
gins to level off, and increases in expo¬ 
sure will not produce a proportional 
increase in density. As the exposure 
increases above the 0.00 level, the curve 
virtually flattens; maximum density has 
been reached and no further detail can 
be recorded regardless of how high the 
exposure may go. 

Exposure levels below B in the exam¬ 
ple, will be in the portion of the curve 
called "Toe" (A-B). Like the "shoul¬ 
der", the curve levels off in this region 
and the density is no longer linearly 
related to the exposure level. The densi¬ 
ty approaches the actual density of the 
clear base material. In other words, 
values of exposure much below the 2.00 
level will not even register on the 
emulsion, and the developed film in 
these areas will be virtually "clear" or 
unexposed. Thus for exposure levels 
below the 2.00 level, no detail can be 
recorded. 

For a well-exposed and detailed 
image on the emulsion depicted in 
FIGURE 1, exposure levels from the 
various areas of the scene should be 
between 0.25 and 1.75 (B to C on 
curve). Each step of the Log Exposure 
Scale is approximately 3-1/3 stops. This 
is usually expressed by saying that the 
film has a latitude of five stops, (or a 

latitude of plus and minus 21/2 stops). 
The emulsion will still record some 
detail just above and just below the 
linear region. In the example of FIG¬ 
URE 1, the emulsion will continue to 
record limited detail for an additional 1/2 
to 1 stop on both sides of the linear 
region. (Partially into the 'Toe' and 
'Shoulder'.) 

It is imperative that the cinematog¬ 
rapher be cognizant of the latitude of 
the raw stock he is using. Using the film 
depicted in FIGURE 1, the cinematog¬ 
rapher must keep all important elements 
of the scene within a spread of five 
stops. For example, a scene may consist 
of areas that are in direct sunlight and 
areas in the shade. If an incident reading 
indicates a five-stop difference between 
the two areas, you can be sure that most 
details will be lost for light objects in 
the sunlight area as well as dark objects 
in the shade. When using films with 
particularly narrow latitudes, fill light 
must usually be employed to provide 
even lighting. As a rule, negative materi¬ 
als have a wider latitude than reversal 
stocks. Likewise, black and white stocks 
exhibit wider latitudes than most color 
stocks. 

The curves in FIGURE 1 are all for 
the same film stock. Each curve repre¬ 
sents a different "gamma" (7). The 
gamma indicates the extent of develop¬ 
ment and a particular emulsion can be 
developed to a wide range of "gamma". 
Notice that the gamma is the "slope" of 
the characteristic curve. That is, for a 
larger value of gamma there will be a 
greater change in density for a given 
change in exposure. The gamma is one 
Continued on Page 929 
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SOUND SCOOPIC 200 
Canon USA, Inc. 
10 Nevada Drive 
Lake Success, New York 11040 

Canon Sound Scoopic 200. A single system sound-on magnetic news documentary camera. 
Designed for the TV news cameraman. Without compromise. And with features long demanded ... 

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

FULLY AUTOMATIC THRU THE LENS 

METERING with manual override control. F stops visible 
in the viewfinder. Instant open and return diaphragm 
for fast focusing. 

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

REGISTRATION PIN MOVEMENT. 
Assures perfect framing. 

ELECTRONICALLY GOVERNED MOTOR. 
Insures accurate sound speed. 

MODULAR TWIN SOUND HEADS, snap in 
and out in seconds. 

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

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

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

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

L, 

FASTEST HANDLING SINGLE SYSTEM 
SOUND CAMERA IN THE WORLD. 
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THE NEW NAGRA 
SYNC STEREO RECORDERS 

FOR DETAILED INFORMATION SEND FOR MANUAL SL-2 

UNITED STATES DISTRIBUTION — SERVICE — SALES 

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

exclusive Distributor in Canada 

I ELECTRIC CANADA. LTD. 
3269 AMERICAN DRIVE 

MISSISSAUGA. ONTARIO, CANADA 
(416) 677-3243 

NAGRA MAGNETIC RECORDERS. INC., New York . TWX 710-581-2443 

RYDER MAGNETIC SALES CORP-, Hollywood . TWX 910-321-4564 

Southern California — Service — Sales 

RYDER MAGNETIC SALES CORP. 
1147 NO. VINE STREET 

HOLLYWOOD. CALIF. 90038 
(213) 469-6391 

See NAGRA STEREO — Booth # 94 — AES EXHIBIT WALDORF-ASTORIA 
NEW YORK, N.Y. — SEPT. 12-15, 1972 



The Moody Institute of Science 
uses the new Photo-Sonics 1PD camera 
extensively in Hawaii photographing volcanic 
activity ’round-the-clock, rain or shine! 

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°. 

On a recent field trip Robert 
L. Miller, Director ol 

Production at MIS, picked up 
footage lor several films 
currently in production. 

Photo courtesy ol Moody 
Institute of Science. 

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 INSTRUMENTATION MARKETING CORPORATION 

for complete details. 820 South Mariposa Street, Dept. A / Burbank, California 91506 / (213) 849-6251 
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QUESTIONS & ANSWERS 
Conducted by CHARLES G. CLARKE, ASC. 
and WALTER STRENGE, ASC. 

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

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. 

wood, Calif. 90028.) 

QWe are considering doing a theatri¬ 
cal feature film in 16mm or Super 

16mm and blowing it up to 35mm 
release prints. Can older cameras (Auri- 
con and Cine Specials) be converted to 
Super 16? Where do we go for infor¬ 
mation? 

A Comprehensive answers to your 
questions are given in depth in 

articles which have appeared in this 
magazine for June, 1970, (Volume 51, 
#6), November, 1970, (Volume 51, 
#11) and April, 1972 (Volume 53, #4). 
A good many professionals believe that 
the advantages of Super 16mm over 
regular 16mm are not sufficient to 
compensate for the trouble and expense 
of converting cameras and changing 
lenses unless the film is solely intended 
for 1.85-to-1 theater exhibition. The 
Super 16mm format is not acceptable 
without expensive conversion for 16mm 
prints with sound or for the 1.33-to-1 
aspect ratio of television. 

Ql have just acquired a Beaulieu 
4008 ZM II and may want to add 

sound to my films in the future. Should 
I shoot my films at 18 fps? 24 fps seems 
to slow up the action. I also expect to 
use a filter such as the Skylight 1A or a 
U.V. Filter over my lens at all times. 
Which would be better? 

A The standard rate for projecting 
sound films is 24 frames per sec¬ 

ond. Any deviations from this norm in 
your taking or recording speed will 
produce distorted action and sound 
pitch. You had better stay with 24 fps 
for any sound films you intend to make. 
We cannot understand your thinking for 
using any form of ultra-violet filter at all 
times. These filters are useful for ab¬ 
sorbing excess blue light which occurs in 
overcast days, aerial shots, seascapes, 
etc—otherwise, forget it. 

Ql recently photographed a scene 
of a subject against a brightly 

lighted window. My meter indicated a 
light reading of F/8 for the long shot 
and F/5.6 when I zoomed in for a 
close-up. In both cases the subject was a 
silhouette, but I expected to see detail 
in the face. What went wrong? 

Ain such cases of extreme light 
contrast you should use daylight 

filtered lamps or reflectors on the sub¬ 
ject to reduce the light contrast. Then 
take a meter reading for the wide shot 
which includes the window. Next take a 
reading very close to the face, excluding 
all of the lighted window. This would 
undoubtedly indicate a lens stop much 
larger than F/5.6. Rather than zoom in, 
in this case, it would be better tech¬ 
nique to cut to a close-up, preferably 
from an angle that excludes the win¬ 
dow. But if you must zoom, you should 
frame on as large a close-up as possible 
to avoid the flare and halo which will 
result from the optics of the zoom lens, 
and the gross overexposure from the 
window as you open the lens. 

Ql have two questions. First, when 
using a polarization screen with its 

factor of 2.5, do I open the lens 
two-and-a-half stops when the pola- 
screen is set at its darkest position and 
one-and-a-half stops for its lightest posi¬ 
tion? Secondly, when trying to pene¬ 
trate haze in aerial photography, using 
5254 color-negative and a #85 filter, 
will that filter be sufficient to absorb 
the haze by itself, or should I add a haze 
filter—or a pola-screen? Which would be 
the best? 

A First, you should use a factor of 
2.5 for the pola-screen regardless 

of its rotation before the lens. There is 
not much advantage in using this screen 
unless full advantage is taken of its 
darkening of the sky effect, or for the 
removal of unwanted reflections in glass 
or water surfaces. Secondly, nothing is 
gained by adding a haze filter to the 
#85 filter for that absorption is built 
into the 85 filter itself. In a rare case, a 
pola-screen might be used for aerial 
photography, if the flight course was in 
a straight line with no banks or turns. In 
that case the pola-screen could be set to 
its proper position in relation to the 
direction of the sunlight. This is seldom 
possible in usual aerial work. You could 
use a more deeply saturated filter of the 
85 series for maximum haze absorption, 
but the laboratory can make a color- 
corrected print by using yellow filters in 
the printer which will produce satisfac¬ 
tory results. ■ 
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the One 60 
Motion Picture Picture Contest. 
Whether you win or not 
you win! ^ 
Every day, it seems, more motion 
picture people discover Cine 60 
products. Often, because of a word 
from fellow-professionals. But some¬ 
times, because our equipment is the 
only practical way to do the job. 

Take our Power Belt, for instance. 
Available in voltages up to 35 and 
ampere-hour ratings up to 71/2, it’s 
been responsible for making many 
impossible shots possible. From sky 
divers in action to skiers schussing 
down the slopes to motorcycle 
racing. 

The same goes for our Arri-35 Blimp. 
Our Vacu-Platform. OurSnap-lok. 
Zoom motors. In fact, just about 

every item in the Cine 60 line fills a 
-r unique need. 

What does all this have to do with a 
contest? Simple. Because people 
are so busy doing things with Cine 60 
products, they don’t have time to take 
pictures of how our equipment does 
the job. So we have few photos to 
help show others what they’re 
missing. 

Result: our contest 

Any cinema professional or student 
is eligible. All you need is a photo 
you’ve taken of our products in 
action on location, along with a brief 
note describing the situation and 
production (name, location and name 
of people in the picture). For other 
rules, see below. 

While you’re at it, why not ask the 
people using our products what they 
think of Cine 60 equipment? You’ll 
discover why many have become 
industry “standards”—for reasons 
like comfort and lack of restriction; 
compatibility with all types of 
cameras; unusual flexibility; and 
day-in, day-out reliability. In fact, you 
may even want to try some Cine 60 
equipment yourself. (We’d like that!) 
Now that we’ve made it more inter¬ 
esting than ever to find out how 
Cine 60 can help you make the most 
of your talent, we’d like to hear from 
you. At the very least, you’ll discover 
why so many people think of Cine 60 
when they think of camera acces¬ 
sories. Which will make you a winner 
by itself. 

CONTEST RULES 
1. Any cinema professional or cine stu¬ 
dent is eligible. 

2. All contestants must submit an 8 x 10" 
glossy photograph, which they have taken 
showing the Cine 60 Power Belt in action, 
on location, during an actual production. 

3. All photographs must be accompanied 
by a signed letter from the photographer, 
describing the situation, production (name 
and description), and names of all people 
recognizable in the photo. 

4. All photos and letters entered become 
the property of Cine 60 Incorporated, and 
will not be returned. 

5. Photographs will be judged on the basis 
of artistic and technical merit, unique¬ 
ness, and illustration of the Power Belt 
in action. 

6. Prizes will be as follows: 
First Prize: a Cine 60 Sun Gun Power 

Belt and Sylvania Sun Gun (value: 
$418.50) 

Second Prize: a Cine 60 Power Belt for 
Arriflex, Eclair, or other equivalent 
camera (value: $269.00) 

Third Prize: a Cine 60 electric zoom 
drive of the winner's choice, or com¬ 
parably valued Cine 60 accessory 
(value: $365.00) 

7. In all cases, the decision of the judges 
is final. 

8. Prizewinners' photographs may be used 
in Cine 60 advertising. In such a case, 
receipt of the prize will be considered 
compensation. 

9. If other (non-winning) entries are used 
In advertising, suitable compensation will 
be arranged by mutual agreement be¬ 
tween Cine 60 and the enfrant. 

10. Employees of Cine 60 incorporated 
and its advertising agency are ineligible. 

11. All entries must be postmarked no 
later than Sept. 30,1972. 

I NCORPORATED 

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

Processors. 

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-up time 

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. 

• Small sizes that save space 

• Modular construction 

• Stainless steel cabinets 

• Color coded plumbing and 
wiring 

Jamieson Mark IV, Model A. 
Processes 16mm and 8mm Ekta- 
chrome at 30 f.p.m. Model B for 
ECO-3 and ME-4 with silver track. 
Other models for 35mm processes, 
including CRI. 

Jamieson Mark IX, Model B. 
Conducts ECO-3 and ME-4 for 
all 16mm, 8mm Ektachrome 
camera and print films at 65 to 
75 f.p.m. Other models in the 
Mark IX series for Eastman 
Color and other processes 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 

Jamieson Compac 16/8. Con¬ 
ducts 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. 

EQUIPMENT DIVISION 

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 Way, 
Bury St. Edmunds, Suffolk, England. 
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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.) 

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. 

nel 
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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MADT 
THE Ifl/mlt I 
456 W. 55th ST., NEW YORK, N. Y. 10019 • (212) 757-6977 
RENTALS o SALES O SERVICE 

: 

you're thinking Arriflex 
think Camera Mart. 

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

ARRIFLEX 35mm CAMERA 
Model 11-C incorporates the latest 

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

variable shutter, built-in electric slate 
and sync generator. 

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

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

Write for descriptive literature. 

S0N0REX INTERLOCK 
PROJECTOR 

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

THE BOOKSHELF 
By GEORGE L. GEORGE 

Two Arno Press reprints in their 
Literature of Cinema series are of partic¬ 
ular interest for historic information on 
the beginnings and early days of cinema¬ 
tography. HISTORY OF THE KINE- 
MATOGRAPH, KINETOSCOPE AND 
KINETO-PHONOGRAPH ($4.) by W. 
K. L. and Antonia Dickson, published in 
1895, was intended to describe their 
collaboration on Edison's experiments 
in the development of silent and talking 
motion pictures. The well illustrated 
text deals with the filming of produc¬ 
tions starring Buffalo Bill, strongman 
Sandow, bears, cats and monkeys. The 
Dicksons' early grasp of the kineto- 
scope's "no limitations" potential is 
indicated in their statement that from 
no "conceivable phase of the future can 
it be debarred." 

* * * 

Published in 1927, E. G. Lutz's THE 
MOTION-PICTURE CAMERAMAN 
($13.) is an invaluable document dealing 
with equipment, processing, studio and 
location work, trick photography and 
animation. It will surprise many to learn 
what sophisticated techniques were used 
almost half a century ago, and to what 
extent current viewing of films from 
that period fails to do them justice. 

* * * 

The revised edition of Raymond 
Fielding's TECHNIQUE OF SPECIAL 
EFFECT CINEMATOGRAPHY (Hast¬ 
ings House $18.50) updates its encyclo¬ 
pedic contents in both innovations and 
improvement of familiar procedures. 
Front-projection, for instance, has been 
updated as to the Scotchlite sheeting, 
the beam-splitter, and the front- vs. 
rear-projection comparison, with many 
illustrations added. In virtually all chap¬ 
ters, this authoritative and reliable work 
reflects the continued advance of wide- 
ly-used processes. 

* * * 

In JAMES BOND IN THE CINEMA 
(Barnes $5.95), the significance of cam¬ 
erawork is stressed by John Brosnan's 
survey of a celebrated film series. Pho¬ 
tographers Ted Moore, with five Bond 
films to his credit, Freddie Young and 
Michael Reed with one each, outdid 
themselves in devising spectacular action 
and trick effects that marked these 
unusual movies. 

* * * 

What it really means to work in the 
film industry—the texture of experi¬ 
ence—is the theme of MOVIE PEOPLE 
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(Douglas $2.95), in which Fred Baker, 
with Ross Firestone, has recorded talks 
with some top professionals. Directors 
Sidney Lumet and Francis Ford Coppo¬ 
la discuss The Pawnbroker and You're A 
Big Boy Now. Screenwriters Terry 
Southern and James Salter, editor Aram 
Avakian, and actor Rod Steiger are 
among the perceptive and articulate 
contributors to this stimulating book. 
While, regrettably, no cameramen par¬ 
ticipated, their essential role is explicitly 
acknowledged. 

* * * 

Compiled and edited by educational 
experts Ronald Gottesman and Harry 
M. Geduld, GUIDEBOOK TO FILM 
(Holt $6.95) is a comprehensive and 
compact world-wide reference work. Be¬ 
side an excellent bibliography, it lists 
museums and archives useful for re¬ 
search, publishers and bookstores, film 
schools, sources of audio-visual equip¬ 
ment, distributors, organizations and 
services, festivals and awards, and a 
glossary. 

* * * 

Attempting to cash in on Wood¬ 
stock's phenomenal success, Warner 
Bros, undertook Medicine Ball Caravan 
with Oscar-winning French director 
Frangois Reichenbach and an all-French 
camera crew. Studio publicist John Gris- 
sim's WE HAVE COME FOR YOUR 
DAUGHTERS (Morrow ($6.95) tells of 
this calamity-ridden production, a hilari¬ 
ous and pathetic cross-country trek by a 
group of freaked-out rock musicians 
where everything imaginable went 
wrong. 

* * * 

Viking Press has initiated the "MGM 
Library of Filmscripts'' with three vol¬ 
umes, Hitchcock's NORTH BY 
NORTHWEST, Lubitsch's NINOTCH- 
KA and Cukor's ADAM'S RIB. ($5.95/ 
2.25 ea.) Photographed respectively by 
Robert Burks, William Daniels and 
George J. Folsey, these screenplays are 
not only outstanding examples of cine¬ 
matic writing in the comedy and sus¬ 
pense genres, ut also enjoyable reading 
for their literary quality. The scripts are 
fully annotated in a way that accurately 
describes the action. The illustrations 
(although production stills rather than 
frame blowups) clearly suggest the pro¬ 
fessional skill and artistry of their pho¬ 
tographers. 

Beside its obvious film buff appeal, 
THOSE GREAT MOVIE ADS (Arling¬ 
ton $14.95) is a well-documented sur¬ 
vey of Hollywood publicity techniques, 
with some 1,000 reproductions of out¬ 
standing ads and a lively text by experts 
Joe Morelia, Ed Epstein and Eleanor 
Clark. ■ 
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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. 

IS 1947 First St., San Fernando, Cal. 91340 
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THERSS ALWAYS 
SOMETHING NEW 
AND EXCITING 
ATSAMOELSONS 

HOT GOOKIE! 

RECIPE: Take a zoom range 

of 2 0 to 100mm., add 

maximim aperture of F2. 8 

(T3. 1), add spring loaded 

automatic iris for instant 

focusing at full aperture, 

add versatility (to fit all 

reflex cameras), add close 

focus cabability (within 14 

of front glass throughout 

full range of zoom). 

Carefully prepare with 

traditional COOKE-T T & H 

optical quality and mechanical 

precision and you need no 

other lenses shoot 

your entire picture on the 

1972 VAROTAL zoom. 

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

PANAVISION EUROPEAN MANAGING ASSOCIATES 

►»»»>] 
SmUELSOH 
FILM SERVICE 

LIMITED 

►»»»>] 
SAMUELSOH 

ALGA-C!HEM A 
SARI 

^»»»] 
SAMCINE 

SALES 
LIMITED 

303-305,Cricklewood Broadway 
LONDON NW2 6PQ. 
Tel: (Ol'i 452 8090. Telex: 21430 
Cables: SarrclRe,London. 

303-305,Cricklewood Broadway 
LONDON NW2 6PQ. 
Tel-(Oli 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: (0*20i 171990. Telex: 14613 
Cables: Samcine,Amsterdam. 

Room 65,Cargo Agents'Building 
LONDON AIRPORT. 
Tel: (Oli 759 996 9 7 0.Telex-22197 
Cables1 Samfreight,London. 

303-305,Cricklewood Broadway 
LONDON NW2 6PQ. 
Tel: (Oli 452 8090. Telex: 21430 
Cables: Samcine,London. 
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INTRODUCING THE 
' BEAULIEU “NEWS 16” 

PROFESSIONAL 
NGLE/DOUBLE SYSTEM 
16MM SOUND CAMERA 

^, 

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- 

h ^I,e^s^rementS; sional 16mm sound camera has already been demonstrated to many hundreds of professional lg x 1 e cameramen. Before you decide to purchase any other camera system, write us today to arrange 
x 8 Long. for your own personal demonstration of the Beaulieu “NEWS 16” camera. 

Camera Measurements (Body ONLY): 
8(72" High x 8y2" Wide x 19%" Long 

CINEMA TlexudwAi 
A DIVISION OF HERVIC CORPORATION 

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



BEGINNING 
THE CONTINUING 
ADVENTURES OF THE... 

PUNC-BIRP? YOU THE ONE 
WHO STARTEP THE CHECK 
AND POUBLECHECK BIT 
FOR VICTOR DUNCAN/ INC? 

OH NO!! 
WE'VE BEEN HAPl! 

WE'RE 7,542 MILES 
FROM NOWHERE! 

WHAT'RE WE GONNA PO? 

yup» CHECK CHECK! STARTEP IT 
WAY BACK IN CHICAGO ANP PETROIT 
AND THEN IN PALLAS! IT MAKES FOR 
THE BEST IN MOTION PICTURE SALES, 
RENTALS ANP SERVICE! CHECK CHECK! 

UNBELIEVABLE/ 
AMAZING, TOO! 

VICTOR DUNCAN, INC. 
11043 GRATIOT DETROIT, MICH. 48213 (313) 371-4920 
155 EAST OHIO CHICAGO, ILL 60611 (312) 321-9406 

2659 FONDREN DALLAS, TEXAS 75206 (214) 369-1165 
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HIGH-SPEED 
INTERLOCK 

600 FILM RECORDING 
SERIES EQUIPMENT for your mixing studio 

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

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

MAGNA-TECH ELECTRONIC CO., INC. 
630 Ninth Avenue/New York, N. Y. 10036 
• Quad Eight - Magna Tech, 11810 Vose St., North Hollywood, Ca. 91605 
• Cinesound International, Ltd., Imperial Studios, Maxwell Road, Borehamwood, England 
• Magna-Techtronics (Aust) Pty., Ltd., 49 Whiting St., Artarmon, N.S.W., Australia 2064 
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Yellowstone National Park 

I look out the window of the plane and am stunned by 
what I see. We are flying over the Teton Range, a chain of 
majestic jagged mountains that leap abruptly from the 
Wyoming flatlands to form a peak-studded fantasy world 
40 miles long and 15 miles wide. Though it is late summer, 
snow still lies on the highest slopes and blue lakes nestle in 

Continued overleaf 



Producer/cinematographer for Encyclopaedia 
Britannica Educational Corporation, Bert Van 
Bork has enormous patience and persistence 
for "getting it on film." 

the valleys below. This is one of Na¬ 
ture's proudest displays—but only a 
preview of the wonders to come. Min¬ 
utes later we touch down at the small 
neat airport outside West Yellowstone, 
Montana—"Gateway to Yellowstone Na¬ 
tional Park". The waiting and welcom¬ 
ing crowd is small, so I have no difficul¬ 
ty picking out the two friendly, smiling 
faces I have been searching for. There 
they are—Bert Van Bork and Ulf B'ack- 
strom, the two fearless film-makers who 
traipsed into the hell of an erupting 
volcano to film the award-winning 
short, "FIRE MOUNTAIN" (see Ameri¬ 
can Cinematographer, June 1971). They 
are here to shoot two film subjects on 
Yellowstone National Park for Encyclo¬ 
paedia Britannica Educational Corpora¬ 
tion and they have asked me to come 
along and share the adventure. 

Though they both hail from Chicago 
(most recently, that is), they look quite 
Western in their cowboy hats. And 
they've brought one along for me—a 
black mean-looking hat, so that I can 
look like one of the "bad guys" (a 
long-cherished ambition). 

I'm really happy to meet up with 
them again, because these two dudes are 
my kind of people—totally turned on by 
film and willing to go anyplace and do 
anything to get that certain scene in the 
can. Bert, slightly larger than life, 
houses the soul of an artist in the body 
of a lumberjack. He has great natural 
style. Ulf (which means "wolf" in the 

Scandinavian languages) is about as 
noisy as a turtle, but with a delightfully 
dry sense of humor. Built like a bull and 
imperturbable, he's a cool hand to have 
along, no matter what the crisis. 

Together they constitute a formida¬ 
ble two-man film-making team. Van 
Bork is producer/cinematographer, 
while Backstrom functions as sound¬ 
man/editor. They have a string of beau¬ 
tiful films behind them to prove how 
well the combination works. 

Why They Are Here 

After I've been registered in at West 
Yellowstone's pride, the Dude Motel 
(wouldn't you know it?), I ask to hear 
more about the projects at hand. 

"Well, first of all, we're shooting a 
scientific film here on the ecology of 
the hot springs," Bert explains. "Also, 
we're filming another picture that will 
be similar to 'FIRE MOUNTAIN'. It's 
not a scientific film—but more of a 
mood piece that deals just with the 
beauty and natural phenomena of Yel¬ 
lowstone Park." 

They had, I knew, made a previous 
trip here during the winter—rambling 
around in a big snowcat to shoot scenes, 
mainly of the animal population—the 
bears, deer, moose, elk, Bighorn Sheep, 
buffalo (American Bison) and coyotes 
that are resident in the Park. In the 
winter these critters come down out of 
the deep snow to feed near the thermal 
areas, which never freeze over. It's a 
great time to photograph them—if you 
can keep the film from snapping in the 
sub-zero temperatures. 

As for the beauty and natural phe¬ 
nomena of the Park—there is such a 
mind-boggling profusion of both, that 

the whole place is a photographic smor¬ 
gasbord—a veritable cameraman's para¬ 
dise. 

"That's actually something of a prob¬ 
lem—as far as we're concerned," Bert 
explains. "You see, when you come to 
Yellowstone there are blue skies filled 
with fleecy white clouds and all of the 
formations are very colorful. It would 
be quite easy to shoot scenes that look 
like picture postcards. Also, the main 
geysers and hot springs have boardwalks 
all around them for the tourists. Of 
course, these boardwalks are necessary 
for safety because, in a lot of places, 
there is a real danger of falling through 
the crust into boiling water. But photo¬ 
graphically speaking, the boardwalks are 
very hard to shoot around. 

"Also, I have decided upon a differ¬ 
ent visual style for the films. I don't 
want the scenes to look like picture 
postcards—the pretty images of Yellow¬ 
stone that are so familiar—because this 
is a very gutsy place, a very moody 
place, and a tremendous challenge for a 
cinematographer. You really have to 
study it first, get to know it, in order to 
come up with the true picture, a differ¬ 
ent picture." 

"Yeah, but—what about the board¬ 
walks and tourists?" I ask. 

"A serious problem," admits Bert. 
"Everything here is broken down into 
little pieces, like a mosaic. Each geyser 
has a name sign and a boardwalk along¬ 
side it. We'll just have to break it all up 
somehow and pull it together again. I 
remember reading in your magazine 
about similar problems they had in 
shooting 'TORA! TORA! TORA'—how 
they had to use smoke bombs and such 
at Pearl Harbor to block out the modern 

Van Bork and soundman/editor Ulf Backstrom set up to shoot near Yellowstone's Beehive 
Geyser. They prefer to work as a two-man team and have a string of beautiful films behind them 
to prove that the combination works. They form a gung-ho crew that will go anywhere and do 
anything to get exciting scenes on film. Example: the spectacular award-winning short, "FIRE 
MOUNTAIN". 
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(LEFT) Van Bork takes a light reading preparatory to shooting an over-the-shoulder shot of Dr. Thomas D. Brock at work with his microscope. Dr. 
Brock, Professor of Microbiology at the University of Wisconsin, is the "star" of the scientific film devoted to micro-organisms that live in the 
Yellowstone hot springs. (RIGHT) A few small quartz lights are used to shoot scenes inside the laboratory, which is actually three mobile home units 
combined. 

buildings. We'll have to do something 
like that—using geysers and whatever 
else to block out the boardwalks and 
tourists and buildings. What I'm after 
are images like the ones the first explor¬ 
ers saw when they came here and the 
place was completely untouched.'' 

A neat trick, I tell myself, but lots of 
luck! 

A Bit About Yellowstone 

The place where we are is unique on 
earth. It was the first—and is still the 
largest—national park in the world. It is 
also America's largest wildlife preserve. 

There is evidence that nomadic tribes 
tracked the now-extinct mastodon in 
this area 8,500 years ago and, much 
later, hunting parties from several Indi¬ 
an tribes trekked through here in quest 
of game—although only one tribe (the 
"Sheepeater" Shoshone) actually dared 
the rigors of living in the Park area. 

During 1804-06 the famous Lewis 
and Clark Expedition came within 40 
miles of what is now the Park, but 
missed it completely. However, one of 
the Expedition's hunters, John Colter, 
left the group to become a fur trapper 
and ended up as the first white man to 
explore the area when he stumbled 
upon vast Yellowstone Lake during the 
winter of 1807-08. When he returned to 
civilization years later, no one would 
believe the wild stories he told about 
spouting geysers, boiling hot springs and 
bubbling mud pots. Though many trap¬ 
pers worked the area during the 1830's 
and 40's, it wasn't until 1871 that there 
was an official government expedition 
by the United States Geological Survey. 
A year later, on March 1, 1872, the 
Congress had the magnificent foresight 
and good sense to establish Yellowstone 

National Park "for the benefit and 
enjoyment of the people." This year 
Yellowstone celebrated its Centennial 
Anniversary—may there be many more. 

To try to describe the spectacles of 
this wild wonderland in terms of mere 
words is like asking a blind man to paint 
a masterpiece. The most extreme super¬ 
latives are simply not adequate. Within 
this Park lies the largest hydrothermal 
area in the world. There are others in 
Iceland and New Zealand—but there is 
only one Yellowstone. 

Everywhere one looks there are 
weird and wonderful forms—each more 
original in design than the last. A vast 
natural art museum! It is as though 
Nature had run riot in an orgy of 
creativity, placing every variety of far- 
out natural beauty in this one place. 

Nor does it just lie there and be 
beautiful, like an ordinary landscape. 
This place is alive\ It pulses and stirs 
with an inner, fiery restlessness. It 
steams and spouts and smokes and 
bubbles and boils and hisses and roars. 
Cataclysmic forces roil about just below 
its thin skin. It is elemental—primeval—a 
total turn-on! 

The Star of the Show 

As Bert has told me, one of the two 
films to be shot here is a scientific 
documentary about the peculiar micro¬ 
organisms—bacteria and algae—that live 
in the boiling waters of the hot springs. 
The scientific authority who will serve 
as ''collaborator'' and provide the nar¬ 
ration for the film is Dr. Thomas D. 
Brock, Professor of Microbiology at the 
University of Wisconsin. 

For the past several summers. Dr. 
Brock has been engaged in research here 
for a number of sponsoring organiza¬ 

tions, including the Atomic Energy 
Commission. He maintains a full-scale 
laboratory housed in three huge mobile 
home units which have been joined 
together. It is staffed by an eager group 
of his graduate students, who spend 
summers here with their wives and/or 
husbands, dogs and cats. 

Dr. Brock, when I meet him, turns 
out to be an amiable, bearded giant who 
looks more like a frontiersman than the 
cliche image of a college professor. He is 
the "star" of this film—being, actually, 
the only human who will appear in it. 
He will portray Man—not against the 
wilderness—but working with it to pre¬ 
serve its ecology, while revealing its 
secrets. 

We start off with him of a morning 
to film a normal "day in the life", 
which will actually take many days to 
shoot and will show him making various 
tests in the thermal areas. 

After a lengthy drive from the West 
entrance to the Upper Geyser Basin, we 
pull off the road and strike out on foot, 
toting cameras and tripods and—in my 
case—about 30 pounds of still photo¬ 
graphic equipment to take the pictures 
that will appear with my article. We 
wind our way for a mile or so through a 
dense forest which ends abruptly at the 
edge of a vast meadow. In the distance 
can be seen three huge, almost hemi¬ 
spherical mounds. It is an eerily beauti¬ 
ful scene, like a landscape on some 
far-off planet, and there is not the 
slightest sign of civilization anywhere. 

We head for the central mound and 
climb up on top, where I am amazed to 
find a perfectly circular pool about 12 
feet in diameter. It is of the deepest 
azure blue. Every few seconds a plume 
Continued on Page 902 
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A new integral underwater camera gets its baptism 
in an exciting cinematic search for killer sharks 

By JOSEPH KEYERLEBER 
Scope Productions, Tampa, Florida 

Sharks! 
Just thinking about them sent cold 

chills up and down my spine. In all my 
previous underwater filming, I had made 
a determined effort to give sharks a 
wide berth. Now my partner, Jack 
Cosgrove, was telling me that we were 
going to have to go looking for them. 
He had just convinced the Jos. Schlitz 
Brewing Company that a documentary 
about sharks would make an exciting 
addition to their public relations film 
library. 

Ever since Jack 'had designed and 
built the SeaScope, a new integral un¬ 
derwater camera, he had been working 
overtime trying to find somebody to 
sponsor a filming expedition that would 
enable us to thoroughly test the new 
camera prior to marketing it. Schlitz 
and sharks proved to be the right 
combination, along with some help 
from the Stamas Boat Company, John¬ 
son Motors, and the W. J. Voit Corpora¬ 
tion. The waters of the Florida peninsu¬ 
la and the Florida Keys would provide 

ideal testing locations, as well as plenty 
of sharks. 

Almost two years later "SHADOWS 
OF THE SEA", the fifth in a series of 
adventure films SCOPE Productions has 
made for Schlitz, is finished and in 
distribution. 

Jack designed the SeaScope to elimi¬ 
nate difficulties we had found in other 
underwater filming systems. First, we 
wanted a 200-foot film capacity. With 
the standard 100-foot load, we would 
frequently run out of film at critical 
moments. This meant surfacing, climb¬ 
ing into the boat, doffing dive gear, and 
getting dry. Then we would have to dry 
the housing, open it, remove the cam¬ 
era, change the film, and put it all back 
together. By the time we got back into 
our wetsuits, tanks, weight belts, masks, 
and flippers, we were exhausted, not to 
mention having lost valuable production 
time. Some of this hassle could be 
avoided by having several loaded cam¬ 
eras on standby with a "go-fer" to fetch 
and carry, but on our tight budgets, we 

Using Arriflex 16S, his first choice for the 
cramped confines of a boat. Jack Cosgrove 
films gaffing of 7-foot shark caught by Al 
Ristori. 

(LEFT) Joe Keyerleber sets the diaphragm by rotating the clear plexiglas "snoot" on the SeaScope camera. 
(CENTER) A head-on shot of Keyerleber shooting with the SeaScope. New camera is compact and easily 
maneuvered underwater. (LEFT) Jack Cosgrove films hammerhead shark with Scope's original underwater 
camera, a Bolex H-16 in transparent plexiglas housing. After six years of service, it imploded on a 
shark-filming dive in 60 feet of water. 

(LEFT) Cosgrove films topside scenes of Les Rayen's operation. (CENTER) One of the three sharks filmed during production of "SHADOWS OF 
THE SEA". (RIGHT) Filming sharks in the Mote Marine Laboratory tank. This way, the cameraman risks only the camera and his hands. The 
purpose of "SHADOWS", a documentary for the Jos. Schlitz Brewing Company public relations film library, was to make a serious study of the 
shark as a natural phenomenon. 



have never been in a position to afford 
such luxury. So, the SeaScope solves 
this problem by providing double the 
amount of film. The film is carried on 
standard 200-foot daylight loading 
spools pre-loaded in old Auricon Pro- 
200 magazines. The magazines prevent 
edge-fogging even while changing film 
under bright sunlight on the water. 

The camera had to be electrically 
driven. We used a six-volt Globe motor 
powered by rechargeable nickel-cadmi¬ 
um batteries. The lens diaphragm can be 
set underwater by rotating the clear 
plexiglas "snoot”, which also allows the 
settings to be clearly seen. For most 
underwater filming we pre-set the focus 
at just under six feet, providing an 
effective depth of field of 21/2 feet to 
almost infinity at F/2.8 on our 10mm 
Schneider Cinegon lens. This eliminates 
the need for focusing underwater. 

The mechanism is from a Bolex 
H-16. Jack discarded the case and all the 
spring-drive, wind, counters, take-up 
and supply components, leaving us es¬ 
sentially with only the film transport, 
governor and gate. The film take-up and 
supply is re-mounted on an aluminum 
plate big enough to accommodate the 
two 200-foot magazines. A Veeder-Root 
footage counter can be checked through 
a window in the back of the camera. 

The entire camera is "0"-ring sealed 
and has been tested down to 150 feet. 
We feel that its design will enable it to 
withstand the pressure of even greater 
depths. The prototype is fabricated 
from opaque black plexiglas, Vz-inch 
thick, except for the door which is built 
up to a full inch. The door opens with 
four heavy-duty quick-release snaps for 
rapid film changing. The SeaScope 
weighs 27 pounds in air, less than two 
pounds underwater. It is two pounds 
lighter than a Bolex H-16 in the Bolex 
housing. 

Perhaps most important of all for 
successful underwater filming are the 
handling characteristics and maneuvera¬ 
bility of the unit. The SeaScope has two 
large handles, one on each side, for ease 
in holding the camera steady. The right 
index finger operates a comfortable 
spring-loaded on-off trigger. Tucking the 
camera between the right cheek and 
shoulder provides additional support 
and brings a large Mer-Optics viewfinder 
into contact with the face mask. The 
camera is ballasted to maintain a normal 
filming attitude in the water. 

In cooperation with Electromagnetic 
Industries, Inc., of Clearwater, Florida, 
SCOPE is producing a more sophisticat¬ 
ed version of the SeaScope. The produc¬ 
tion model is injection-molded of poly¬ 
ester material. It is smaller, lighter, 
tougher, and totally corrosion-free. The 

new SeaScope will withstand pressure 
encountered at any practical diving 
depth. 

The SeaScope was one of three un¬ 
derwater cameras we used in our search 
for sharks. We also used a Bell & Howell 
equipped with a 12mm Elgeet lens in a 
Sampson-Hall underwater housing, and 
our old Bolex H-16 with a 10mm 
Schneider Cinegon lens in a transparent 
plexiglas housing. This old standby, 
after six years of dry and faithful 
service, imploded one day last year in 
the Florida Keys in 60 feet of water. 
Jack had been swimming around with it, 
hoping to encounter a shark, when he 
heard what sounded like a shot. 

"I thought Joe must have fired his 
powerhead, and I started looking 
around to see what had happened. It 
took me several seconds to realize that 
my right arm was suddenly heavy, and 
that I was being dragged to the bottom 
by my flooded camera." 

Jack finally struggled to the top with 
the watery mess. We were able to 
salvage the camera, but the housing and 
lens were a total loss. 

For topside filming during this pro¬ 
duction we used a hand-held Arriflex S 
with 10, 16, and 25mm Schneider lens¬ 
es. This is Jack's first choice for filming 
on boats because of its small size and 
flexibility. For sync-sound sequences we 
used the Eclair NPR with a 12mm-to- 
120mm Angenieux zoom lens and a 

4 Nagra III with a Sennheiser MKH 804 
"shotgun" mike. And we had a Bolex 
H-16 with 17mm-to-85mm Pan-Cinor 
zoom lens for backup. 

Our purpose was to make a serious 
study of the shark as a natural phenom¬ 
enon. We soon began to develop a sense 
of awe and admiration for this monarch 
of the sea. Sharks are one of the oldest 
life forms on this planet. Fossil remains 
of creatures remarkably similar to to¬ 
day's sharks have been found dating 
back 320 million years. Mankind, by 
comparison, has been around for less 
than a million years. Somehow the 
shark has achieved a near-perfect adap¬ 
tation to his environment. Scientific 
efforts to find out why this is so are the 
subject of a major sequence in the film. 

Florida, to the dismay of the Cham¬ 
bers of Commerce, is an ideal location 
to study sharks. The Mote Marine Labo¬ 
ratory in Sarasota has the largest collec¬ 
tion of sharks in captivity in the world. 
Dr. Perry Gilbert, executive director of 
Mote, allowed us to film his sharks and 
the experiments that are being conduct¬ 
ed there. We were able to film closeups 
of sharks swimming within inches of the 
camera lens. 

To accomplish this Jack donned 
SCUBA gear and entered a channel of 

The SeaScope, integral underwater camera 
designed and built by Jack Cosgrove, is 
battery-driven and features a 200-foot film 
capacity. 

water separated from the main shark 
tank by a slatted gate. He put his hands 
through the slats and I lowered the 
camera to him. My job was to stand at 
the edge of the tank with a prod to 
make sure the restless sharks endangered 
neither the camera nor Jack's unprotect¬ 
ed hands. However, I wanted to make 
sure we got good closeups, so I tried to 
do as little prodding away as necessary. 
Jack came out of there a little pale-look¬ 
ing, with trembling but intact hands, 
and spectacular shark closeups. 

Still at Mote, we filmed a sync-sound 
sequence with Dr. Gilbert demonstrat¬ 
ing the shark bite meter, a device that 
has shown sharks to have a biting force 
as high as 18 tons per square inch. Jack 
filmed this underwater through the gate, 
this time on his own because I was 
filming topside with the Eclair. This 
provided us with a match-action se¬ 
quence of a huge brown shark biting the 
meter, which had been wrapped in 
tempting filets of bonito. The shark bit 
hard, but let go in a hurry when his 
teeth hit the aluminum core under¬ 
neath. 

We did something in the shark film 
that we have never done before: we 
included ourselves and our cameras in 
the story. I felt that the viewer would 
be interested in seeing how sharks are 
filmed as well as the sharks themselves. 
This also provided us with a good 
excuse to film a sequence about the 
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(LEFT) Jack Cosgrove films the capture of a giant hammerhead shark by Capt. Emil Hanson of the Miami Seaquarium. (RIGHT) Using the new 
SeaScope camera, which he designed, Cosgrove photographs a dusky shark on the sea bottom. He and partner, Joe Keyerleber, were often in danger 
of shark attack during filming of "SHADOWS OF THE SEA", especially since sharks are cannibalistic and attract other sharks when they are 
wounded or caught on a hook. 

SeaScope, which we did in the Florida 

Keys, off Islamorada. 

Early in this project we became 
convinced of the impracticality of cages 
for filming sharks. For one thing, the 
cameraman is immobilized. If the sharks 
swim out of range he can't get any film. 
For another, if the seas are even a little 
rough, the cage is hazardous, uncom¬ 
fortable, and difficult to get in and out 
of the water. Our search for sharks in 
the Keys would be in open water, 
without a cage. 

Dick Stevenson, a Keys expert, took 
us out to a favorite spot of his where he 
said a big hammerhead lived. We stood 
on the bottom in 60 feet of water, 
cameras ready, as Dick chummed the 
water profusely with dozens of cut-up 
fish. As I stood there in the cool water, 
now murky with chum, thinking about 
how far it was to the boat, I experi¬ 
enced strange conflicting emotions. Of 
course, I wanted the shark to appear so 
that we could proceed with the filming. 
But in reality I wished that it were all 
over. I wished I were back in the boat 
drinking a cold Schlitz. I was afraid, and 
I kept making nervous circles in the 
water. What if the shark came at me 
from the front while I was looking 
behind me? To make it all worse, Dick 
had announced before we went over the 
side that the hammerhead is one of the 
most vicious of sharks. In truth, I hoped 
no shark would appear. 

But the shark did appear, a big old 
ugly hammerhead. I figured that his 
ugliness and the rejection he has un¬ 
doubtedly encountered from other 
more sleek and attractive sharks are 
what had turned him mean. 
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I was the "star” in this sequence, 
along with the SeaScope. Jack filmed 
me filming the hammerhead, while Dick 
Stevenson watched over us with an 
armful of powerheads in case the shark 
decided to deviate from the script. We 
completed the sequence without inci¬ 
dent and got back to the boat safely. 
That cold Schlitz was the best I've ever 
tasted! 

Jack and I felt well-protected that 
day, but on another occasion we 
weren't sure what was going to happen 
next. We were filming the commercial 
shark-fishing operation of Les Rayen in 
Fort Pierce, Florida. Rayen catches an 
average of 40 sharks a day on baited 
lines he sets out overnight. He sells the 
hides to Ocean Leather Corporation of 
Newark, New Jersey, a company with a 
secret process for making elegant and 
almost indestructible shark leather for 
fine cowboy boots, expensive shoes, and 
golf bags for movie stars. Jack and I 
were both underwater. He was filming 
the hooked sharks as Les Rayen was 
bringing them aboard his "Shark Boat". 
I was shooting production stills with the 
Nikonos. 

According to our custom, we had 
hired a diver to "ride shotgun" for us. 
Most of the sharks were still alive, and 
could conceivably struggle off the 
hooks, causing a serious problem. Since 
sharks are cannibalistic, we feared that 
more of them might swim into the scene 
to attack their dying brothers or us. To 
add to the danger, the water was murky 
and riled, with visibility only about 15 
feet. We had instructed our "shotgun" 
diver to do nothing but make slow 
circles in the water, keeping near us but 

out of camera range, so that all we 
would have to think about was taking 
pictures. To my astonishment he un¬ 
hooked a large, seemingly dead, shark 
and began riding it like a horse, maneu¬ 
vering it in front of the cameras. He 
seemed to interpret our frantic gestures 
that he should stop clowning around as 
signs of encouragement. Somehow we 
got the shots we needed. There were no 
shark attacks, and the shark our diver 
was riding stayed dead. Back on board 
the boat we had a long discussion with 
our underwater cowboy. 

Other important sequences in 
"SHADOWS OF THE SEA" were 
filmed at the Miami Seaquarium and in 
the waters off Sarasota, where Al Ris- 
tori, director of field testing for the 
Garcia Corporation, was on a shark 
fishing expedition. He caught four 
sharks of the "requiem" family for our 
cameras. 

The editing of this film was straight¬ 
forward. We felt that, due to the inher¬ 
ent interest of the footage we had 
compiled, our best approach in telling 
the story was a simple narrative style. 
Our narrator was Will Sinclair. 

The music track was produced on the 
MOOG Synthesizer by Media Artists, 
Inc. 

"SHADOWS OF THE SEA", 27:30 
minutes in length, is being distributed 
by Schlitz and by Association-Sterling 
Films. 

Jack Cosgrove and I learned a lot 
about sharks on this project. One thing 
I've learned is to always dive with a 
buddy if there might be sharks around. 
That way, if the sharks get hungry, 
there's at least a 50-50 chance they'll 
eat your buddy! ■ 
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Eclair CM3 

Eclair NPR 

Arnold Gits 
Eclair ACL 

We’re the only rental house 
that has them all 

fully equipped. 

Sometimes Arnold needs sophisticated cameras, like 
our Eclairs, complete with all accessories. At 
other times he uses unique Ferco innovations like 
our new helicopter mount. Once in a while he 
prefers to buy a piece of equipment just for him¬ 
self. Occasionally, all he wants is free advice. 
The point is, whatever his need, we’ve got it. Film Equipment Rental Company 

So whether you want to purchase a brand-new 
Eclair (we’re one of the largest Eclair 

dealers around), or just rent a light stand, 
we’re here to serve. And don’t forget, we 

offer free advice. Here’s some now: try us. 
New York: 419 W. 54th St., (212) 581-5474 

San Francisco: 1300 Sansome St., (415) 398-2307 
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Ed Di Giulio Says: 

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

Simple 
Smooth 
Silent 

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

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

(P/2 sec-41/2 min). 

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

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

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

You get what you want, when you want it, 

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

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

Technology in the 
service of creativity 

CINEMA PRODUCTS 
2044 Corner Avenue, Los Angeles 
Calif. 90025 TELEX: 69-1339 
TELEPHONE: (213) 478-0711 
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Would you be 
astonished? 

A 16mm producer in a distant city who for years has had 
all his laboratory work done at MPL, recently came to visit us for 
the first time. He said he was astonished at what he saw, and ex¬ 
claimed, “1 had no idea of the size of this place!” 

MPL is a large laboratory, but we take no pride in our mere 
size. If we have reason to be proud of anything, it is that we have 
a complete 16mm laboratory, fully staffed and fully equipped, 
affording our customers an unusually comprehensive service. 

Our extraordinary growth in the past 15 years attests to 
the fact that we consistently give our customers, in every part of 
this country, prints of superior quality—and do it promptly. 

We give them the same quality and service on 8mm film. 
If you want a dependable, comprehensive laboratory that 

gives you prints of superior quality, and promptly, send us your 
film today! 

MPL’s Comprehensive Services Include: 
PROCESSING: 
B & W Reversal 
B & W Neg/Pos 
Color ECO and EF 
Color Interneg/Pos 
Reg. & Super 8, also 

PRINTING: 
B & W Interneg/Pos 
B & W Reversal 
Color Interneg/Pos 
Kodachrome Prints 
Ektachrome Prints 
Printing Masters 
Reg. & Super 8, also 

SOUND: 
Original Recording 
Rerecording 
Mixing 
Interlock Screenings 
Sound Optical Transfers 
Music Libraries 

fCV\ 

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

PRODUCTION 
SERVICES: 
Editorial 
Conforming A/B Rolls 
Titling 
Film Treatments 
Film Lubrication 
Scripting 

SPECIAL 
SERVICES: 
Color or B & W Videotape to 

Film Transfers 
35mm to 16mm Optical 

Reductions 
16mm Opticals with Effects 
16mm to 8mm Reductions 
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THE MIICHEIE MARK III CAMERA 
A new 35mm hand-held camera, bearing a famous 
name, makes its appearance to join the ranks of 
portable, light-weight modern filming equipment 

During recent years, an increased 
trend toward cinema verite filming tech¬ 
niques, both in the studio and on 
location, has brought forth ever-increas¬ 
ing demands for more mobile equip¬ 
ment. The development of the mobile 
studio has provided the justification for 
many manufacturers to develop light¬ 
weight, compact and more efficient 
designs in almost every type of equip¬ 
ment required for filming feature 
motion pictures. 

The Mitchell MK III 35mm Camera is 
the most recent product to be devel¬ 
oped for the Professional to use in this 
new era of cinematography. 

The MK III is a completely new 
design, with the exception of the inter¬ 
mittent film transport. The intermittent 
transport in the world-famous Mitchell 
MK II has been used as the starting 
point in the MK III. During twelve years 
of production, the MK II transport has 
been used under the most demanding 
conditions by cinematographers the 
world over and by agencies of the 
United States Government, operating at 
speeds from animation to 120 frames 
per second with astounding reliability. 

Since the MK III is designed to be a 
quiet camera (mid 30 dbs.) for docu¬ 

mentary use, primarily at 24 frames per 
second, the maintenance on the film 
transport will be limited to cleaning and 
lubrication for many years. 

Other points of the Specification for 
the MK III, beyond the usual Mitchell 
product quality, required that the MK 
III be a lightweight unit; well-balanced 
when placed on the shoulder; have a 
quick-detaching coaxial magazine, with 
no metering sprocket in the camera box 
to expedite film loading; have a brilliant 
rotary-mirror reflex-viewing system, 
with a large-diameter viewing eyepiece; 
and, by all means, a variable speed 
crystal-regulated motor that will operate 
from conventional DC battery packs 
and belts. All of these design goals have 
been attained in the MK III, with a few 
extra goodies thrown in. 

To achieve the completely insulated 
configuration, the Mitchell engineers 
started with a "T"-shaped mechanism 
plate which carries the film transport, 
shutter and rotary mirror drive mecha¬ 
nisms, the lens mount, the camera drive 
train and film footage counter. This 
allows the outer shell of the camera to 
be completely isolated from all of the 
mechanisms that contribute to the noise 
level of a camera. The mechanism plate 

Claude Chevereau, President of CHEVEREAU 
"au Service du Cinema", Paris tries the new 
Mitchell Mark III on for size during recent 
formal presentation at Sheraton-Universal Ho¬ 
tel, Hollywood. 

(LEFT) Right side of camera, showing 30-volt DC, variable-speed, crystal-regulated motor and various controls, such as power input, sync-pulse 
output connectors, frame-speed selector, 50/60 Hz sync-pulse selector and auxiliary run switch. Right hand-grip contains camera run switch. 
(RIGHT) Top view, showing variable shutter adjustment dial and digital footage-counter, with carrying handle. Highly-corrected viewing optics are 
folded to keep eyepiece as high and forward as possible. Eyepiece has generous 9mm exit pupil and large, comfortable rubber eyecup. 



(LEFT) Camera with door open and magazine cover off shows clean, uncluttered interior. Camera door was changed to swing open further after this 
photograph was taken. (RIGHT) Camera with front cover and door containing viewing optics removed. Note perforation index pin at top of aperture 
plate which aligns perforation for easy insertion of register pins. Manual advance knob for positioning pull-down claw in threading position. View 
shows crossover film loop, film path in camera and metering sprocket on take-up side of magazine. 

View with cameraman shows well-distributed 
weight and natural, comfortable positioning 
attainable by adjustable hand-grips and shoul¬ 
der-pad. 

concept allows maximum access to the 
internal parts of the camera for service, 
since removal of the outer case is quick 
and easy. 

State-of-the-art materials have been 
used to provide silent gearing that is 
self-lubricating. The rotary mirror has 
an enhanced silver coating that provides 
96% reflectivity. A silicon monoxide 
hard coating protects the highly-reflec- 
tive surface from scratching and discol¬ 
oration. A digital footage counter pro¬ 
vides an accurate film measurement. It 
is located in the camera box and has 

lighted dials for easy reading. The coaxi¬ 
al 400-foot magazine utilizes lab pack 
film on plastic cores. It is well light- 
trapped without being difficult to load. 
A crossover film loop controlled by 
sprockets transfers the film from the 
feed side to the movement and take-up 
side. Film metering to and from the 
movement is controlled by the sprocket 
in the magazine. A preset film loop that 
is set when loading the magazine simpli¬ 
fies threading of the film into the film 
gate. A perforation index pin is located 
at the top of the aperture plate to align 
film perforations for easy entrance of 
the register pins. The aperture plate is 
quickly released and removed by turn¬ 
ing a single bayonet lock. The aperture 
plate has a full-format opening. A matte 
slot is provided to allow use of any 
format desired. 

Full mobility is achieved by use of 
the 28-volt DC crystal-regulated, vari¬ 
able-speed motor. Filming speeds of 8, 
16, 24, 25, 28 and 32 frames per second 
allow for most special effects other than 
high-speed. A 50/60-cycle sync-signal 
output is included in the motor circuit¬ 
ry. A scene-marker lamp in the gate 
automatically flashes when the camera 
reaches speed. An out-of-sync light in 
the viewing system automatically lights 
up when even the camera speed is under 
or over tolerance. 

Adjustable hand-grips and shoulder- 
pad are quickly attached to dovetail 
accessory mounts on the base of the 
camera body. Electrical contacts are 
automatically made when the handles 
are installed. The right hand-grip con¬ 
tains the camera run switch; the left 
hand-grip contains the zoom control 
functions. 
Continued on Page 926 

Front view, showing adjustable hand-grips and 
shoulder-pad—all quickly detachable by loos¬ 
ening one screw. Electrical contact is auto¬ 
matically made when handles are attached. 

400-foot-capacity co-axial film magazine. Vel¬ 
vet-covered rollers provide light-trap around 
film. Magazine is attached to camera by 90° 
rotation of the bayonet locking handle shown 
in the open position. 



COR, the~higlr speed, high 
resolution Super 8 printer with 
over 28 other PEACE -OF-MIND 
features! 

^PETERSON CONTINUOUS 
OPTICAL REDUCTION PRINTER 

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

2. -HHTFPM on the 16mm side 

3. Accepts 16mm or 35/32mm negatives 

4. 16mm/1-3 or35mm/5R Super 8 
formats printed simultaneously 

5. Additive color with automatic or manual 
light valves 

6. Available with magnetic or optical sound 

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

8. Compatible with existing negatives and tapes 

9. Negatives and rawstock on front of printer 

10. Fast, safe, straight line threading path 

11. Aerial image optical system for sharp, 
cleaner prints 

2. F/2 illumination system. 

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

See the COR at: 

PHOTOKINA 
World’s Fair of Photography 
Sept. 23 to Oct. 1, 1972—Cologne 

8 E llcTH 
Technical Conference 
Oct. 22 to 27—Los Angeles 

iSBlSi 

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

SOLID STATE 
OPTICAL / MAGNETIC 

intercinema 
SOUND READER 

for 16mm, 35mm & 1/4" tape 

ENGINEERED TO UTILIZE THE 

LATEST ELECTRONIC TECHNOLOGY 

for 

MAXIMUM PERFORMANCE 
and 

MINIMUM MAINTENANCE 

Ar Operates from right to left or left to right ★ Optical pilot light shuts off automatically when 
selector switch is set on magnetic. 

A" Reads 16mm and 35mm magnetic or optical 
film plus 1/4" magnetic tape. 

A" Complete solid state circuitry, no vacuum tubes. 

A Includes input jack for auxiliary magnetic head, 
and earphone jack which automatically cuts 
off speaker. 

A New design amplifier/speaker for top 
efficiency. 

★ All controls mounted on front panel for ease 
of operation. 

A Magnetic head is adjustable, reads any area of 
the sound track. 

A Flywheel is heavy-duty chrome plated, all mov¬ 
ing parts precision machined. 

^ Convenient carrying handle. 

AT Attractive blue hammertone baked finish for 
easy cleaning. 

★ Specifications: Size: 6" x 6" x 7-1/2"H. 
Weight: 8 lbs. 

A' Internal DC exciter power supply for minimum 
optical hum. 

A'Two pilot indicator lights... red for optical, 
white for magnetic. 

Electrical: Operates from 115 AC 50/60 hz. 
safety fuse (1 amp, 3 AG) 
3-wire cable with standard ground plug 

Exciter Lamp: 6V — 1 Amp prefocus (BSS) 

UNCONDITIONALLY GUARANTEED. 
IMMEDIATE DELIVERY dJOAC 00 

MAIL ORDERS PROMPTLY FILLED PRICE: 4>OVS<J. 

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

DEPT. AC8-2 
EAST: 40 Kero Road, Carlstadt, New Jersey 07072 • (201) 939-5250 

315 West 43rd Street, New York, N Y. 10036 • (212) 586-1420 
WEST: 7051 Santa Monica Blvd., Hollywood, Calif. 90038 • (213) 466-9361 
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ARRIFLEX 35RL MAKES PRODUCTION DEOUT IN 
“ACROSS HOth STREET” 

Long-awaited hand-held silent camera passes 
professional "acid test" with flying colors 
during filming of Harlem-based action feature By CHARLES LORING 

There were several unusual aspects 
about the filming of "ACROSS 110th 
STREET", a Film Guarantors, Inc. pro¬ 
duction for United Artists release, re¬ 
cently completed in New York. 

For one thing, it was filmed almost 
in its entirety in Harlem—about 95 per¬ 
cent—and is probably the first feature 
motion picture to focus so directly on 
that area. 

Then there was the fact that the 
picture was shot exclusively in actual 
I ocations—interiors, exteriors, every¬ 
thing. While this has now become an 
almost standard technique for the film¬ 
ing of certain "raw-gut realism" sub¬ 
jects, the special problems of shooting 
in the teeming ghetto of Harlem made it 
especially challenging. 

However, what should prove most 
interesting to cameramen and techni¬ 
cians of the film industry is the fact that 
"ACROSS 110th STREET" marked the 
production debut of the long-awaited 
new Arriflex 35BL portable silent reflex 
camera. 

According to Director of Photog¬ 
raphy Jack Priestley, the new Arri 35BL 
passed its initial acid test with flying 
colors. "It's a real winner," says Priest¬ 
ley, with unconcealed enthusiasm. "It's 
as quiet as a churchmouse and it has 
great flexibility, especially since it 
weighs only 21 pounds. I don't know 

what I would have done in a lot of spots 
without it—especially in those small 
rooms where we often had to shoot. We 
could have shot with a regular Arriflex 
in a blimp, but that probably would 
have meant a big 'looping' session to 
post-dub much of the dialogue. As a 
hand-held camera, this new Arri 35BL is 
just fantastic. You put it on your shoul¬ 
der and walk around, bend down, sit 
down, hold it in your lap—everything. I 
think it's going to help the film industry 
tremendously." 

Priestley, New York Local 644 cine¬ 
matographer, who won an "Emmy" 
Award for "NAKED CITY" and Emmy 
nominations for "EAST SIDE, WEST 
SIDE" and "FOR THE PEOPLE", was 
confronted with a dramatic challenge in 
photographing "ACROSS 110th 
STREET''—namely, how to convey the 
special atmosphere of Harlem (what he 
describes as the "down" mood of the 
ghetto) and relate it to the film's story 
of a power struggle between the black 
and Italian Mafia gangs involved in the 
policy numbers racket. 

"We knew going in that the people of 
Harlem might not like having us film 
there—although the picture is certainly 
not anti-black. It just happens to take 
place in Harlem," relates Priestley. 
"Even so, there is probably no way we 
could have shot the picture up there 

without protection. We hired some 
people that we used as extras and they 
sort of looked after us. There were only 
a few incidents—and these were amongst 
themselves; we were never involved in 
any of them. As for the visual style of 
the film—every cameraman is always 
trying to get a 'new look' for the picture 
he's shooting. At the same time, you try 
to stay away from 'THE GODFATHER' 
look or'THE FRENCH CONNECTION' 
look. I knew there were going to be 
many locations in this picture and a lot 
of night shooting, so I used a combina¬ 
tion of fog filters and diffusion—because 
at night, with the practical lights, you 
get a strange look with the fog filters. 
Even in the daytime, with hot sky, you 
put this combination of filters on and 
you get that 'flarey' look, which I think 
is a good look to have for this kind of 
picture. I had used the same fog filter/ 
diffusion combination several years ago 
in shooting a picture called 'NO WAY 
TO TREAT A LADY' and it worked 
very well.” 

When director Barry Shear an¬ 
nounced to friends in Hollywood that 
he planned to shoot a film on location 
in Harlem, the reaction was loudly nega¬ 
tive. He was warned that New York was 
the worst place to make a movie be¬ 
cause of labor costs and lack of co-oper¬ 
ation. As for Harlem, probably the 

(LEFT) Camera operator with shoulder-supported Arriflex 35BL stands behind Director of Photography Jack Priestley during lull in shooting of 
"ACROSS 110th STREET", while Director Barry Shear (right) looks on happily. (RIGHT) In close quarters of location interior, boom operator 
fishpoles microphone barely three feet from the new quiet-running Arriflex camera. Knock-down-drag-out action feature, filmed almost entirely in 
Harlem, is a Film Guarantors, Inc. production for United Artists release, co-produced by Fouad Said. 



(LEFT) Fast-action sequence is filmed with Arriflex 35BL. Jack Priestley was highly impressed with the new camera's flexibility and easy portability 
that made possible sync-sound shooting in very close quarters. (RIGHT) One of the many low-key interior sequences filmed in actual interiors. 
Cinematographer often used extremely low light levels, ranging between 5 and 25 foot-candles, with film pushed one to two stops in development. A 
combination of fog filters and diffusion was used throughout, even for the interior sequences. 

worst ghetto in the country, Shear was 
told to forget it. 

Shear refused to be intimidated, and, 
as he said in New York a few days 
before the shooting there was complet¬ 
ed, his Hollywood friends "couldn't 
have been more wrong." 

As far as the production costs in New 
York were concerned, they were cut 
way down, thanks to the co-operation 
of the city government in establishing a 
one-stop permit system. The production 
did not have to be stalled by making 
applications first to one and then to 
another city agency to get the use of 
streets and parks and to work with the 
Police and Fire Departments. 

Anthony Quinn, who starred in 
"ACROSS 110th STREET" along with 
Anthony Franciosa and Yaphet Kotto, 
asked how he liked working in New 
York, commented: "This is the smooth¬ 
est film I ever worked on." 

Surprisingly, even the residents of 
Harlem enjoyed the filming. Hundreds 
of people turned out every day for 

(ABOVE RIGHT) Again the Arriflex 35BL is operated very close to the microphone. Quiet operation of the camera precluded necessity for 
post-dubbing or "looping" of dialogue, usually required under such conditions. (BELOW LEFT) On the sidewalks of New York—Harlem, to be 
precise—crew sets up for multiple-camera filming of sequence. The Cinemobile Mark VI was used throughout the production and saved considerable 
time during the many location moves. (LEFT) The company takes to the rooftops for shooting of climactic sequence. 



(LEFT) Three portable cameras used for rooftop sequence filmed in Little Italy district of New York made it possible to shoot complex scenes 
without having to repeat action over and over. Camera Operator Sol Negrin comments: “The concluding segment of the picture—72 scenes—was shot 
in a day-and-a-half. Without the three cameras shooting at the same time, it would have taken three or four days." (RIGHT) Director of Photography 
Priestley (center) mans a standard 35mm Arriflex during shooting of rooftop sequence. 

(ABOVE LEFT) People of Harlem crowd the streets to observe night filming of action sequence. Crowds, controlled by local people, were festive, 
but orderly. (BELOW LEFT) A furious chase takes place up and down the fire escapes of sleazy tenements, many of which were condemned 
buildings. Multiple cameras made possible filming of such sequences without having to repeat action many times. (RIGHT) Anthony Quinn, playing 
the role of an Italian Mafia leader, makes a dash for his life during climactic rooftop sequence of "ACROSS 110th STREET". 

•:=> - :: 

hours to watch the shooting, which is a 
novelty in that area. The crowds were 
orderly and in a festive mood. They 
enjoyed the excitement of the gangster 
film, and frequently showed their appre¬ 
ciation by lustily applauding the actors 
after their scenes, especially the scenes 
involving action. People hung out of 
windows; many sat on front steps; kids 
were on rooftops—all apparently enjoy¬ 
ing the filming. Local people were em¬ 
ployed for crowd control. 

For the crew, the picture was an 
energetic workout—involving more than 
60 different locations, split about equal¬ 
ly between exteriors and interiors. Many 
of the interior scenes were filmed inside 
condemned buildings, and of these Jack 
Priestley says: "We shot in police sta¬ 
tions and tenement houses and bars and 
apartments and what I guess you'd call 
'houses of ill repute.' The areas were 
small, dingy and dirty, with rats running 
around and junkies sleeping in the hall- 

Continued on Page 913 



When you see the equipmen 
with the orange stripe - 

on location, 

or on 
■ I 

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

RENTALS O SALES O SERVICE 

...you know you can depend on it. 
That’s because every piece of Camera Mart rental equipment 

has been thoroughly tested, inspected and retested, before it gets 
into your hands. 

Any equipment that doesn’t measure up to our high standards, 
doesn’t get the Orange Stripe. Period. 

Only Camera Mart backs up their equipment this way. That’s 
why we’re the leading company in the motion picture equipment 
rental field. 

As you can see, we take our Orange Stripe seriously. Because 
we know that’s the way you take your films. 
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amazingly versatile 

T.M 

handles 14 different processe 

It NEVER becomes obsolete! 
No matter what process you’re interested in — whether it’s black-and-white, 
color reversal, color negative, old established chemistry, or the newest 

“hopped-up” creation, the Minaflex can handle it! Just by making minor 
plumbing or component changes, the same basic unit can be used effec¬ 

tively for practically any process. It never becomes obsolete! 

MAIN ELECTRICAL PANEL 
(shown with front cover removed) 

DRYING CABINET. (External wall 
contains all utility outlets.) 

BLOWER INLET DUCT 
(Filter removed to show 
heater selector switches.) 

MAIN DRIVE AND TAKE-UP 
SPEED CONTROL PANEL 

ENGINEERING, INC. 
1941 FIRST STREET • SAN FERNANDO, CALIF. 91340 • (213) 365-3124 
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LOADING 
STATION 

LOADING ELEVATOR 
(shown with front 
cover removed) 

Are you 
‘locked in” 
by your 
processor 
to a 

Get a TREISE 

particular I l 1 II 

chemistry? Mil il 
~i 

and be FREE! 
Until now, every processor manufacturer 
has said, “Tell us what process you’re 
Interested in, and we’ll provide the right 
one for your needs.” The result Is... you 
find yourself with a unit specifically 
engineered to handle one process. And 
you’re stuck with it! 

Now suppose business conditions change 
and you discover you need another process. 
Or perhaps someone comes out with a brand 
new chemistry. What do you do? 
In the past, you had the choice of either 
completely rebuilding your old processor 
at considerable expense, or buying an 
additional unit. 

Now, with the new Trelse Mlnaflex, you can 
easily modify the processor to handle any 
one of 14 different processes! 

The secret? A unique system of “unl-tanks,” 
combined with a remarkably versatile 
engineering design that makes it possible 
to pipe In chemicals, water, or air wherever 
desired. Plus a special configuration that 
permits you to add or subtract needed 
accessories to meet the requirements of any 
type of chemistry. 

Are you interested? Fine! Write today for 
complete data on the amazingly flexible 
Minaflex. You’ll be glad you did! 

It's a fact... 
Treise Processors are 
famous throughout the 
world for outstanding 
performance and 
dependability! 

MTV SERIES handles film sizes from 
8mm to 105mm and processes at 
speeds from 30 fpm to 125 fpm. 

M180 features SBR film transport sys¬ 
tem, gear box drive line, 7389 dual sil¬ 
ver sound track system, and torque 
motor load and take-up. Speeds from 
60 fpm to 175 fpm. 

M280 has all the features of the Model 
M180, plus film rack hoist system, and 
speeds from 75 fpm to 250 fpm. 

Write for free literature 
on Treise continuous lab 
processors and accessories! 
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B HIND TH E SC N 
1HE 
SPECIAL 
LONDON 
BRIDGE 
SPECIAL 
By STEPHEN BURUM, Director of Photography 

"THE SPECIAL LONDON BRIDGE 
SPECIAL" produced by Winters/Rosen, 
stars Tom Jones, Jennifer O'Neill, Her- 
mione Gingold, The Carpenters, Rudolf 
Nureyev, Merle Parke, Jonathan Win¬ 
ters, Engelbert Humperdinck, Chief Dan 
George, Lome Greene, Elliot Gould, 
Kirk Douglas, and Terry-Thomas. It is a 
musical, romantic fantasy centered 
around the movement of the old Lon¬ 
don Bridge to Lake Havasu, Arizona. 
The story is woven together by musical 
numbers which interpret the feelings 
and moods of the characters in song and 
dance. 

The show starts in London, then 
moves to Lake Havasu, then back to 
London. Photographing this special in 
two such diverse locations and widely 
different circumstances was an interest¬ 
ing challenge. 

To capture the separate mood of 
each location and to tell the story 
photographically takes careful planning 
and thought. I always try to give a 

distinctive style and look to each pro¬ 
duction I undertake. I believe every 
subject has its own style which is 
inherent in the material. In conjunction 
with the director, I try to discover that 
look, and bring it convincingly to the 
screen. In talking over the script with 
David Winters, the director, a rich, 
romantic feeling was indicated. The 
London segment would have a desatu- 
rated, muted effect to contrast with the 
bright colors and sunshine of Arizona. 
To retain a general softness in color 
presentation throughout the entire 
show, a careful selection of wardrobe 
and background was the key. 

I've tried in this article to explain 
how I went about conceiving and exe¬ 
cuting the photography of this special. 

EQUIPMENT 

When choosing camera equipment 
for an assignment, I always try to take 
the minimum amount needed to do the 
maximum job. I have found that this 

On location for filming of "THE SPECIAL LONDON BRIDGE SPECIAL" at Lake Havasu, 
Arizona, a Winters/Rosen production. Set up on the reconstructed London bridge, camera crew 
prepares to shoot musical number with star Tom Jones (left). Director of Photography Stephen 
Burum holds up his hand to check arc light, while Director David Winters looks through 
viewfinder of the camera. The author takes a light reading for the 

"London is London" number. 

benefits both myself and the production 
company. 

For the "SPECIAL LONDON 
BRIDGE SPECIAL", I took along the 
following basic items: Two Eclair NPR's 
with TV groundglass markings, BEALA 
motors, and two extra motor cables. Six 
400' magazines, one 12-120mm motor¬ 
ized zoom with lens shade, one 12- 
240mm motorized zoom with lens 
shade, one 10mm lens, one 5.9mm lens, 
four battery belts, two changing bags, 
three series #9 85 filters, two 41/2" 
round 85 filters, one O'Connor 100 
fluid head, one Mitchell standard tripod, 
sawed-off tripod, baby tripod, and hi- 
hat, one triangle, one Worrall head. 
Continued overleaf 



(LEFT) Director of Photography Burum taking a light reading on Tom Jones for the "London is London" 
number; (CENTER) Tom Jones roams around London's Trafalgar Square during filming of the number. 
(RIGHT) A Western set for the "Style" number in which Kirk Douglas sings, was built on the backlot at 
Pinewood Studios near London. 

(LEFT) The crew sets up to shoot a sequence at Lake Havasu, Arizona, new home of the historic London Bridge. (CENTER) An "Odd Couple" if 
ever there was one. Hermione Gingold and Chief Dan George enjoy a romantic interlude in a canoe. (RIGHT) Chief Dan George, Academy Award 
nominee for his sensitive role in "LITTLE BIG MAN" lends a touch of dignity to "THE SPECIAL LONDON BRIDGE SPECIAL", despite the 
show's wacky shenanigans. 

(LEFT) One of the set-ups for filming numbers by The Carpenters in the ampitheater at Lake Havasu. 
(CENTER) Crew members on Chapman boom during filming at Lake Havasu. (Left to right:) Ralph 
Gutherie, key grip; Tim Griffith, gaffer; Stephen Burum, Directory of Photography; Paul Henessey, assistant 
cameraman. (RIGHT) Burum and Henessey ride the boom above the English Village at Lake Havasu. 
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ARC #2 

FIGURE 1 
"LONDON IS LONDON" 

We had both dialog and playback to 
handle, so I chose the Eclair, inasmuch 
as it can do both jobs without any 
special conversions. In addition, the 
BEALA motors allowed us to run at 
wild speeds for the silent movie-type 
sequence we had to shoot. Occasionally, 
if we were rushed, or on a stunt, or 
special sequence, we would shoot two- 
camera coverage. However, I usually 
take the second camera along simply for 
back-up insurance. 

I have found that you usually shoot 
five to six loads per day on these shows, 
and since we didn't have a loader, it was 
much more efficient to load the night 
before and unload after the day's shoot¬ 
ing rather than during shooting time. I, 
therefore, take a minimum of six maga¬ 
zines along. 

CAMERAS/LONDON 

The camera list for London was 
basically the same except that here I 
chose the Arri-''S'' because most of the 
shooting was done to playback. There 
was no reason to spend the extra money 
on Eclairs. This price difference be¬ 
comes particularly important in the 
magazine department where Eclairs cost 
$10 per day and Arris only $2 . . . a 
pretty big saving. Sync was resolved by 
adding a 60 cps generator to the cam¬ 
eras. Samuelson Film Services had con¬ 
verted two of their Arris to 60cps at 
24fps for us when we shot "RAQUEL" 
in Europe before, so I used the same 
cameras that had previously served me 
so well. 

We shot some high-speed material for 
the "London is London" number and 
the Nureyev dance sequences. On these 
I used a 16mm Mitchell and a 12- 
120mm zoom with an external finder. 

LENSES 

Though prime lenses are sharper, the 

added burden of time and manpower 
with our limited crew wasnotoutweighed 
by the added quality. However, if 
we had been planning on blowing up to 
35mm for theatrical presentation, I 
would have insisted on them. The na¬ 
ture of the show and the style of the 
director dictated the almost constant 
use of the zoom lens. The 10mm and 
5.9mm were the exceptions, of course, 
because they extended the range of the 
camera beyond that of the zooms we 
carried. 

TR/PODSAND HEADS 

The choice of a head for good 
camera operation is really a matter of 
personal taste and what feels best to 
you. I prefer to use a Worrall head 
whenever I can. It gives more control 
and allows you to make finer adjust¬ 
ments. Camera operation is smoother 
because a sudden jump in the crane or 
dolly which bumps your body is not 
transferred so much to the camera with 
the Worrall. There are many times, 
however, when a geared head is impos¬ 
sible to use to make certain shots, 
particularly when your assistant has to 
zoom, leaving the focusing up to you. In 
the end, each situation has its best 
solution, and each person has his 
preferences. 

FILTERS 

I always take a filter for each lens, 
even though, in some cases, one filter 
fits several lenses. Having a filter already 
on the lens not only speeds the opera¬ 
tion, but also protects the front element 
of the lens. In cases where one filter fits 
two lenses, I take one back-up filter 
between them. In case of breakage, I 
carry a back-up filter for each of the 
other lenses. If I were shooting color 
negative or EF, I would, of course, take 
along not onlv 85's, but 85n3's and 
85n6's. 

BACKLIGHT 

FIGURE 2 - "STYLE" 
PINEWOOD STUDIOS, ENGLAND 

r A 

CAMERA IT] [pi HIGH-SPEED 
ON CRANE [JJ [nj CAMERA 

FIGURE 3 
"ROMEO AND JULIET" 

EMI-MGM STUDIOS, ENGLAND 

FILM 

Choosing the right film stock in 
16mm is always a bear. You have to 
weigh so many factors. It's sad that we 
couldn't shoot in 35mm. The ease, 
quality, versatility, and precision equip¬ 
ment available make it a pleasure to 
work with. The economic pressure of 
the added cost of the film stock and 
processing never seems to outweigh the 
technical, artistic, and operational ad¬ 
vantages of 35mm in this type of 
production. But if you must shoot 
16mm, what can you do? 

For color rendition, you can't beat 
7254 color negative . . . beautiful pastel 
colors with all the latitude of 35mm. 
Great! But when processed and printed 
in the US, it is too grainy and the labs 
tend to scratch the negative, often ren¬ 
dering it unusable. Somehow the Euro¬ 
pean countries have mastered 16mm 
color negative, but not us. So color 
negative is out because of the lab 
problem. 

Next we look at the 16mm reversal 
stocks 7252, 7242, and 7241. Because 
London in January was dark to darker 
and we were shooting outside for the 
entire opening number, it seemed sensi¬ 
ble to use one of the faster stocks like 
7242 (ASA 80 with an 85 filter) or 
7241 (ASA 160). It must be remem¬ 
bered that these two stocks were de¬ 
signed as "shoot and show" films for 
TV news and not to be used in an 
original/print situation but, in recent 
years, the labs have done a beautiful job 
of making prints off these stocks with 
their pre-fogging system. In the end, the 
factor which made me decide against 
them was that many opticals including 
supers, freeze-frames, split-screen, and 
reverse action were planned. These opti- 
Continued on Page 935 
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NDUSTRY ACTIVITIES 

Winners for Cinematography in the recent “EMMY" Awards Presentation, shown with their 
statuettes: (LEFT) Lloyd Ahern, ASC, For a series or a Single Program: "BLUEPRINT FOR 

Joseph Biroc, ASC, For a Special or 

SMPTE SETS FALL LOS ANGELES 
MEETING, CHAIRMEN NAMED 

The 112th Technical Conference and 
Equipment Exhibit of the Society of 
Motion Picture and Television Engineers 
has been set for Oct. 22-27 at the 
Century Plaza Hotel in Los Angeles. 

The meeting will feature five days of 
sessions on the technical aspects of 
motion pictures and television, and a 
show of professional film and television 
equipment. 

SMPTE Conference Vice-President 
Harry Teitelbaum, Hollywood Film Co., 
announced the appointments of An¬ 
thony Bruno, Eastman Kodak Co., as 
Conference Arrangements Chairman, 
and Warren Strang, Hollywood Film 
Co., Exhibit Chairman. 

The appointment of Dr. Frank P. 
Brackett, Jr., Association of Motion 
Picture and Television Producers, Inc., 
as Program Chairman was announced by 
SMPTE Editorial Vice-President Richard 
E. Putman, General Electric. He also 
named Frank P. Clark of the Associa¬ 
tion of Motion Picture and Television 
Producers, Inc., as Chairman of the 
two-day symposium on Communica¬ 
tions Satellites and CATV. 

For information regarding the 
SMPTE Conference technical sessions or 
the Equipment Exhibit, write to SMPTE 
Conf., 9 East 41st St., New York, NY 
10017. 

THE 15th INTERNATIONAL FILM & 
TV FESTIVAL 

"The 1972 INTERNATIONAL 
FILM & TV FESTIVAL OF NEW 
YORK will be an especially outstanding 
event in view of its 15th anniversary 
celebration this year,” announced Mr. 
Herbert Rosen, chairman and festival 
director. This anniversary of the first 
and oldest film festival in New York will 
enhance the importance and significance 
of the immensely important annual 
event, scheduled for October 17-20, 
1972 at the Americana Hotel. 

From its modest beginning fifteen 

MURDER", "COLUMBO" series, NBC. (RIGHT) 
Feature-length Program: "BRIAN'S SONG", ABC. 

years ago, the festival has continuously 
grown to its present status and achieved 
recognition as one of the leading inter¬ 
national film festivals of the world. Its 
growth parallels that of the film med¬ 
ium itself, now of the greatest impor¬ 
tance among means of communication 
and art forms in the last decade. 

The Festival encompasses all aspects 
of production in the professional film 
and TV industry from Filmstrips, Indus¬ 
trial and Educational Films, Television 
and Cinema Commercials to filmed In¬ 
troductions and Titles, Public Service 
Television Programs, Newsfilms, Promo¬ 
tional Films and Multi-Media Presenta¬ 
tions. It provides a unique opportunity 
for filmmakers to meet and exchange 
views on the exciting developments in 
film today and, at the same time, to vie 
for its coveted awards. 

Invitations to participate have al¬ 
ready been mailed to all leading film 
producers, advertising agencies, industri¬ 
al organizations and television stations 
throughout the world. Full details and 

application blanks can be obtained from 
the Film Festival office at 251 West 
57th Street, New York, N.Y. 10019. 

NEW TELEVISION COMPETITION 
MEETS WITH TREMENDOUS 
FAVORABLE REACTION 

The Atlanta International Film Festi¬ 
val's new major Silver Phoenix Award 
competition. Television, has had heavy 
initial interest, with networks, major 
studios and top producers entering their 
outstanding television productions. Just 
accepted into competition are television 
specials by Truman Capote and Patricia 
Neal. The new TV competition was 
specially created to answer a special 
need for a dignified and well-managed 
television award competition. The areas 
of competition were established in con¬ 
sultation with the festival Advisors and 
a special television panel, including ma¬ 
jor network and broadcasting execu¬ 
tives. The new categories, carefully 
selected to provide competition, recog¬ 
nition and creative excellence are: 1. 
Features made for television; 2. News 
film clips; 3. News programs; 4. Public 
affairs—program; 5. Public affairs— 
Continued on Page 944 

THE AMERICAN SOCIETY OF CINEMATOGRAPHERS ANNOUNCES WITH PROFOUND SORROW 
THE DEATH OF ITS BELOVED HONORARY MEMBER 

iDr. JRuberl JRtckter 
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COLOR BALANCE WITHOUT GUESSWORK 
Academy Award-winning Spectra 3-Color Meter predicts 
accurate color temperature in unusual light situations 

By BRUCE HILL 

For many years color temperature 
meters have been relied upon to meas¬ 
ure light sources in degrees Kelvin and 
the analysis produced by these instru¬ 
ments is generally quite accurate when 
the output source is a "black body 
radiator" such as a tungsten lamp. Un¬ 
fortunately, if a color temperature me¬ 
ter is used to measure sources which are 
not "black body radiators" (such as 
xenons, fluorescents, mercury vapor, 
dichroic-coated PAR-type incandescents 
and others), the results are usually not 
acceptable. This is because most color 
meters will only measure the blue/red 
content of the light and ignore the 
green/red value in the ratio of light- 
energy distribution. 

The Motion Picture and Television 
Research Center had long recognized 
the ever-growing need for an instrument 
that responds to light in the same way 
as typical motion picture film, such as 
Eastman Color Negative type 5254, as 
modified by the spectral transmittance 
of a typical cine lens. In other words, an 
instrument that is able to "read" the 
full range differences in the green/ma¬ 
genta balance and capable of "seeing" 

the light exactly as the film does in the 
camera. After a careful study in 1970, 
the Research Center established the 
design objectives for a new Color Meter 
and, shortly thereafter, Photo Research 
Corporation undertook the task of de¬ 
veloping such an instrument. This in¬ 
strument is now in full production at 
the Photo Research facilities in Bur¬ 
bank, California under the product 
identification of the "Spectra Film/Lens 
Balanced, 3-Color Meter". 

In a Research Center evaluation re¬ 
port on the new Spectra 3-Color Meter 
that was published in the February 
1971 SMPTE Journal, Mr. Petro Vlahos 
reported that split-screen photographic 
tests were conducted to determine the 
correlation between readings by the 
3-Color Meter and the response of color 
film. Several different illuminants were 
employed in the tests and various lamp 
filters were used, including dichroics. 

In his report Mr. Vlahos stated, "In 
every case, excellent correlation was 
obtained between the color balance 
indicated (by the Spectra 3-Color 
Meter) and the color balance obtained 
on color film." Based on the results of 

Model D Spectra 3-Color Meter features an 
easy-to-read 5%" meter which is engraved in 
double-scale blue/red and green/red film bal¬ 
anced color temperatures. 

(LEFT) Complete Spectra Filter and Computer kit available from Photo Research Corp. includes 
Spectra 3-Color Meter, 16 light-balancing filters and 8 color-correction filters, 3" x 3" in size. 
(CENTER) Display of filters indicates extreme degrees of correction possible with the meter. (RIGHT) 
Model D Spectra 3-Color Meter used to read fluorescent light. Such lights exist in a wide range of color 
temperatures, all of which can be accurately read with the meter. 

mum 

(LEFT) Reverse side of meter showing light-gathering disc. Here three-way filter trigger is being actuated. (CENTER) Turning rim of disc varies iris 
for green/red reading. (RIGHT) A spectrasphere fitted over the disc of the meter will integrate different light sources for balance when mixed light is 
used. The Spectra 3-Color Meter received a Class III Scientific/Technical Award during the recent 44th Annual Academy Awards Presentation. 



these tests, a well-known manufacturer 
of dichroic daylight conversion filters is 
now using this 3-Color Meter exclusively 
as its quality-control evaluation instru¬ 
ment. 

Many professional Cinematographers 
and Gaffers now using the Spectra 
3-Color Meter are often amazed at the 
instrument's ability to point out subtle 
color balance differences that would 
escape the most highly trained eye at 
the time of shooting. 

Haskell Wexler, ASC, a leading cam¬ 
eraman who films extensively in practi¬ 
cal locations, states as follows: "The 
Spectra 3-Color Meter is an extremely 
valuable instrument when fluorescent 
lamps are involved in the lighting of a 
scene. In one particular circumstance, 
the 3-Color Meter predicted a 25 Magen¬ 
ta filter which was used on the camera 
lens. This filter correction completely 
eliminated the objectionable green con¬ 
tent that is common to fluorescent 
influence. It is also interesting to note 
that fluorescents do vary extensively in 
color output from lamp to lamp and 
that they differ with environments. 
Therefore, rule-of-thumb or previous 
experience cannot be generally used to 
balance this type of light. I have found 
that warming and cooling the scene by 
introducing light-balancing filters that 
were predicted by the 3-Color Meter 
produces excellent results. The 3-Color 
Meter has also been very helpful in 
matching the duplication of an exterior 
location set in a studio." 

Wade Bingham, well-known docu¬ 
mentary news Cameraman for CBS, uses 
the Spectra 3-Color Meter on every job 
and says: "The 3-Color Meter is an 
absolute must where I cannot light the 
scene and must use ambient light sup¬ 
plemented with some fill. Filter predic¬ 
tions given by the 3-Color Meter are 
used on both camera and lighting to 
balance illumination with color film. 
Balancing outside and inside illumina¬ 
tion to ambient light can only be done 
with an objective measuring device. 
Budgets, time, space and prevailing cir¬ 
cumstances many times limit the quality 
of lighting that can be provided. There¬ 
fore, I must correct the lighting situa¬ 
tion to the best possible balance to 
make ambient illumination, fill and 
color film compatible." 

Ken Palius, Director of Photography 
"E", uses the Spectra 3-Color Meter 
exclusively in both television and cine 
lighting and is quoted as follows: "The 
Meter is very useful in checking the 
Kelvin output of discontinuous-spec¬ 
trum lamps. On coverage of sports 
events in stadiums and arenas, the 3- 
Color Meter is 'worth its weight in gold' 

because of the many variations in light 
sources that are encountered." 

(AUTHOR'S NOTE: My organiza¬ 
tion specializes in multiple-camera film¬ 
ing activities that often present special 
lighting demands. The 3-Color Meter has 
proved to be essential in assuring consis¬ 
tent color balance between cameras that 
are simultaneously filming scenes that 
are lit with mixed illuminants.) 

The desired response and critical 
accuracy of the instrument is accom¬ 
plished through the careful selection of 
the 3-color separation filters and photo 
detector combination. By means of a 
special built-in solid-state amplifier, the 
sensitivity of the meter provides a capa¬ 
bility of taking accurate readings in 
ambient light levels that are as low as 
five foot-candles. 

The color separation filters are posi¬ 
tioned by simply actuating a three-way 
trigger system with one hand. Readings 
can be obtained simply and quickly 
from a large, easy-to-read dial that is 
graduated in both Kelvin and Spectral 
distribution index values. 

A spectrasphere can be fitted over 
the front of the 3-Color Meter which 
will integrate different light sources 
when using mixed lighting. 

The instrument is available in two 
different models. The Model C has a 3" 
meter and is most popular with cinema¬ 
tographers because of its compactness. 
The Model D features an easy-to-read 
51/2" meter which is engraved in large 
double-scale blue/red and green/red film 
balanced color temperatures. 

A Spectra filter computer is provided 
with the instrument to determine 
proper correction filter selection. Six¬ 
teen (16) light-balancing filters and 
eight (8) color-correction filters 3" x 3” 
in size are available from Photo Re¬ 
search in either gelatin or glass. Equiva¬ 
lent filters are also available from East¬ 
man Kodak, Rochester, N.Y.; Tiffen 
Optical, Roslyn Heights, N.Y.; Ednalite 
Corp., PeekskiII, N.Y., or any commer¬ 
cial photo dealer. 

The 3-Color Meter can solve many of 
the serious color-balance problems that 
face the cinematographer who is filming 
with "uncontrolled" light sources. This 
instrument can also reduce subjective 
decision-making that can often lead to 
color imbalances which cannot be fully 
corrected by the printing laboratory. 

It is an established fact that the 
ultimate in color fidelity can be ob¬ 
tained by film-testing the scene prior to 
shooting, but the procedure is often 
impractical because of time and budget 
limitations. It is my opinion that the 
best alternate to a film test is the 
diligent use of the Spectra 3-Color 
Meter. ■ 

Wade Bingham, well-known documentary 
news cameraman for CBS shown using the 
Spectra 3-Color meter during shooting of 
television special. 

The Model C Spectra 3-Color Meter has a 3" 
circular meter and is most popular with 
cinematographers because of its compact size. 



The unshot New Tork Skyline... 

of Texas. 
No, they haven’t moved New 
York. And we’re not moving 
Texas. This is just a friendly 
Texas reminder that we’ve got a 
metropolis or two, too. Film 
makers and cinematographers 
need to know that there is a 
fresh approach to shooting “the 
city.” There’s Dallas, the 
Southwest’s largest banking 
center, leader in wholesale 
business, among the leaders in 
“million dollar” companies, and 
one of the nation’s top three 
fashion markets. There’s 
Houston, the nation’s sixth 
largest city, boasting a $100 
million entertainment complex, a 

156 acre medical center, and 
headquarters for the 
man-in-space NASA effort. 
There’s San Antonio, where a 
622 foot tower stands guard 
over the site of the 1968 Texas 
World’s Fair and a 16th century 
Spanish town. Maybe the new, 
fresh, unique, and exciting 
you’ve been looking for is here 
... in Texas. Just call us. We’ve 
got the answers ... and the 
photos to prove it. 
Your central source for film 
production service. 
4fljrr~'N Texas Film Commission 

Warren Skaaren 
PI 11 Executive Director 
Drawer P Capitol Station 
Austin, Texas 78711 o (512) 475-3785 
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MATERIALS FOR LIGHT CONTROL 
Diffusion, Color Media and Reflectors . . . 
Some New Ideas and Some Familiar Ones 

By RICHARD F. GLICKMAN 

The control of light and shadow is 
the primary skill of the creative cinema¬ 
tographer. At first this may seem a 
simplistic view, but it is the essence of 
the art form, and is anything but simple 
to accomplish. This work requires not 
only an artistic sense, but also a thor¬ 
ough understanding of the tools avail¬ 
able for accomplishing the lighting func¬ 
tions. 

In recent times the trend has in¬ 
creased toward the production of film 
on location. A great proportion of film 
is produced for TV. Locations, with the 
use of real structures, do not permit the 
application of many of the implements, 
and therefore the lighting techniques, 
which are practical in the studio. The 
pressure to produce film on short pro¬ 
duction schedules, especially for TV, 
has forced the re-examination of the 
traditional lighting tools and the related 
practices used in the production proc¬ 
ess. An example of this is that the use of 
multiple PAR lamp fixtures has in¬ 
creased sharply due to the compactness 

and the high efficiency of these units. 
They produce a great deal of light for a 
modest power input. The quality of the 
light and the controllability tend to 
leave much to be desired. The search for 
new diffusion materials has been 
spurred by this and related needs. 

Cinematography in natural interiors 
has become a commonplace, and this 
has increased the pressure for new 
means to deal with the problem of 
balancing daylight coming through win¬ 
dows. New materials had to be brought 
forward to make these shots practical 
within today's time and budget limita¬ 
tions. 

As is the case with any activity which 

(ABOUT THE AUTHOR: Dick Glickman, for 
12 years, was variously Chief Engineer, Direc¬ 
tor of Engineering and Manager of Research 
and Development for Colortran. He has been 
in private consulting practice for just over a 
year, doing product design and development, 
marketing and systems work in the fields of 
theater, television and film. In addition to his 
engineering activities, he is active in the 
Theater, Television and Film Lighting Com¬ 
mittee of the Illuminating Engineering Socie¬ 
ty, having just been named as Western Vice- 
Chairman. Dick's last published effort in 
American Cinematographer was in January 
1972, with Si Wexler and Karen Siegert, 
entitled "A New Tool for Composite Photog¬ 
raphy". He is an Associate Member of ASC.) 

is not isolated from the flow of change 
that surrounds it, so the pressures of 
change have brought new materials to 
the fore in order to meet the require¬ 
ments of these new situations. Most of 
those working in these areas are aware 
of the innovations in lighting and in 
production which have emerged during 
this period. It is the purpose of this 
article to summarize the present state of 
the art in a specialized field that is not 
often thought of in an organized way. 
This area encompasses the materials 
which are used for the control of light. 
These are not the standard and well- 
known lighting accessories for the vari¬ 
ous luminaires, such as barndoors, 
snoots, etc. Instead, an attempt will be 
made to organize the materials which 
are used to change the intensity and 
character of the light after it has 
emerged from the luminaire opening. 
These are the "light control" materials. 

These materials may all be consid¬ 
ered light "modifiers". They may be 
either transparent, translucent or reflec¬ 
tive and they may be further divided 
into broad groupings, based on whether 
or not they change the spectral energy 
balance of the light passing through 
them or reflecting from their surfaces. 
In effect, one class can be thought of as 
being neutral-density light-modifying 
materials, and the other as being light 
modifiers with color-filtering properties. 
A group of reflector materials is also 
described. The very latest materials to 
make their appearance combine several 
of the functions (i.e. diffusion and color 
filtering). It is obvious that the term 
"neutral density" as used above, is 
utilized in the very broad sense that the 
material being described does not 
change the color of the light passing 
through it. 

In order to place all the new mater¬ 
ials in proper perspective, we will also 
deal with the established items in proper 
order. A brief reference to the outline 
shown on the adjacent page will be 
helpful in understanding the organiza¬ 
tion of the material as a whole. 

SCRIM 

Scrims have traditionally been mesh 
materials with varying percentages of 
open area. The scrim offers a means for 
reducing the light level without affect¬ 

ing the color temperature, and without 
refocusing the luminaire. The net effect 
is that of a mechanical dimmer. Certain 
types of light sources will cause the 
pattern of the scrim to be projected. 
This is usually not noticeable, due to 
the textures present in most natural 
situations. 

In order to provide some flexibility, 
scrims are available usually in at least 
two percentages of transmission, the 
familiar single and double scrims. In 
addition, scrim is also supplied so that 
only one half of the illuminated field is 
affected. These are the familiar "half¬ 
scrims", which permit the reduction of 
intensity to be effective on only one 
half of the field. A typical use of the 
half-scrim would be to dim the lower 
half of the light beam which is lighting 
nearer objects. This would tend to 
balance the lighting on the entire field. 

These devices have been supplied by 
the various manufacturers for many 
years as simple metal screens bound in 
metal frames. The scrims as supplied for 
the open reflector "quartz" luminaires 
have required the use of stainless steel 
screen material. 

Scrim is also available as black cotton 
net material. In this form it is used on a 
gobo frame usually some distance from 
the luminaire. Its function is the same as 
that of the metal scrim, except that it 
can affect a discrete area within a 
lighted set. 

DIFFUSION 

Diffusion materials have the effect of 
making the luminaire on which they are 
applied appear to have a larger light- 
source size than is actually the case. For 
many years, the standard material for 
application directly to lighting fixtures 
has been a fiberglas mat made up of 
chopped glass fibers in a resin binder. 
The material is a very good light dif¬ 
fuser. Its disadvantages relate to the fact 
that the binder causes the material to 
turn brown when applied to high inten¬ 
sity luminaires or open reflector fix¬ 
tures. This will cause the color tempera¬ 
ture to shift toward the warm side 
(lower apparent Kelvin temperature). In 
addition, the material is fragile and 
easily broken or pierced. One considera¬ 
tion, which is of increasing importance, 
Continued overleaf 
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TYPES AND FUNCTIONS OF LIGHT SOURCE CONTROL AND FILTER MATERIALS 

1.) Light Source Control Materials—These materials may be reflective, transparent or translucent. They permit changes in the 
intensity, direction or "shadow casting" properties of the energy from a light source without affecting the color balance of 
the transmitted light. 
A.) Scrim—useful primarily to change the light level. 

SCRIM 

A scrim reduces the amount of light, without 
affecting its color. It also has little or no effect 
upon the "character" or shadow-casting proper¬ 
ties of the light. 

B.) Diffusion—Used to "soften" the light. These materials tend to increase the apparent size of the light source, and 
therefore produce softer, less distinct shadows. 

DIFFUSION 

Diffusion material reduces the amount of light, 
without affecting its color. However, it tends to 
soften the "character" of the light, producing 
less distinct, soft-edged shadows. The effect of 
the diffusion is to make the apparent source 
size seem larger. 

C.) Reflectors—Used to redirect energy from either a natural or artificial light source. Available as either "hard" or "soft" 
types. These either reflect the original source with essentially the same (hard) or more diffuse (soft) shadow 
characteristics. 

REFLECTORS 

'HARD" SIDE "SOFT" SIDE 

The "hard" side of a reflector is 
strongly directional. It tends to 
retain the character of the light 
coming from the source, produc¬ 
ing hard shadows. The "soft" side 
is less directional. The diffused 
surface produces softer shadows. 

Diagram shows the use of soft, 
I ight-weight reflector sheet 
when used with high-efficien- 
cy lighting units. Illustration 
demonstrates bounce lighting 
where the entire room, in ef¬ 
fect, becomes the source. 

2.) Light Source Filter Materials—These materials are usually transparent. They are used to change the color balance of the 
transmitted light. 
A. ) Filters for Mood or Effect—No particular concern for precise color correction. Application is governed by artistic 

judgment. 
B. ) Color Correction Filters—In these applications, the materials are used to change the color balance of the light from 

various sources in order to permit the final color balance to be appropriate to match the emulsion requirements of color 
film. 
(1) Artificial Sources 

(a) Carbon Arcs—Various color filters used to adjust the color balance of the light from this source. Filter 
selection usually depends on the need to match other sources (natural and artificial). 

(b) Incandescent Sources—Various filters used to adjust the color balance, usually to be a match for "daylight". 
These may be in the form of absorption types (gelatine, acetate, polyester or glass), or interference types 
(dichroic). 

(2) Natural Light Sources—These are materials, applied at windows usually, which change the color balance of the 
incident daylight in order to match the requirements of color film. 

Diagram illustrates interior filming with daylight coming through 
windows. Film is tungsten type or, if daylight type, camera lens is 
filtered. Daylight entering the room through the windows is being 
filtered with 85+ND correction. Interior lighting utilizes 3200° 
Kelvin light. Use of appropriate amount of ND with 85 allows 
cameraman to establish lighting balance, without being dominated 
by the incident light. 

3.) Combined Materials—These combine effects, such as diffusion and color correction. This is an entirely new class of materials. 
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is based on the unpleasant effects of the 
fiberglas fragments which cause itching 
and skin irritation in many people. The 
pressure to replace the material has been 
steadily increasing because of this prob¬ 
lem. 

Other materials for diffusion have 
been pressed into service by innovative 
cameramen and gaffers at various times. 
These have ranged through a gamut 
from cheesecloth to drawing vellum. As 
the use of the multiple lamp fixtures 
increased in recent years, so the search 
for better, more consistent diffusion 
materials has intensified. Recently, sev¬ 
eral new materials, designed to meet the 
particular needs of the cinematographer, 
have made their appearance. Five of 
these are noteworthy. 

One of the most interesting of the 
new materials was specifically designed 
to replace the spun glass described 
above. It is a non-woven polyester mat. 
It will not turn brown under high heat, 
and totally avoids the handling prob¬ 
lems. Those who have used the material 
state that it gives the same diffusion 
quality as spun glass. While spun glass, 
in the most commonly used thickness, 
represents about a one-stop light loss, 
this material as received from the manu¬ 
facturer has about a one-and-a-third- 
stop loss. One of the most interesting 
properties of this diffusion is that by 
stretching it out in both directions the 
light loss can be reduced to one stop. 
The stretching operation is easily per¬ 
formed in the hands, and is very non- 
critical. The material seems to self-limit 
the amount of stretching it will permit. 

Another new diffusion material has 
been rapidly accepted by a number of 
cameramen in Hollywood. It offers a 
diffusion effect which is comparable to 
silk. The material is a relatively stiff, 
clear polyester sheet, which appears to 
have scratches in it running in one 
direction. The diffusion properties of 
the sheet have a directional character. 
The light is spread somewhat more in 
the direction perpendicular to the 
scratches. This material has a deceptive 
appearance, and, at first examination, 
would not seem to offer much promise 
for diffusion. The experience of those 
who have used it belies its appearance. 
A number of companies in Hollywood 
have converted completely to this 
material as their basic diffusion. It has 
good resistance to heat, and can be used 
in the color frame in most luminaires. 

Yet another new diffusion material 
has made its debut for another type of 
application. This is intended where the 
need is for the highest possible degree of 

diffusion. At first look, this material 
appears to be drawing vellum, but it is 
not paper. It is a plastic sheet, with 

SUMMARY CHART OF LIGHT-CONTROL MATERIALS 

Classification Manufacturer Trade Name 
Comments and Available 
Size/Designation 

SCRIM MATERIALS 
Wire Screen Various Scrim Available from the various 

fixture manufacturers for 
their fixtures. Also 
available (single and 
double) in 36” x 100 foot 
rolls. 

Scrim (cloth) Various Scrim Black cotton net material. 
Sold by the yard (72” 
width). 

DIFFUSION MATERIALS 
“Frost” Materials 
Gelatine Brigham 

Rosco Labs 
Brigham 
Roscogel 

#1; SS-1 
#201; SS-1 

Acetate British Celanese 
Mole-Richardson 
Rosco Labs 

Cinemoid 
Molocolor 
Roscolene 

#29 Heavy, #31 Light; SS-1 
MR #1; SS-1 and RS-4 
Cine Frost; RS-4 

Polyester Colortran 
Lee Filters 
Rosco Labs 
Ryu Den Sha 

Gelatran 
Lee Filters 
Roscolar 
Ryuchrome 

#99; SS-2, RS-1 and R$-5 
#129; SS-3 and RS-5 
Tough Frost; RS-6 
F-l, F-2; SS-2 

Other Diffusion Materials 
Fiberglas Mat Various Spun glass (.010 and .015) 36” x 100 

yard rolls 

Silk Various Silk 36” wide (sold by the yard) 

Glass Textiles Colortran 

Rosco Labs 

Super Silk 

Silkglass 

48” x 10, 35 or 100 yard 
rolls 
48” x 25 yards 

Vinyl Leonetti 
Rosco Labs 

Velvateen 
Softfrost 

RS-8 
RS-8 

Plastic-based materials 
with “vellum” appearance. 

Lee Filters 
Rosco Labs 

Diffusion White 
Rolux 

48”x 33 foot rolls 
(very dense); RS-6 

Polyester sheet Rosco Labs Tough Silk (scratched appearance); RS-6 

Polyester mat (non-woven) Rosco Labs Tough Spun RS-6 

REFLECTORS 
Reflector Board Covers Rosco Labs Roscoflex-H 

Roscoflex-S 
Roscoflex-SB 

Roscoflex-SG 

Hard side reflector 
Soft side reflector 
Soft side reflector 
(blue tinted) 
Soft side reflector 
(gold tinted) 
(all Roscoflex materials 
above are supplied in 
48” x 30 foot rolls) 

Soft Reflector Rosco Labs Roscoflex-F Extremely lightweight 
(225 square feet weighs 
one pound); RS-8 

COLOR FILTERS FOR MOOD OR EFFECT LIGHTING 
Gelatine Brigham Brigham 

Rosco Labs Roscogel 
Approximately 75 colors; SS-1 
Approximately 74 colors; SS-1 

Acetate British Celanese 
Rosco Labs 
Ryu Den Sha 

Cinemoid 
Roscolene 
Ryuchrome 

Approximately 60 colors; SS-1 
Approximately 52 colors; SS-1 
Approximately 60 colors; SS-2 

Polyester Colortran 

Lee Filters 

Gelatran 

Lee Filters 

Approximately 20 colors; 
SS-2, RS-1 and RS-5 
Approximately 20 colors; 
SS-3, RS-5 

sufficient body for easy handling, which 
has the ability to soften the effect of 
even the most concentrated and intense 
"point source" types of light sources. It 
can be applied to the multiple PAR- 
lamp holders (Mini and Maxi-Brutes, 
etc.) at a distance such as that provided 
by the extension of the barndoors on 
these units. At this distance, the mater¬ 
ial is durable and stable, and can pro¬ 
duce an almost “soft-light" effect from 
these types of fixtures. The material 
does not turn brown or get brittle due 
to exposure to the high light and heat 
levels. 

Several woven fiberglas textile mater¬ 
ials have recently made their appear¬ 
ance. These are intended for the replace¬ 
ment of silk diffusion and for general 
application. They are supposed to avoid 
the handling problems of the fiberglas 
mat material due to the fact that they 
are woven of yarn made up of very 
small-diameter fibers. 

Two vinyl diffusion materials also 
have recently appeared. These have poor 
heat resistance and must be used some 

distance from the lights. They represent 
low-cost replacements for "Marlex" 
sheets. 
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Classification Manufacturer Trade Name 
Comments and Available 
Size/Designation 

Rosco Labs Roscolar Approximately 52 colors; 
SS-1, RS-6 

COLOR CORRECTION FILTERS—CARBON ARCS 
Gelatine Mole-Richardson Molocolor SS-1 

Acetate Mole-Richardson Molocolor SS-1 and RS-4 
Rosco Labs Roscolene MT-2 and MT-2V2; RS-6 

Polyester Colortran Gelatran RS-2 
Lee Filters Lee Filters RS-5 
Rosco Labs Roscolar RS-3 

COLOR CORRECTION FILTERS—3200° KELVIN TO “DAYLIGHT” 
Glass Absorption-type filters. Contact the various fixture manufacturers 

for information relative to filters for their lights. 

Dichroic (on glass) Interference type filters. Contact the various fixture manufacturers 
for information relative to filters for their lights. 

Acetate Mole-Richardson 
Rosco Labs 

Molocolor 
Roscolene 

TD-25 and V2 TD-25; RS-5 
Cine TD-25; RS-6 

Polyester Colortran Gelatran #72; SS-2, RS-1 and 
RS-5 

Lee Filters Lee Filters CT Blue; RS-6 
Rosco Labs Roscolar Tough Blue 50; RS-7 

COLOR CORRECTION FILTERS—BOOSTER COLORS 
Acetate Rosco Labs Roscolene Cine Booster Blue (+800 K); 

RS-6 
Rosco Labs Roscolene Cine V2 Booster Blue 

( + 300° K); RS-6 
Rosco Labs Roscolene Cine 26 Blue (+600° K, 

with warm skin tones); RS-6 
Rosco Labs Roscolene Cine V2 26 Blue (+300° K 

with warm skin tones); RS-6 

Polyester Lee Filters Lee Filters 1/2 CT Blue ( + 1100° K); RS-5 
Lee Filters Lee Filters >/4 CT Blue (+400° K); RS-5 
Rosco Labs Roscolar Tough V2 Booster Blue 

( + 800° K); RS-6 
Rosco Labs Roscolar 

1 

Tough >/4 Booster Blue 
(+400° K); RS-6 

COLOR-CORRECTION FI LTERS—DAYLIGHT TO 3200° 
INCLUDING NEUTRAL-DENSITY TYPES 

KELVIN (WINDOW FILTERS) 

Gelatine Mole-Richardson Molocolor MT-2 and 5 ND values; SS-1 

Acetate Mole-Richardson Molocolor 85 and 4 ND values; SS-1 
and RS-4 

Rosco Labs Roscolene 85 and 3 ND values; RS-5 
Ryu Den Sha Ryuchrome 85N3; SS-2 

Vinyl (self-adhering) Colortran Self Stick 85 and 1 ND value; RS-6 
Lee Filters Lee Filters 3 ND values; SS-4 
Rosco Labs Roscovin 85, 3 ND values, and 85N3, 

85N6 and 85N9; RS-8 

Polyester Lee Filters Lee Filters CTO+0.3ND and CTO+0.6ND; 
RS-5 

Acrylic (rigid panels) Rosco Labs Roscolex 85, N6, N9, 85N6 and 85N9; 
48” x 96” 

Samuelson Samcine 85, N3, N6, and N9; 60” x 84” 

COMBINATION DIFFUSION AND COLOR CORRECTION FILTER MATERIALS 
Diffusion with 
Color Adjustment 

Rosco Labs Rolux Plus Correction overcomes 
tendency of diffusion itself 
to be “warm”; RS-6 

Diffusion with Conversion 
(3200° K to “daylight”) 

Rosco Labs Tough Frost 
Blue 

Full daylight from 3200° K, 
on a diffusion base material; 
RS-6 

REFLECTORS 

This group of materials has been 
included because of the original concept 
that those materials would be described 
that offered some means for light con¬ 
trol. It is interesting to note that this is 
a completely new class of materials 
relative to film production applications. 

The reflector board has existed for 
many years, but it was never possible to 
speak of the reflector separately from 
the board. The use of the extremely 
fragile foil which had to be applied in 
5"x5" squares, and the attendant skill 
required to resurface a board, are the 

traditional hallmarks of this system. In 
addition, the surfaces were extremely 
fragile, and subject to attack by salt air 
and humid atmospheres. With all these 
drawbacks, the reflector board has con¬ 
tinued to be used by many cinematog¬ 
raphers because of the convenience and 
speed with which it can be handled, and 
also, of course, because it requires no 
power. 

The means are now at hand for 
realizing all the advantages of the reflec¬ 
tor board, with almost none of the 
classical problems. As noted earlier, 
these new materials make this tradition¬ 

al tool more useful. The new coverings 
are metallized plastic laminates with 
pressure-sensitive adhesive backings. The 
re-covering of a board is simply a matter 
of cutting the correct size sheet from 
the roll, peeling the protective cover 
from the adhesive back and smoothing 
it into place on the board. 

The new board coverings are avail¬ 
able in two finishes that precisely match 
the performance of the "hard" and 
"soft" sides respectively of the tradi¬ 
tional board. The stability, mechanical 
strength and corrosion resistance of 
these materials were well demonstrated 
on "HAWAII FIVE-O", which used the 
same set of boards (and covers) for an 
entire season's shooting. 

The demands of location photog¬ 
raphy are such that the highest level of 
ingenuity must be exercised by the 
cinematographers and gaffers who func¬ 
tion in these settings. One of the mater¬ 
ials which was being utilized in these 
siutations was the so-called "Space Blan¬ 
ket". This small, aluminized, lightweight 
polyester-based item (intended for an 
entirely different function) was being 
used as a convenient way of placing a 
reflector surface in almost any location. 
The reflector could be held in place 
with tape, and served as a bounce 
surface for difficult locations. The re¬ 
flectance of the surface was poor, but 
the overall functioning of the material 
filled a unique requirement. 

Now the material is available for use 
by cinematographers, in a high-reflec- 
tance finish, and in large rolls. The 
material base is a tough polyester film 
only .00015 inches thick and is so light 
that a 54"-wide roll 50 feet long weighs 

one pound. With this material, literally 
any area (ceiling, floor or wall) can 
become a bounce surface. It is possible 
to turn an entire room into a softlight. 
The extremely lightweight form permits 
the material to be located and held in 
place with any kind of tape. In one 
recent application, the entire top of a 
closet was lined with this material in 
order to permit filming in this restricted 
location using only the closest light. 

FILTER MATERIALS 

These comprise the general class of 
materials which are used to modify the 
spectral energy distribution of the light 
from any source. Sometimes the pur¬ 
pose of the filtering can be for mood or 
effect only. More commonly, the appli¬ 
cation of color-modifying filters to light 
sources is to accomplish the modifica¬ 
tion of the light so that it is suitable to 
properly render colors on a particular 
emulsion. 
Continued on Page 918 
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WHAT’S 
A NICE CAMERA 

LIKE ACL 
DOING IN A 

PLACE LIKE THIS? 
TAKING SHARP, STEADY, SYNC ACCURATE PICTURES 

In revolutions, on the high seas, uptown or with the Nixons in China, 

the new ECLAIR ACL, 16 mm film camera is a stickout. 

It shoulder balances comfortably and is easy to aim, 

changes magazines in 5 seconds or less 

and does away with finger fumbling threading. 

Powered by a pocket-size battery that drives 2,400 feet of film 

before recharging (in less than 30 minutes). 

It’s quiet, astonishingly quiet, weighs under 9 lbs., 

mounts any lens and takes a beating. 

The price helps, also. 

ECLAIR 
FOR THE ACL BROCHURE. WRITE OR CALL. 

ECLAIR CORPORATION 

73 S. CENTRAL AVE., VALLEY STREAM. N Y 11580 PHONE: (5161 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 



ONE UNIT DOES IT ALL! 
UNIVERSAL CRYSTAL SYNC MOTOR CONTROL 

FOR ALL CAMERAS 

Communication Arts has de¬ 

veloped a new concept in a crys¬ 

tal sync motor control for all 
motion picture cameras that 

lowers equipment costs. One 

universal crystal sync unit im¬ 

mediately interchangeable on all 

motion picture cameras . . . Only 

system available that works from 

all existing signal outputs at flip 

of a switch ... All battery volt¬ 

ages, makes most any camera a 

sync camera . . . More precise 

speed control for silent shooting. 

COMMUNICATION ARTS, INC. 
BOX 478 
BERNARDSVILLE, N. J. 07924 

(201) 766-4012 
ARRI S 

BOLEX 

AURICON 
CONVERSIONS 

FEATURES 
• Compact, light weight, fits Cine 60 belt. 
• Uses standard variable speed motors on Arri S, M and 35 
• Rugged, and environmentally protected for hard use 
• "Hot Line" backup guarantee 
• Same protective finish as big jet planes. Washable 
• Variable speed Arri BL . . . Also Auricon conversions and 

other cameras with our motor adaption 
• Versatile . . . Works with smallest to largest cameras. 

TECHNICAL SPECIFICATIONS 
• 24 Frames per second ±15 PPM; 0-140 F 
• 50, 60 or 6000 cycle switchable tach inputs 
• Accepts D. C. inputs 8 to 35 volts 
• Out of synch warning light 
• Latest CosMos integrated circuitry 

$650. At your regular dealer. 
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TOGETHER TO BRING YOU THE STELLAYOX 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 (8V2"xl 01/2"x314"), 

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. 

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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Little guys or Big Guys 
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. 

CATCH 
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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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 $1 79. 
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The good life. Those who live it know there is more to it than just things money can buy. 

The Beaulieu 4008ZM2 ... They know it means cultivating the art of good living in whatever they do-taking time to 
appreciate quality, style, outstanding performance. For those who live the good life and are 

For The Sophisticated aware of the thrill of “seizing the moment" and capturing it for all time —filming it with a 

Super-8 Filmmaker. Beaulieu Super-8 becomes an added dimension in good living. 

The Beaulieu 4008ZM2 combines sophisticated space age design and styling with pains¬ 
taking old world craftsmanship. It is the most technologically advanced Super-8 camera 
available at any price. Consider, for example, its super wide angle zoom lens. 

No other Super-8 can match Beaulieu's 6-66mm (11:1 ratio) interchangeable zoom lens! 
This fast Beaulieu-Optivaron fl .8 zoom lens provides a super wide 67° angle of view —so I 
necessary for filming in confined quarters, and so ideal for capturing breathtaking pano¬ 
ramas. A 6-66mm zoom lens with macro power focusing to 1 mm from the front element of 
the lens, and even closer if desired. A 6-66mm motorized zoom lens, with zoom speeds 
continuously variable from 2 through 12 seconds duration. A 6-66mm zoom lens which is 
easily interchangeable with a choice of over 1000 cine and still photographic lenses, such j 
as an.y of the fine lenses used with your Nikon or Hasselblad cameras. Or even with your 
compact Questar telescope. 

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

Get all the facts on the new Beaulieu 

with 6-66mm zoom lens. Ask for a 

demonstration at your finest camera store, 

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. 

CINEMA JELaaidiaiL 
A DIVISION OF HERVIC CORPORATION 



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 

tqf Ektachrome Film. Speed 
50 FPM. 

$22,500 

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

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

film breakage, pulled perforations, scratches and 

operator error. The film can be deliberately 

stalled in the machine without film breakage or 

significant change of film footage in solutions. 

The heart of any film processor is the drive 

system. No other film drive system such as 

sprocket drive, bottom drive or simple clutch 

drives with floating lower assemblies can give 

you the performance capability of the unique 

Filmline Overdrive Film Transport System. 

• “TORQUE MOTOR TAKE-UP” gives you constant film 

take-up and does not impose any stress or strain 

on the film itself. Completely independent of the 

film transport system. This FILMLINE feature is 

usually found in professional commercial pro¬ 

cessors but is incorporated on the FE-30 and 

FE-50 models as standard equipment. Don’t 

settle for less! 

• ‘‘TEMP-GUARD” positive temperature control sys¬ 

tem. Completely transistorized circuitry insures 

temperature control to well within processing 

tolerances. Temp-Guard controls temperatures ac¬ 

curately and without the problems of other 

systems of lesser sophistication. 

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

to-dry time, improves film results, and carefully 

controls humidity content of your valuable (and 

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

without the usual curl associated with other 

film processors. 

“ZERO DOWN TIME” The reputation of any film 

processor is only as good as its reliability. The 

combination of the exclusive and special added 

Filmline features guarantees trouble-free opera¬ 

tion with absolute minimum down-time and with¬ 

out continual operator adjustments. Recapture 

your original investment in 2 years on mainten¬ 

ance savings alone. Filmline’s “Push the button 

and walk-away processing” allows inexperienced 

operators to turn out highest quality film. 

•“MATERIALS, CONSTRUCTION AND DESIGN” All 

Filmline machines are constructed entirely of 

metal and tanks are type 316 stainless steel, 

heliarc welded to government specifications. The 

finest components available are used and rigid 

quality control standards are maintained. 

Compare Filmline features to other processors 

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

evaluation will convince you that Filmline offers 

you more for your investment. 

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

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

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

AM-72 

Send for Literature. 

Time & Lease 

Plans Available. 

“When you buy quality Filmline Costs Less” 

(203) TR 8-2433 
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YELLOWSTONE WONDERLAND 
Continued from Page 865 

of white boiling water gushes up from 
its center. On the map this gem-like 
phenomenon is called Crested Pool. 

The crew breaks out the cameras and 
films Dr. Brock taking temperature 
measurements at the pool, while I run 
amuck in my own orgy of picture¬ 
taking. On the way out we pause to 
drink from a crystal-clear stream that 
meanders through the meadow. 

Our next stop is Roaring Mountain— 
and it is unlike anything I have imagined 
in my wildest fantasies. Picture a vast 
peak that appears to have smoke belch¬ 
ing forth from its entire slope. Of 
course, it is not smoke at all, but 
super-heated steam and gaseous vapor 
surging up through hundreds of vents 
(called fuma/oles) that perforate its 
surface. All of this is accompanied by a 
low roaring sound, which gives the 
mountain its name. The total effect is 
that of a landscape in Hell. 

The crew sets up at the bottom of 
the mountain to film a scene of Dr. 
Brock picking his way upward through 
the boulders, as jets of steam and 
sulphur-laden gases belch out of the 
vents at him—a kind of "Orpheus as¬ 
cending" effect. Then the director says 
he wants a shot of his star making it 
along the ridge of the peak. Dr. Brock, 
obviously in tip-top form, goes loping 

Dr. Brock reads the temperature of the water 
in an azure circular pool that bubbles and 
spumes atop a mound in a beautiful meadow. 

The crew waits patiently for the optimum moment to shoot scenes of Riverside Geyser, which 
steams furiously in promise of things to come. In full eruption, the unique geyser sends an almost 
horizontal arc of water spouting into the adjacent Firehole River. Like most phenomena in the 
Park, its eruption cycle has been quite accurately calculated. 

up the trail like some sort of hooved 
species, while I, sagging under the 
weight of my camera gear, struggle to 
keep up with him. When we are almost 
to the top, my Nikon 200mm lens 
(luckily in its leather case) jars itself 
loose from my gadget bag and goes 
bouncing down the slope. I go clamber¬ 
ing down after it, falling tail-over-teaket¬ 
tle on the way. 

The lens comes to rest squarely in 
the mouth of a fumarole. Had it landed 
at a slightly different angle, it would 
have continued all the way through to 
the bowels of the earth. Even so, I have 
the devil's own time extricating it from 
the belching fissure without having all 
the skin on my hand removed by live 
steam. 

Later, back at the bottom of Roaring 
Mountain, the lads film a scene of Dr. 
Brock taking specimens of the vivid 
blue-green algae which live in a narrow 
stream of boiling water that winds its 
way down the fuming slope. 

The Pause That Refreshes 

It becomes a ritual that, after a long 
day over a hot camera, we repair to a 
West Yellowstone beer and pizza palace 
called The Gusher—there to pull our¬ 
selves together and quaff a few brews. 
It's an ordinary enough place, but some¬ 
how suggests the ambiance of a frontier 
saloon and serves as an unofficial social 
center for the town. The denizens of 
The Gusher form a mixed-bag of hu¬ 
manity, ranging from shaggy hip types 
to super-square-looking pillars of the 
Establishment. However, it's a lively, 

colorful spot and I like it. 
So do Bert and Ulf—but for a differ¬ 

ent reason. Having originated in Europe, 
they are both turned on to beer in 
gargantuan amounts. They regard The 
Gusher as a kind of "pit stop" for 
refueling. Each of them orders a huge 
pitcher of brew for himself and settles 
down to enjoy it. Since I have neither 
the taste nor the bladder for that 
quantity of beer, I play it more conserv¬ 
atively, but watch in awe as they swill 
down the entire pitcher and ask for 
more. I can't help wondering how many 
miles they get to the gallon. 

In The Gusher, while engaging in our 
nightly chug-a-lug, the conversation in¬ 
variably gets around to film-making, and 
Van Bork discusses some of the special 
problems they have in regard to the two 
pictures they're shooting here. 

"When it comes to the picture that is 
strictly about Yellowstone, I can take a 
lot of license with light and exposure in 
order to capture certain mood effects," 
he tells me, "but the scientific film 
about the micro-organisms in the hot 
springs is a completely different chal¬ 
lenge. Here we are working with a 
scientist collaborator. Dr. Brock, to 
whom it is critically important that 
things show up on film with precise 
color fidelity. For example, if I should 
underexpose—especially on the deep 
blues and greens—the colors would go 
too dark and could not be made to look 
really authentic, even with lab correc¬ 
tion. On the other hand, should I 
overexpose, the yellows, oranges and 
reds would be washed out and it would 
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(LEFT) Setting up to shoot scenes of the eruption of the Pink Cone Geyser. Van Bork lies on the rock with his camera set for a low angle. 
Misgauging the time interval, he lay there for two hours until the obstinate geyser decided to do its thing. (CENTER) The recalcitrant geyser finally 
goes off in a spectacular performance that lasts about 45 minutes, allowing ample time to change angles. (RIGHT) Close shot of the Pink Cone 
Geyser. Its narrow funnel sends a condensed column of super-heated steam and boiling water high into the air. 

(LEFT) The crew prepares to film a scene of microbiologist Dr. Thomas D. Brock as he takes temperature measurements at one of the many hot 
springs that flow through Yellowstone National Park. (CENTER) Moving in for an over-the-shoulder shot of the same action. (RIGHT) The 
breath-taking natural sculpture of Minerva Terrace at Mammoth Hot Springs in Yellowstone. The spectacular terraces are composed of travertine 
(limestone or calcium carbonate) that has been dissolved in hot carbonic acid and ejected from below ground. On the surface, as the acid becomes 
both weaker and cooler, it precipitates the travertine to form these beautiful formations. 

(LEFT) The camera crew films interior shots inside Dr. Brock's permanent Yellowstone laboratory, 
which is composed of three huge mobile home units. Dr. Brock returns to research sessions in this lab 
each summer, between teaching sessions at the University of Wisconsin. (CENTER) A meter reading is 
taken prior to filming an over-the-shoulder shot of Dr. Brock at work. (RIGHT) Bert Van Bork sets up 
the Arriflex camera on a microscope mount of his own design. 

(LEFT) A smoking pathway up Roaring Mountain, a steaming mountain of mystery. (CENTER) The film-makers use the Nagra recorder to capture 
the sounds of a growling hot springs. The multitude of hydro-thermal phenomena in the Park emit a vast variety of sounds, all of which are duly 
recorded for the film's sound track. (RIGHT) The natural sculpture of Grotto Geyser is as awe-inspiring as any of the work of Henry Moore, which it 
closely resembles in form. The unique shapes are the result of geyserite being deposited upon trees which once grew around the geyser. 



One of two films deals with Man—not against 
the wilderness—but working in harmony with 
it to preserve its ecology, while revealing its 
secrets. 

be impossible to put the richness of the 
colors back in. Since the bacteria and 
algae vary greatly in color depending 
upon the temperature of the water, it is 
scientifically important that these colors 
be rendered with realistic precision. It 
takes a lot of careful calculation to get 
the exposure just right." 

Speaking of exposure, I have noticed, 
during our forays into the wilderness, 
that he usually uses the Spectra incident 
meter when photographing vast, front- 
lighted vistas—but, when he moves into 
closeups or has a back-lighted subject to 
contend with, he whips out his Pentax 
spot meter and uses that instead. 

"That's right," he nods. "The scien¬ 
tist wears clothing of very neutral colors 
and if he goes into silhouette it's alright. 
I don't have to glamorize him, so I don't 
use any reflectors. But the things he's 
working with are something else again. 
If I move in for a closeup of the bacteria 
or algae, I use the spot meter on them 
to make sure I get the correct color 
rendition. Then, too, steam and gushing 
water are more dramatic when filmed in 
back-light and I find that, under those 
conditions, the spot meter gives me a 
more accurate exposure." 

I've noticed that he uses a wide array 
of prime lenses with the Arriflex, but no 
zoom lens, and I ask him about this. 

"We carry a full complement of 

904 

Cooke lenses—16mm, 25mm, 50mm, 
90mm, 150mm and 300mm," he tells 
me. "I don't use a zoom lens because I 
don't think it would fit the mood of the 
pictures we're making here. The idea of 
zooming in and out of hot springs 
doesn't grab me too much. But there are 
practical considerations, too. A zoom is 
a long lens, a big pice of glass that is 
unprotected. Considering the amount of 
climbing and hiking for miles that we 
have to do, it would be too fragile a 
piece of equipment to use under these 
conditions. Also, I've rarely found a 
zoom lens that is as sharp as good prime 
lenses." 

The Inside Story 

We move into the mobile home units 
to shoot scenes of Dr. Brock at work in 
his beautifully-equipped laboratory. The 
boys light the whole place up with a few 
small quartz lamps and I notice that 
they now take special pains in lighting 
Dr. Brock. 

"There is a contrast of approach in 
here," Bert tells me. "Up until now 
we've seen the scientist out in the wide 
open spaces, where he's relatively un¬ 
important, compared to the surround¬ 
ings. But now we go with him into his 
main habitat, the laboratory, and it's 
the first chance we have to see him at 
work in his specialty. Here I'm very 
interested in bringing out the character 
of the man, in contrast to the rugged 
outdoor scenes we shot before, so I'm 
very careful about lighting him." 

They shoot scenes of Dr. Brock 
preparing samples of algae and bacteria, 
looking at them under his microscope 
and doing the other basic operations 
that take place in his lab. Then it's time 
to zero in on photomicrographic shots 
of what he sees under the microscope. 

Van Bork unpacks an assortment of 
complicated plumbing and fits the 
pieces together like an Erector Set. It 
ends up looking like a Rube Goldberg 
special, but it's actually an ingenious 
microscope mount for the Arriflex. 

"This equipment is all my own de¬ 
sign," he tells me, "and it consists of 
parts of two microscopes which I've put 
together. It's made to my specifications 
and it's important that it can be broken 
down into small parts because we take it 
with us frequently on location and it 
has to be portable. It's very large when 
it's set up, but it breaks down into little 
bits and pieces. You have to know 
exactly how to put it together again 
because, in the places where we go, 
there's nobody to help you figure it out. 
Lining it up for shooting is a very 
critical procedure." 

He goes through a complicated rou¬ 
tine that involves focusing the filaments 

of the special quartz lamp he is using 
onto a piece of lens tissue placed under 
the microscope. Then he racks the 
condenser up and down to arrive at the 
precisely correct distance. 

"Now I close down the aperture 
diaphragm until the halo of the light 
just disappears around the edges of the 
field," he explains, doing it. "This is to 
insure good contrast. If the aperture is 
left open too far, you have good resolu¬ 
tion and poor contrast. If it is closed 
down too far, you lose resolution, but 
you have excellent contrast. Now I open 
up the diaphragm just until it fills the 
field. I don't open it all the way, 
because this could lead to possible 
internal reflections." 

I can see what he means by a 
"critical procedure." Meanwhile, Ulf has 
been loading Ektachrome EF into the 
magazines. 

"In shooting highly-magnified algae 
and bacteria you need an enormous 
amount of light just to get an expos¬ 
ure," says Bert. "So we use the high¬ 
speed film with a rating of ASA 125 and 
this bright quartz light that has been 
specially designed for cinematography 
through the microscope." 

Dr. Brock prepares slides of various 
specimens and they're photographed un¬ 
der the microscope, with Bert's compli¬ 
cated rig working perfectly. Then the 
shooting is over and it's time for The 
Gusher again! 

The Homemade Matte Shot 

"Today," says Our Leader, with a 
Marquis de Sade leer lighting his rugged 
features, "we are really going to give 
you a workout." 

I wonder what he thinks I've been 
getting up until now, and I shudder to 
imagine what new torment he may have 
in store. 

It turns out that we are going to 
climb straight up a mountain to get to a 
vantage point where they can make a 
down-shot of Grand Prismatic Spring, 
Yellowstone's largest hot spring. 

I'm game. I've always said that if I'm 
going to drop dead, it had better be 
while doing something I find exciting. 
And the climb up this particular moun¬ 
tain would be exciting enough even for 
a mountain goat. There is an almost 
non-existent trail that leads over boul¬ 
ders and fallen* trees on an almost 
perpendicular grade. 

Bert blazes the trail like Stanley 
surging out to meet Livingstone. Ulf the 
Wolf is right behind him, laden down 
like a pack-burro with the Arriflex and 
all its accessories, the Nagra recorder, a 
sturdy Mitchell Pro tripod, plus extra 
film and magazines. Guess who's taking 
up the rear. 
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I'm in pretty fair shape, for a bat¬ 
tered warrior, but these guys are really 
incredible. They lope up the mountain 
like a couple of goats. I think they must 
extract some sort of jet-propulsion from 
all that beer they drink. Anyway, we 
make it to the top—and I'm the only 
one who's huffing and puffing. 

The view from the summit is some¬ 
thing else. Directly below lies the mag¬ 
nificence of Grand Prismatic Spring, a 
huge circular pool of incredibly blue 
water, surrounded by concentric rings 
of vari-colored algae. It has been worth 
the climb! 

"My God, a cast of thousands!” 
exclaims Bert. He is referring to the 
throngs of tourists crowding the un¬ 
sightly boardwalks that surround the 
Spring. 

"Whattaya gonna do?" I ask, con¬ 
vinced that he has finally met his 
Waterloo. 

"I guess I'll have to do a homemade 
matte shot," says he. 

"A what?” 
"I'll just have to mask them out 

some way. Can't have them cluttering 
up the composition," he says, briskly 
cutting some pine boughs. 

I watch in wonder as he tapes up an 
arrangement of boughs in the fore¬ 
ground of the shot. When he's through, 
I look through the lens. There isn't a 
sign of a tourist—or even a boardwalk. 
The precisely placed pine boughs, slight¬ 
ly out of focus, have completely masked 
them out. Grand Prismatic Spring 
sparkles below in magnificent solitude! 

I get another demonstration of this 
cinematic legerdemain when, later on, 
we sally forth to shoot scenes of Old 

Faithful Geyser, probably the best- 
known phenomenon in the Park. It is 
also the most cluttered with trappings 
of so-called civilization. It stands hard 
by a venerable old log hostelry and is 
surrounded by bleachers on which the 
"cast of thousands" is waiting to see the 
latest eruption. There seems to be no 
way—but no way—to comb Old Faithful 
out of all this claptrap. 

But Van Bork finds a way. 
We go traipsing out over what seems 

like miles of boardwalk until we come 
to the smoldering cone of Beehive Gey¬ 
ser. Behind it, in the distance, is the Old 
Faithful area. 

The camera is set up at a very low 
angle, and a 90mm lens is mounted onto 
it. This relatively long lens compresses 
the planes, while still holding an accept¬ 
able depth of field, and Old Faithful is 
brought much closer. When its cone 
spouts a proud plume of water into the 
sky minutes later, the steam cloud from 
Beehive Geyser in the foreground blots 
out the hotel and the low camera angle, 
precisely juxtaposed to the horizon line, 
gets rid of the tourists and bleachers. 
Magic! 

To Him Who Waits 

We are tooling along Firehole Lake 
Drive when we come to Pink Cone 
Geyser, so-named because its cone is 
pink—which figures. 

"Stop the car," says Bert. 
He listens. "This one's just about to 

go off," he says. "I can tell by the 
sound of it. Let's get the camera set 
up." 

The camera is set right on the ground 
and Bert lies down on the flat rock 

beside it, hand on trigger. "It's going 
any minute," says he. 

Two and a half hours later Pink Cone 
Geyser finally blows. It goes off with a 
woosh and a roar, its narrow funnel 
throwing a graceful fountain of water 
high into the air. We have fun shooting 
the setting sun through the column of 
water. 

During the long wait, Ulf had been 
running around with the Nagra, record¬ 
ing wild sound from the various bub¬ 
bling, growling things nearby. He would 
dangle the microphone down the spout 
of some geyser, only to get chased away 
when the hot water came roaring out— 
but he was getting some crazy sounds 
on tape. 

"The sound effects around here are 
fantastic and the variety is enormous," 
comments Bert later. "These sounds are 
tremendously important to our films 
and we're taking advantage of them. We 
record all of the dominant effects from 
several different perspectives, so that 
when it comes to laying in our sound 
tracks, we'll have a wide choice of 
effects. The sounds out here are like 
music, especially the hissing and puffing 
you hear in the morning. It's a feeling 
like, maybe, the beginning of the Earth, 
or something like that—an eerie feeling 
that goes well with the gutsy style of 
photography we're getting into this pic¬ 
ture?" 

I ask about any sound problems he 
may have encountered. 

"Again, you have tourists," he says. 
"You have the sounds of cars and 
people clattering along the boardwalks. 
Sometimes we have to record at night 
after most of them have left. You have 

(LEFT) Van Bork moves in for a closeup of the scientific instrument which Dr. Brock uses to measure temperature of the water in various hot 
springs. These temperatures are of critical importance in the evaluation of his research. (RIGHT) A second film, concentrating on the moody 
magnificence of the Park, is aimed toward showing it as it might have appeared to primitive man who lived there more than 8,500 years ago. By 
skillful shooting, the crew manages to avoid tourists, boardwalks and any other evidence of encroaching civilization. 



(LEFT) The main street of West Yellowstone, Montana, "Gateway to Yellowstone National Park". Despite its ultra-modern gas stations, the tiny 
town still has much of the feeling of the raw Western frontier. (CENTER) Backstrom and Van Bork converge on "The Gusher", the town's beer and 
pizza palace, which is their favorite refueling stop for the foaming brew. (RIGHT) Riverside Geyser is most unusual in that its vent discharges a jet of 
steam and boiling water almost horizontally into the adjoining river. 

(LEFT) At the edge of the Firehole River, the crew films a closeup of Dr. Brock, as his wife (who is also a scientist) visits the location. (CENTER) In 
the center of a vast verdant meadow is a high mound on top of which an azure pool boils and bubbles. It accounts for one of the most spectacular 
sequences in the film. (RIGHT) Dr. Brock stands atop Minerva Terrace at Mammoth Hot Springs. The beautiful terraces have been built up by eons 
of action by the hot waters that precipitate the multi-colored travertine. Occasionally part of the formation collapses, but Nature begins immediately 
to build it even higher. 

(LEFT) The magnificent Grand Canyon of the Yellowstone River, with the Lower Falls in the background. The Lower Falls is 308 feet high, twice 
the height of Niagara Falls. (CENTER) Dr. Brock gathers specimens of the vivid blue-green algae which grows in the hot springs. The 
micro-organisms in these springs vary in color through the entire spectrum, depending mainly upon the temperature of the water. (RIGHT) The 
indefatigable film-makers lug heavy filming equipment up a steep mountain to shoot the grand Prismatic Spring (in background). 

(LEFT) Roaring Mountain is a wide peak completely perforated by fumaroles, small openings in the surface which reach to the bowels of the earth 
and continually spout smoke, steam and gases. It is especially spectacular in the chill of early morning when the steam condenses into high columns. 
(CENTER) Dr. Brock stands at the foot of Roaring Mountain in terrain that resembles a landscape in Hell. (RIGHT) The game-for-anything scientist 
climbs to the top of Roaring Mountain so the film-makers can get a shot of him on the ridge. 



to contend with sound pollution, as well 
as boardwalk pollution!” 

Off to Buffalo 

One day we round a curve in the 
road and there stands a magnificent bull 
buffalo scarfing up the green goodies 
from the valley floor. He looks as big as 
a boxcar and must weigh about 2,000 
pounds. I have this thing about photo¬ 
graphing buffalo, so I go charging out of 
the car, camera in hand, ready to snap 
his picture. 

"Don't get too close to that beast,” 
bellows a Park Ranger, through his 
bullhorn. "He killed a man last week!” 

And so he had. The full story was 
that this buffalo had been placidly 
browsing in a meadow when some kids 
decided to make his life a living hell by 
pulling his tail and throwing rocks at 
him. The tormented beast finally 
worked up a head of steam, and the 
next human he saw—which happened to 
be a man approaching—he trampled to 
death. Somehow, my sympathies are 
with the buffalo. 

We see many other animals in the 
park—moose and elk and the whimsical 
black bears that panhandle snacks from 
the tourists. 

The days that follow are devoted to 
filming other phenomena in the Park- 
each more beautiful than the other. 

Often we hike into areas that have 
been left completely undisturbed—virgin 
oases of beauty with no tourists and no 
boardwalks. We feel like explorers dis¬ 
covering a total environment. 

We photograph pots of bubbling, 
multi-colored mud; hot springs gushing 
out of the sides of sheer cliffs; the 
unique Riverside Geyser, spouting its 
graceful arc of water almost horizontal¬ 
ly into the Firehole River, and the 
awesome Grand Canyon of the Yellow¬ 
stone River, with its Lower Falls—twice 
the height of Niagara. 

Most spectacular of all, perhaps, is 
magnificent Minerva Terrace, with its 
lovely cascades of vari-colored traver¬ 
tine. The intrepid camera crew sets up 
to shoot a scene of Dr. Brock on top of 
the Terrace. I snap a picture of them for 
the cover of American Cinematogra¬ 
pher. It's a high-contrast scene and I 
have no fill-in flash to lighten the faces. 
The hell with it—the scenery is more 
important! 

Then, inevitably, it is time for me to 
leave, since deadlines and printers wait 
for no man. 

I say silent au revoir to the Yellow¬ 
stone Wonderland, vowing to come back 
very soon. Then, with much hand-shak¬ 
ing and back-slapping, I bid fond fare¬ 
well to my rollicking buddies, Bert and 
Ulf—until our next adventure ... ■ 
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(ABOVE) A map of Yellowstone National Park, showing its location in the northwest corner of 
Wyoming. Several of the Park's main entrances are located in narrow strips of Montana on the 
North and West. (BELOW) Dr. Brock makes a microscopic study of hot spring bacteria and algae. 
Their colors vary greatly, depending upon the temperature of water in which they live. 
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Pa IrrEll OPTICAL COMPANY 
71 Jane Street, Roslyn Heights, L.I., N.Y. 11577 

Selected by NASA for Apollo flights and earth resources programs 

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

LOW CONTRAST 
FILTERS 

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. 

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. 

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. 

PROFESSIONAL CINEMATOGRAPHY 
By CHARLES G. CLARKE, ASC 

Professional Guidance For Aspiring Cinematographers 

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

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

ABOUT THE AUTHOR: Charles G. Clarke, ASC, a 
top Director of Photography at 20th Century-Fox 
for many years, and an ASC member, taught 
Advanced Cinematography at the University of 
California at Los Angeles, where he recognized 
a need for practical professional guidance for 
students striving to be the industry’s future Di¬ 
rectors of Photography. It is this need which has 
given rise to his publication of a book on the 
subject and subsequently the latest revised edi- 
tion of Professional Cinematography. The first 
edition of this valuable book has become required 
reading at many universities and schools offering 
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FILMING “STREET SCENE” 
U.S.C. Cinema students overcome multiple problems 
to film a drama of urban life in black-and-white 

By DAVID C. ENGELBACH 
IA/ri ter/Direc tor 

Helper Rick Shaw, Director David Engelbach 
and Production Manager Milt Hubatka talk 
over an upcoming sequence on location for 
"STREET SCENE", a social drama filmed in 
Los Angeles and surrounding communities. 

As anyone who has ever attempted 
to produce a sophisticated film on 
virtually no budget knows, it can be a 
terrifying experience. Particularly with 
an inexperienced student crew, and a 
script that must be shot almost entirely 
at night on real locations with a largely 
black cast. This was the problem my 
crew and I faced in the making of 
STREET SCENE. The film was pro¬ 
duced for the graduate level production 
workshop in the Cinema Department at 
the University of Southern California. 
The only requirement from the school 
was that it be a sync-sound film employ¬ 
ing a five-man crew: Director, Camera¬ 
man, Soundman, Editor, and Produc¬ 
tion Manager. 

The usual procedure is for the writer, 
who is generally the director, to con¬ 
vince his fellow students that the proj¬ 
ect in question is worth the time and 
energy necessary to complete it. I found 
the process of putting together a stu¬ 
dent crew to be excellent experience 
when I made the transition from stu¬ 
dent to professional. I was initially 
fortunate in having a superb still pho¬ 
tographer, Nathan Fierman, as my cam¬ 
eraman. Even before I had assembled 
the rest of the crew, Nathan and I began 
breaking down the half-hour script into 
its visual components. Though my crew 

and I had never before attempted as 
long or as complex a script, we all felt 
confident that we would be able to pull 
it off, in spite of forebodings from some 
of the faculty. What we lacked in 
experience we more than compensated 
for in energy and talent. Especially 
energy. We believed that if we prepared 
sufficiently in advance we could com¬ 
plete the film in time for the semester 
screening. 

The story itself dictated many prob¬ 
lems we would have to face, as well as 
the style we wanted to give it. It 
concerns itself with the paranoia of a 
sheltered, affluent white college coed 
who finds herself stranded in a black 
urban ghetto late at night. Refusing help 
from two well-intentioned black men 
she sets out alone to find assistance in 
the empty frightening streets of the 
city. Her liberal views, never challenged 
in the safe fortress of academia, begin to 
crumble against the fears of her own 
prejudice. The other side of the film, 
told in parallel action, is about a hard¬ 
working, non-political black man who is 
just trying to take care of his family and 
himself. The two finally meet in the 
end, violent victims of a society not yet 
ready to throw away its hypocrisy. 

I wanted the visual look of the film 
to seem real, almost documentary-like. 
Because we were using the school's 
equipment, and had a severely limited 
budget, we knew that elaborate lighting 
set-ups were out of the question. While 
casting began, we ran tests to determine 
the most suitable raw stock. For both 
aesthetic and fiscal reasons I had ruled 
out shooting in color. It would ruin the 
hard-nosed look of the film and there 
wasn't a fast enough color film in 16mm 
to meet our requirements. We purchased 
a 100-foot roll of Eastman 4X Reversal 
and one of 4X Negative. We lit an 
exterior scene and had both a white 
actress and black actor in it to see if 
their relative reflectance would present 
any problems. The results of the tests 
were quite surprising. Eastman rates 4X 
Reversal at ASA 320, and Negative at 
400. The rating for Negative seemed 
accurate, but the Reversal stock was 
over-exposed. Checking the notes we 

Engelbach and Hubatka stand by while Shaw takes a light reading. "STREET SCENE" was the 
author's graduate level production workshop project in the Cinema Department at the University 
of Southern California. It was made on an extremely low "student" budget, utilizing an 
all-student crew that pitched in wholeheartedly to turn out a film with professional finish. 
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On-the-spot location sketches made by Art Director/Editor Dan O'Bannon document a typical late-night (early morning) shooting session, 
photographing of a high-angle shot, a run-in with the police due to lack of a shooting permit and the trundling trauma of filming a complex dolly 
shot. 

made during the test we found that we 
had made no error. It seems that East¬ 
man simply underrates their 4X Rever¬ 
sal. My cameraman and I decided to go 
with the 4X Reversal, a decision I would 
not regret. Its grain structure and con¬ 
trast seemed much superior to the Nega¬ 
tive stock. The primary difference for us 
was that our F/stop settings would have 
to be more accurate, as we didn't have 
the latitude inherent in Negative. When 
we began principal shooting we rated 
the Reversal stock at ASA 400 and had 

no problems with over-exposure. As a 
matter of fact, after viewing the first 
night's rushes we realized that the film's 
sensitivity allowed us to reduce signifi¬ 
cantly the number of lights that we 
needed for any set-up. In many instanc¬ 
es we were keying at only 13 foot 
candles, and the results were superb. 

I wanted to avoid the extremely 
high-key lighting one sees in night se¬ 
quences, so reminiscent of old-style 
studio lighting. That meant we had to 
blend the light into the location as 

much as possible. In keeping with the 
film's concept we had to motivate all of 
our lighting. Just throwing globs of light 
onto a scene and then shooting would 
have been faster, but the results would 
have been disastrous. Instead, we had to 
carefully think out the sources of light¬ 
ing that one would expect to see on a 
city street late at night. Additionally, I 
wanted a sense of background and 
depth to the locations. High-keyed light¬ 
ing would have created impossible con- 
Continued on Page 930 
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SERVICE 
RENTALS 

SALES 

Egon Stephan Announces The Largest Rental Inventory In Florida 

CINE TECH INC. 
HAS EXPANDED!! 

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 

Many people talked about it for some time 

but now we’ve done it. 

A sound barney that will greatly increase 

your capabilities to shoot sound, and all 

without sacrificing your mobility. 

The price? How does under $200 sound? For 
more information, and the name of a deal¬ 
er nearest you, write or call PMC STUDIOS 
§ PRODUCTIONS INC.,P.O.BOX 736, E.NORWICH 
NEW YORK, 11732 (516) 922-7742 

THE DUET-TONE SOUND BARNEY FOR 

R16 AUTO CAMERAS 
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all under one 
umbrella 

MOTION PICTURE 
EQUIPMENT 
SPECIALISTS 

the BRENNER CINE-SOUND organization 
covers every aspect of Cinematography equip¬ 
ment. Under our umbrella we have a unique 
team of personnel and services, backed by 
many years of expertise related to Sales, 
Service, Rentals and Repairs. 

■ Whether your requirements are: cameras, 
Lenses, Motors, Magazines, Tripods, Power 
Supplies, Lighting, Editors, Meters, Projectors, 
Tape Recorders or Screens BRENNER CINE- 
SOUND has it in stock with product names 
such as: 

ANGENIEX, ARRIFLEX, ARRIVOX, AURI- 
CON, BEAULIEU, BEYER, BOLEX,CANON, 
COLORTRAN, GUILLOTINE, ELECTRO¬ 
VOICE, ELECTRODYNE, MAGNASYNC, 
MAIER-HANCOCK, MILLER, MINERVA, 
MOVIOLA, NAGRA, NEUMANN, O'CON¬ 
NOR, OXBERRY, PERMACEL, REVOX, 
SENNHEISER, SHURE, SPECTRA, SONO- 
REX, ZEISS. 

For more information on Motion Picture Equip¬ 
ment, Sales, Service & Rentals, call or write 

5215 Wisconsin Ave., N.W., Washington, D.C. 

20015 (202) 244-3800 

BRENNER 
C I l\l E® S O U INI □ 

■ 
■ Please mail me additional information: 

! □ Service □ Sales □ Rentals 
■ 

! Name ■ 
■ 

J Address j 

! City | 
■ 

i State Zip ■ 

"ACROSS 110th STREET" 
Continued from Page 878 

ways. The smell was worse than that of 
a Himalayan yak. Terrible!” 

The "sets” were all practical rooms 
with four walls and measuring, on the 
average, about 8 x 10 feet. "I used 
available light during an awful lot of the 
shooting—and very little of that," says 
Priestley. "I shot in a range of 5 to 25 
foot-candles for most of the interiors— 
very low-key. The director, Barry Shear, 
wanted a new look as much as I did, and 
I think it worked for him. I think we've 
got a very exciting-looking picture. 
They say I drove the assistants crazy, 
shooting wide-open during the whole 
picture. We used the Panavision high¬ 
speed F/1.1, F/1.5 and F/1.9 lenses— 
which helped a lot—and, of course, we 
pushed the film in development. We 
pushed it one stop most of the time 
and, occasionally, two stops. I don't 
think you can go any more than that. 
I've heard of cameramen pushing it 
three and four stops, but the Kodak 
people say that's nonsense." 

As far as lighting equipment was 
concerned, Priestley used very small 
units, mainly "inkies" and 150-watt 
lamps for the interiors. "I don't think 
we used anything higher than a 750- 
watt lamp inside during the whole pic¬ 
ture," he recalls. "For night exteriors 
we used the six-light Maxi-Brutes a lot. 
We'd put them high up on a roof and 
rake the street with them and get a very 
nice effect. We didn't use any arcs be¬ 
cause there was no reason to use them. 
We kept the equipment simple and this 
meant that we were able to work with a 
very small crew. We had three grips, 
three electricians and three propmen— 
plus the camera crew. If you use a lot of 
equipment, you need a large crew. If 
you keep it down, you can move pretty 
fast with a small group." 

The feature debut of the new Arri- 
flex 35BL came about when the first 
production model arrived in New York 
and the film's co-producer, Fouad Said, 
persuaded Volker Bahnemann, Vice 
President of Arriflex Company of Amer¬ 
ica, to let his crew try it out for a week 
on "ACROSS 110th STREET". 

"As I said before, I don't know what 
we would have done without it," ob¬ 
serves Priestley. "We were supposed to 
have it for only a week, but Volker was 
nice enough to let us finish the picture 
with it—so we ended up by using it for 
four weeks. He did me a wonderful 
favor." 

Says Operator Sol Negrin of the new 
Arriflex: "It was used in major sound 
sequences shot in confined quarters 

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 
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MICROFILMED 
BACK ISSUES OF 

AMERICAN CINEMATOGRAPHER 

Per Page—Sold only by complete issues 
1921 through 1967 available 

UNIVERSITY MICROFILMS 
EDITORIAL SERVICES 

300 N. ZEEB RD. 
ANN ARBOR, MICHIGAN 48106 

SALE OF USED 
MOTION PICTURE 

LABORATORY 
EQUIPMENT 

BELL & HOWELL MODEL "C” PRINTERS with 
automatic additive color systems & high 

speed readers 

BELL & HOWELL MODEL "E” PRINTERS 

Subtractive color system 

BELL & HOWELL MODEL D’S & J’S Continuous 
contact Black & White & Color printers 

MODIFIED BELL & HOWELL MODEL "J” PRINTERS 
for 16mm Super 8 or 35mm Super 8 continuous 

contact printing 

BELL & HOWELL*FOOT SPUCERS 

HERNFELD SCENE TESTERS 

BARSAM SCENE TESTERS 

DE PUE REDUCTION PRINTERS 

FOR COMPLETE DETAILS AND TOTAL LISTS WRITE TO: 

HOLLYWOOD FILM COMPANY 
956 NORTH SEWARD STREET / HOLLYWOOD,CALIFORNIA 90038 

TELEX: 67-3505 / TELEPHONE: AC 213 462-3284 
CABLE: BENHAR 

where it was impossible to use a large 
camera, but where we needed portabili¬ 
ty and quietness. We also used it on the 
rooftops of buildings in Little Italy— 
buildings that had no elevators. The low 
noise level of the Arri-35BL permits 
shooting sound sequences in confined 
quarters, thus eliminating the post¬ 
dubbing of dialogue that is usually ne¬ 
cessary under such conditions.” 

Because of the intricate character of 
the action, multiple cameras were used 
in many of the sequences. "Out of the 
40 shooting days in the schedule, I'd say 
there were perhaps 15 on which we used 
two cameras and sometimes three," re¬ 
calls Priestley. "The problem was where 
to put three cameras in an 8 x 10 room. 
But the director didn't want to dupli¬ 
cate the action, so we hand-held cam¬ 
eras with 75mm lenses to get our close- 
ups. It drove the assistant crazy on 
guessing focus, because nobody ends up 
where they're supposed to in a fight. 
However, we had a First Assistant 
named Fred Schuler who is really excel¬ 
lent at following focus and he kept it all 
pretty sharp. An even bigger problem 
arises when you're shooting inside at 
F/2.3 and a guy falls out the window 
and breaks the glass and the 85ND filter 
sheet with it. Suddenly it's F/2.3 inside 
and F/22 outside—but with the fog fil¬ 
ters, it's a hell of an effect. You can get 
away with it; it works." 

Commenting on the use of multiple 
cameras, Negrin observes: "Three cam¬ 
eras were really necessary for the roof¬ 
top sequences, where we were trying to 
cover as many shots as possible without 
having to repeat the action over and 
over for a single camera. It was also 
easier on the actors. The concluding 
segment of the picture—72 scenes—was 
shot in a day-and-a-half. Without the 
three cameras shooting at the same 
time, it would have taken three or four 
days." 

One of the "hairiest" sequences for 
both cast and crew was filmed at night 
high up on the new Federal Building 
under construction at 125th Street and 
Lenox Avenue. "That was kind of 
strange," recalls Priestley. "The buiTding 
wasn't completed and we were up on 
the 20th floor, actually about 300 feet 
above the ground. On the first night we 
were up there, everybody was pussy¬ 
footing around, holding onto things and 
looking for traps. But on the second 
night, everybody just forgot about it 
and went prancing around, running all 
over the place. I was afraid somebody 
was going to fall off the damned thing. 
We had one scene where Tony Franciosa 
beats up this black guy and hangs him 
over the side by his heels. Tony got 
emotionally involved in the scene and 
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actually hung him over the side of the 
building by his heels, 300 feet up. Then 
he forgot his next line and kept repeat¬ 
ing the last one until he remembered it. 
Meanwhile, the guy who was hanging 
head downward kept screaming, 'No! 
Stop! Cut! Let me out!' He was really 
scared." 

Asked about the problem of shooting 
black actors against a black sky at night, 
Priestley answered: "All I do is tell 
them to keep smiling and keep those 
baby-blues open. Seriously, it really is a 
problem—especially since they're always 
wearing black suits and driving black 
cars. Everybody recommends using a lot 
of kickers, but I didn't do that on this 
picture. If they're standing still, you can 
help them by hitting them with a PAR- 
64 or something like that, but if they're 
moving around, you're in trouble— 
especially if a white guy moves into the 
position where a black guy was. There 
really isn't anything you can do if 
they're moving around a lot. I don't 
care what anybody says—they'd have to 
show me if there's a way to do it. If 
there is, I don't know it." 

There are many chases in "ACROSS 
110th STREET"—several at night—and 
they required considerable rigging, with 
cameras front-mounted, side-mounted 
and rear-mounted onto cars and ambu¬ 
lances. Inside the cars at night a 150- 
watt lamp was usually concealed to light 
the actors just enough to be able to see 
them, providing a light of about 15 
foot-candles. However, that was usually 
enough and the scenes turned out very 
well. 

Asked if there was any particular 
sequence in the film that sort of got to 
him, Priestley replied, "There was one 
night sequence where a car is lifted out 
of the water. They wanted to start 
down low, right on the water and, as the 
car came out of the water, they wanted 
to boom up and swing with the car, 
bring it onto the pier where a thousand 
cops and police cars and ambulances 
were standing by. There was this con¬ 
struction crane standing nearby and 
when the director saw it, he said: 
'That's going to be our crane!' 

"So the grip I had. Jack Kennedy, 
rigged a platform off the top of the 
crane, so that when the arm was all the 
way down on the water, I was lying on 
my stomach hand-holding the Arri. 
Then, as the car came out of the water, 
the crane swooped up. By the time it 
was upright, I was standing straight up 
on the platform, holding the Arriflex 
and shooting down 70 feet into the 
black water. I didn't mind the first 
couple of takes, but fun is fun, and after 
that I figured I'd had enough of that 
nonsense!" ■ 

Once upon a time GREAT BIG 
STUDIOS made all the IMPOR¬ 
TANT FILMS. It took lots of 
heavy equipment and lots of 
heavy people. 

Times have changed. 
Today it's lightweight equip¬ 

ment. Small crews. Independent 
film-makers. 

The Film School is the place to 
learn independent film-making. 
Located just 30 minutes south of 
San Francisco in Half Moon Bay. 
Students work with award win¬ 
ning professional film-makers. 

With only eight students in a 
class, there's enough 16mm equip¬ 
ment to go around, and instruc¬ 
tors have time to help you 
individually. 

Beginners or advanced students. 
Day or evening classes. But 

most important, we care about 
you and how we can teach you 
techniques it took us years to 
master. Send for our free catalog: 

The Film School, 
P. O. Box 907, Dept. C, 
Half Moon Bay, CA 94019 
or call (415) 726-5537. 

JmageJ^evices]ncorporated • ]rciage 

^evlcesjncoiporated • Jmage J^^e-udces 

incorporate 

Jmage 

YOUR CINE 
EQUIPMENT SOURCE 

RENTALS - SALES ■ SERVICE 
AKG Frezzolim Polaroid 
Ampex GE RCA 
Angenieux Guillotine Rivas 
Arriflex Gossen Satellite 
Bell & Howell Hervic Sennheiser 
Beyer Jensen Shure 
Burgess Kodak Sony 
Cinema Product Lowel Spectra 

Cine 60 Magnasync/Moviola Sylvama 
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 

jjxnage e^ric e s]zic o rporate d. • ]mage 

811 N.W. III Street - Miami. Florida 33168 - [305J 754-4141 Jrnage 

evices Incorporated • Jraage J^evlces 

AMERICAN CINEMATOGRAPHER, AUGUST, 1972 915 



CAMERA CREWS/PRODUCTION ASSISTANCE ANYWHERE IN THE WORLD 

P. O. Box 8037 • San Francisco.-California 94128 

PROFESSIONAL LAMINATED 

MAGNETIC STRIPING 
1958 

SUPER 8’ 
CO. 16mm 

& REG. 8 

$.03 Per Foot—380 Ft. Min. Order 

1 8991 RADBY ST. 
LA PUENTE, CALIF. 91745 

(Rowland Heights) 

FAST SERVICE-FREE BROCHURE 

.siSiulke 
mvAerwaiw 

films in association 
with Black Star ' 
Productions, 
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 

WHAT'S NEW 
Continued from Page 842 

can be continuously adjusted to "flood 
out" up to 3:1. 

Both the reflector and its stand are 
easily collapsed for transportation and 
storage. The large Vari-flector II and its 
stand fit into a 42 x 7" cylindrical case. 
The smaller unit (without the stand) fits 
into a 24 x AV2' case. 

Designed for easy maintenance, the 
Vari-flector II resists stains and scratch¬ 
es. The aluminized surface washes clean 
with soap and water. 

Model 404 measures 42 x 27"; Model 
202, 24 x 18". 

NEW UNDER-$275 RICOH 800Z 
SUPER-8 FROM BRAUN NORTH 
AMERICA CARRIES MANY PRO 
FEATURES 

Remote control and fade-in/out ca¬ 
pabilities are just two of the profession¬ 
al features of the brand new Ricoh 
800Z Super-8 movie camera just intro¬ 
duced by Braun North America. Avail¬ 
able for immediate delivery, the camera 
carries a suggested retail of $274.95, 
including lenshood and handstrap. Addi¬ 
tional features which will be appreciated 
by the sophisticated Super-8 cinematog¬ 
rapher are the three filming speeds of 
18, 24 and 32 fps, plus single-frame; and 
the fine two-speed power zoom Rike- 
non F/1.7 7.5mm-60mm (8X) lens with 
manual override. 

The exposure metering system is 
automatic CdS through-the-lens with 
manual override, and automatically ad¬ 
justs to film speeds from ASA 25-400. 
The camera will accept the new Kodak 
high-speed Ektachrome E160 film. A 
micro split-image viewfinder includes 
these automatic viewfinder signals: f- 
stop numbers, under/over-exposure 
warnings, film advance and end-of-film 
indicators. A back-light control of +1EV 
is another significant pro feature. 

Power source for film transport and 
zoom lens is four AA penlight cells 
stored in the folding pistol-grip handle; 
a single 2.6V mercury cell in the camera 
body powers the automatic exposure 
control system. Battery checks are lo¬ 
cated at the back of the camera conven¬ 
iently facing the operator: one checker 
for the motordrive batteries, a second 
for the exposure meter battery. A tri¬ 
pod socket is located in the base of the 
camera. Remote control cable and de¬ 
luxe carry case optionally available, at 
$6.95 and $19.95 respectively. 

Ricoh Photo Products are marketed 
in the U.S. exclusively by Braun North 
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America, division of The Gillette Com¬ 

pany, 55 Cambridge Parkway, Cam¬ 

bridge, Mass. 02142. 

• 

MEDIATECH MAKES TAPE-TO-FILM 
TRANSFERS VIA TELEDYNE 

A new machine for making film from 

video tape has been acquired by Media- 

tech, a Park Ridge, III., company which 

specializes in film transfers. 

The machine, the Teledyne model 

CTR-2 Color Recorder, can produce 

broadcast-quality 16mm film from 

video tape and other video sources. 

The system is similar to the old 

"kinescope” process, which also used a 

lens to expose the image displayed on a 

television picture tube. But, according 

to Mediatech President Neal McLain, 

the Teledyne machine employs greatly 

improved signal-processing and expo¬ 

sure-control circuitry to insure excellent 

picture detail and color rendition with 

consistent results. 

Film in the Teledyne system is ex¬ 

posed by a Milliken DBM-64B camera, 

which uses compressed air to achieve 

film pull-down during television vertical 

interval. 

Mediatech also has acquired an Am- 

pex model VR-1200C video tape record¬ 

er and helical VTR's in the more com¬ 

mon formats to help in the production 

of high quality video tape to film 

transfers. 

Mediatech provides film transfer serv¬ 

ices for advertising agencies, broadcast¬ 

ing stations, tape production houses and 

industrial, retail, government and educa¬ 

tional institutions. 

• 

ELECTRIC ESM MOTOR FITS BOLEX 
CAMERAS WITH SPRING MOTOR 

Owners of the spring-driven Bolex 

16mm cameras can now have the versa¬ 

tility of the most modern electric drive 

—with the new Bolex ESM motor—and 

retain traditional Bolex features, such as 

variable shutter, single-frame operation 

and spring drive. 

The cordless ESM electronically-sta¬ 

bilized variable speed motor has provi¬ 

sion for 60 cycle/24 fps sync pulse 

sound and quartz synchronization. 

This versatile motor provides the 

filmmaker with a choice of filming 

speeds from 10 to 50 fps, allowing him 

to film long, uninterrupted scenes at all 

speeds, including 50 fps slow-motion. 

The ESM's electronic circuit controls 

the sync-sound speeds of 24 and 25 fps 

with almost perfect precision. When the 

Continued on Page 946 

E COLUMBIA a 
E COLLEGE a 
e COLUMBIA a E COLLEGE a 

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 

You perform like 
rofessional. 

Meet the lab 
that treats you 

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

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

We keep Pros happy, at no extra cost 
For further Information and Price List, write or call: 

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

FORGET THE IMITATIONS! 

Here’s 
the real 

Jensen 505 
Multisync 

at only $750. 

• 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' (HO 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 

OTHER JEIMSEIM SUPER PRODUCTS 

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 

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

4 SEE YOUR DEALER OR WRITE/PHONE 

Q "Jrnage | Je~szlces^rLeo:rpora,tec3- 

811 N.W. 111 STREET • MIAMI, FLORIDA 33168 USA • (305) 754-4141 

LIGHT CONTROL MATERIALS 
Continued from Page 893 

COLOR FILTERS FOR MOOD OR 
EFFECT 

Color media are often applied to 
various types of lighting fixtures to 
achieve a mood, or for effect. In those 
cases, the judgement and experience of 
the cinematographer will determine the 
choice of color and the degree to which 
it is to be used. These are not situations 
requiring the relatively precise filtering 
associated with color correction for 
proper spectral energy distribution to 
match film sensitivity. The range of 
materials to accomplish these effects is 
broad. It includes gelatines, acetates and 
polyester sheet materials in a veritable 
rainbow of theatrical colors. 

The basic material, and the longest 
established, is gelatine. This is the most 
widely known of the color media, and 
has its roots in the theater. It is still 
readily available; it is inexpensive and 
offers the widest selection of colors 
(over 70). Gelatine is the least durable 
of the color media, and presents certain 
problems if it must be used for any 
length of time in front of hot lights. 

The next most durable, and some¬ 
what more expensive, material is the 
acetate sheet. This is probably the most 
widely used color medium in use today. 
It is applied in theater, television and 
film work. The color range offered is 
not quite so broad as it is in the 
gelatines—only 50 to 60 colors—but the 
material is more durable when exposed 
to heat and is mechanically strong. 

The most durable, heat-stable and 
expensive of the color media are the 
polyester based materials. The color 
range is approximately the same as it is 
for the acetates. This material will toler¬ 
ate relatively high levels of light inten¬ 
sity and heat for long periods with good 
stability of most colors. 

All of the above materials represent 
relatively established capabilities and 
the choice of type (gelatine, acetate or 
polyester) must be made on the basis of 
various tradeoffs such as cost, durability 
and the degree of heat resistance neces¬ 
sary. Other factors may also be opera¬ 
tive in a given situation. 

COLOR CORRECTION FILTERS— 
CARBON ARC LIGHTS 

The use of color filters to improve 
the color of the light from carbon arcs is 
a long-established practice. The various 
carbons used require that corrections be 
made in order to modify the spectral 
energy distribution of the arc to better 
match either "daylight" (i.e. white 
flame carbons + Y1 filter for daylight), 
or the incandescent lighting with which 
the arc may be used. In different situa- 
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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 PhotoKmo GmbH FOf details. Write Dept. A08 

tions, including various times of the 
day, it may be desirable to “warm" the 
light from the arc in order to provide a 
more pleasing match to the other 
sources being used. Some of this is done 
on the basis of the experience of the 
cameraman, and is not solely concerned 
with precise color balancing. 

The original material for accomplish¬ 
ing these corrections was gelatine. For 
many years, it was available only in 20" 
x 24" sheets and it was necessary that 
the sheets be cut and taped to make up 
the 30" diameter required for the 
"Brute" arc color frame. All the limita¬ 
tions of gelatine were experienced, in¬ 
cluding particularly the fact that it does 
not stand up well to the heat. Further, 
it tends to become brittle and is me¬ 
chanically fragile. 

At present, acetate filters are avail¬ 
able in several different width rolls, 
ranging from 30" to 48" wide, for 
application to the Brutes. There are also 
filter materials in the traditional colors 
available in the form of a polyester 
sheet supplied 30" wide. The relative 
properties of these two materials are as 
described in the section on theatrical 
color media. It is necessary that the 
same study of tradeoffs be done, and 
the most cost-effective of the materials 
be chosen for the particular situation. 
Some of the criteria might be the length 
of time that the arcs will be used (day, 
week or months?), the cutting losses in 
preparing the filters to fit in the color 
frames, or the amount of handling 
expected. 

There are no standard designations 
for the basic arc filters, but the best 
known are the Y-1, YF-101 and the 
MT-2. There are several others which are 
primarily variations in density, but the 
above are the basic types. Some of the 
manufacturers have chosen not to use 
the exact designations shown above. 
Functionally, the Y-1 (approximately a 
10% light loss) is used with white-flame 
carbons to match "daylight". The YF- 
101 is used with yellow-flame carbons 
to provide the correct color balance for 
3200° Kelvin negative film (light loss 
15%). The MT-2 (light loss 35%) is used 
with a Y-1, where white flame carbons 
are being used, in order to provide light 
which is of the correct color balance for 
3200° Kelvin negative color film (com¬ 
bination light loss 40%). 

COLOR CORRECTION FILTERS- 
3200° KELVIN TO DAYLIGHT 
(DA YLIGHT CONVERSION) 

These are the only types of color 
correcting filters usually applied to in¬ 
candescent sources. The purpose is usu¬ 
ally booster light, which must be a 
reasonable approximation of "day- 
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if you’re in these special fields 
light”. The advent in recent years of the 
small, very efficient "quartz” fixtures, 
together with the availability of the 
dichroic type of conversion filter, com¬ 
bined with the need for compactness on 
location, brought an increase in the use 
of incandescent light for daylight fill 
applications. The dichroic was the first 
significant improvement offered in re¬ 
ducing the light loss of the older blue 
glass absorption type filters which trans¬ 
mitted only about 35% of the light (i.e. 
Macbeth "Whiterlite”). The dichroics 
transmit about 50%, which is a signifi¬ 
cant improvement to those forced to 
work on location. This was particularly 
so prior to the appearance of Eastman 
5254 color negative. The dichroic fil¬ 
ters, after overcoming the early prob¬ 
lems of instability, non-uniformity and 
coating breakdowns, have become a 
relatively stable, reliable product—albeit 
somewhat expensive. 

The use of the glass absorption types 
is still practiced, but is somewhat limit¬ 
ed by their lower transmission. They do 
have a lower first cost, and they do not 
change with time and continued expo¬ 
sure to heating and, for these reasons, 
should continue to occupy a place in 
the spectrum of correction filters. 

Conversion filter materials are also 
available in the form of acetate, and the 
new poly ester-based materials. Some of 
these materials have sufficient durability 
to withstand the effects of the multiple 
PAR-lamp arrays mentioned earlier. 
This has permitted the use of the 3200° 
Kelvin bulbs, with their longer life and 
lower first cost, instead of the dichroic- 
coated lamp types. By using the color- 
correcting acetate or polyester, there is 
no need to change lamps when going 
from a "daylight” to a 3200° Kelvin 
situation. The most important point is 
that the concern for the possible break¬ 
down of the dichroic coating is eliminat¬ 
ed. The choice of materials should be 
made on the basis of the cost-effective¬ 
ness in the particular situation being 
considered. 

Although they are treated separately 
later on, a brief mention must be made 
here of the appearance of a range of 
"booster” colors on a range of base 
materials. These are available in "V2- 
booster” (Kelvin temperature increase 
of approximately 300-400°) and 
"booster” (Kelvin temperature increase 
of approximately 800°). These increases 
are based on the use of a 3200° Kelvin 
light source. 

The boosters allow the cinematog¬ 
rapher the latitude of varying the degree 
of "daylight” conversion desired, or to 
more nearly match the early-morning or 
late-afternoon daylight with filtered in¬ 
candescent light. These have also been 

□ TELEVISION 

□ INDUSTRIAL TRAINING 

□ COMMERCIAL FILM PRODUCTION 

□ MEDICAL COMMUNICATIONS 

□ EDUCATION & INSTRUCTION 

□ TV COMMERCIAL PRODUCTION 

□ FILM LAB QUALITY CONTROL 

□ MULTI-SCREEN/MULTI-MEDIA 
SHOWS 

□ SOUND RECORDING 

□ FILM DOCUMENTARIES 

□ FILM TEACHING 

□ CINE EQUIPMENT RENTALS 

□ ADVERTISING 

□ FILM EDITING 

□ PUBLIC RELATIONS 

□ INTERLOCK PREVIEWS 

□ MULTI LINGUAL FILMS 

□ EXPERIMENTAL FILMS 

□ RESEARCH 

□ EDUCATIONAL TELEVISION 

you need this special projector! 
For single and double-system recording; re-recording; film-to-film 
transfers; tape-to-film transfers; double-system interlocked previews; 
quick access projection; scratch track productions. And for dozens 
of other special purposes that only the Sonorex 16/16 Interlock 
Projector can do. Write for complete literature. 

COMPANY OP AMERICA 

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

SOIMOREX 16/16 
INTERLOCK SOUND PROJECTOR 
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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 
I Title  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 

used to allow compensation for the 
gradually failing dichroic coatings on 
certain bulbs. This approach has permit¬ 
ted the use of these bulbs for time 
periods approximating their rated lives. 
Another related product (treated in 
detail later) is the combined diffusion- 
and-correction or booster colors. 

COLOR CORRECTION FILTERS— 
DA YLIGHT TO 3200° KEL VIN 

The need to be able to modify the 
spectral-energy balance of the light from 
natural sources such as the sun and sky, 
has existed for as long as there has been 
color photography on location. The 
trend in recent years toward more and 
more location production has intensi¬ 
fied this requirement. In order to prop¬ 
erly render the colors in a scene, it is 
necessary that all the objects being 
filmed be illuminated with light of the 
same approximate color temperature. 

The cinematographer has two op¬ 
tions. First, he can use "daylight” bal¬ 
anced fill lights with the naturally oc¬ 
curring daylight. Any necessary conver¬ 
sion is then done with a filter at the 
camera lens. The second option is of 
interest in this section. It is often taken 
to permit the convenience of incandes¬ 
cent lighting at its maximum efficiency 
(unfiltered) for the interior lighting. 
This requires that the equivalent of an 
85 filter correction be applied to the 
incoming daylight. For many years this 
was done with either 20" x 24" sheets 
of gelatine laboriously cut and taped to 
the windows, or a little later with 
acetate in 42" rolls which usually re¬ 
quired framing in order to be handled. 

The incident natural light is typically 
from 2 to 20 times as intense as the 
typical levels of set lighting. Because of 
this, neutral density must be used in 
conjunction with the 85 type filter in 
order to reduce the level of the filtered 
daylight. This combination permits the 
cinematographer to accomplish his de¬ 
sired lighting effect without being domi¬ 
nated by the level of the filtered day¬ 
light. 

Recently, the materials to accofn- 
plish this job have proliferated so that a 
choice of types is available. The acetate 
materials are now available in rolls 48" 
wide by 50 feet long in 85 as well as a 
variety of neutral density values. These 
materials are clear, and when properly 
mounted sharp focus can be held 
through them. 

The lowest-cost material in this fami¬ 
ly of filters is the vinyl films which 
self-adhere to windows. These are avail¬ 
able in 85, and 1, 2, and 3-stop neutral 
density. In addition, three combination 
colors are available (85N3, 85N6 and 
85N9). The use of these combination 
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SUPER GRIP 
materials is rapidly increasing due to the 
fact noted above, that neutral density is 
nearly always needed in these situations. 
The material is available in rolls up to 
54” wide. 

Application of the vinyl films is 
accomplished by washing the windows 
and leaving them wet. The vinyl film is 
then applied and smoothed down with a 
window-washer's squeegee. The vinyl 
film is easily trimmed to precise size 
with a razor blade after being placed 
against the glass. The film adheres tena¬ 
ciously, and will stay up for weeks if 
necessary. It is easily removed by simply 
picking up a corner and peeling it off 
the glass. This material, as supplied in 
the large rolls, is not optically clear and 
should not be used where it is necessary 
that sharp focus be carried through the 
windows coated with it. Small sheets of 
polished vinyl are available, as ND only, 
which are clearer than the roll materials. 

Coming increasingly into use are 
clear, rigid acrylic panels of 85 and 
neutral density for window correction 
filters. These rigid panels are preferred 
in situations where the company is 
moving rapidly. The panels can be virtu¬ 
ally leaned against the windows in many 
situations, and their rigidity becomes an 
enormous asset in handling. They can 
obviously be taken down and stored 
quickly as well. The most recent addi¬ 
tions to this product series, are 85 
combined with two different values of 
neutral density. This class of material is 
optically clear and permits the carrying 
of sharp focus through the windows. 

COMB IN A T/ON MA TE RIALS 

It has been found for a variety of 
reasons, that it may be desirable to 
combine the effects of a color filter and 
a diffusion, or a color filter with a 
reflector. Also, in the course of the 
development work on some of the new 
materials, it was observed that many of 
the materials which had been in use for 
a long time actually changed the color 
temperature of the light as well as 
diffusing it. The shift was usually small, 
and usually downward (toward the 
warm side). 

As a result of these observations, 
some materials were produced which 
had light-correction filters built in to 
assure that the diffused light coming out 
of the "light modifier” was of the same 
effective color temperature as the 
source. A tinted version of the vellum¬ 
like material mentioned in the diffusion 
section accomplishes this function. 

The increasing use of the multiple- 
PAR lamp fixtures, as noted earlier, has 
brought about a group of combination 
materials to meet the simultaneous re¬ 
quirements of conversion to "daylight" 

Super Grip is a new camera 
mount designed to be attached 
to curved, irregular or flat sur¬ 
faces in a horizontal, vertical or 
in-between position. Its single, 

powerful “gripper” makes it a 
quick, strong and efficient means 
of mounting cameras and lights 
in an unlimited number of here¬ 
tofore difficult situations. 

.. the ideal mount for difficult situations 

New! 
Not a suction cup, but a 10" diameter flexible edge concave face 
gripper. Fits curved, irregular and flat surfaces. 

Safe! 
Built-in attaching pressure indicator prevents damage to expen¬ 
sive equipment. 

Strong! 
Attaching pressure is more than 700 pounds. 

Versatile! 
Mounts cameras, lights or other equipment on vertical or hori¬ 
zontal surfaces of cars, boats, planes, windows, walls and many 
other objects. ^ Price= $295.00 

(Includes Super Grip complete 
with metal fitted carrying case, 

angle camera bracket, mounting 
bolts, wrench and instructions.) 

SERVING THE WORLD 

aiangordon enterprlsesmc. 
1430 N. Cahuenga Blvd., Hollywood, Calif. 90028 

Sales (213) 985-5500 • Rentals (213) 466-3561 
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DON’T DO IT! 

Distributed In the Midwest By: 

VICTOR DUNCAN, INC. 
11043 GRATIOT 
155 EAST OHIO 

2659 FONDREN 

DETROIT, MICH. 48213 
CHICAGO, ILL. 60611 

DALLAS, TEXAS 75206 

(313) 371-4920 

(312) 321-9406 

(214) 369-1165 

If you’re in the market for a single or double system sound 
camera, DON’T place an order for ANYTHING before you’ve 
seen and handled the new CP-16 camera. 

Look at the advantages ... the little battery I’m holding will 
drive over 3600 feet of film through the CP-16. It snaps right 
into the side of the camera. A spare 8 oz. battery will fit in your 
shirt pocket and you’ll never run out of power. 

The D.C. servo motor is crystal-controlled . . . ready to shoot 
wireless double system sound on a moment’s notice. Is it 
portable? The camera weighs a mere 9 lbs. with a battery pack 
installed! (15 lbs. ready to shoot w/Angenieux 12-120 and 400' 
of film.) If you’re in a hurry (and most newscameramen are), 
magazines are “quick release”. These features plus the CP-16’s 
exceptional quietness (30dB at 3 feet) make it the most impor¬ 
tant domestically produced newsfilm camera in the past 25 years. 

The old expression “Look be¬ 
fore you leap” really applies 
here. Call the Victor Duncan 
office nearest you to schedule a 
personal demonstration. 

Manufactured by 

the Award-winning 

CINEMA PRODUCTS 

and diffusion. Some cameramen use 
these with dichroic-coated lamps, start¬ 
ing out with new lamps and the V2- 
booster. As the coatings change (tending 
to raise the Kelvin temperature), the 
change is made to the booster color, and 
the job may finish with the full-conver¬ 
sion blue, in order to permit the use of 
the bulbs to full-rated life. 

The problems associated with dichro- 
ic coated lamps for daylight fill (high 
first cost, and the tendency to change 
with life . . . toward the warm side), has 
placed increasing importance on the 
combination of diffusion and conver¬ 
sion color. This material permits the use 
of these fixtures with the lower-cost, 
longer-life 3200° Kelvin lamp types. 
The need to change bulbs is also elimi¬ 
nated for the situation where the fixture 
is used in 3200° Kelvin shooting situa¬ 
tions. The combination materials make 
the lighting quality of these fixtures 
suitable for the highest-quality photog¬ 
raphy. 

Another combination material has 
resulted from an understanding of a 
problem long observed with the use of 
reflector boards. Those familiar with the 
use of the boards have been aware that 
the daylight reflected from the board is 
warmer than directly incident daylight. 
This is explained by the fact that the 
daylight is made up of light from the 
very blue, diffuse and relatively low¬ 
brightness sky, plus the sun. The light 
reflected from the board is predomi¬ 
nantly the parallel rays of the sun, with 
very little of the sky (due to its non- 
directional character). Where it is de¬ 
sired to have the reflected light more 
nearly match the directly incident day¬ 
light, a blue-tinted (soft side) reflector 
board covering is now available. In 
addition, where an even warmer effect is 
desired from the reflected light, a gold- 
tinted (soft side) covering is also avail¬ 
able. 

CONCLUSION 

The recent period has witnessed a 
proliferation in the types of new materi¬ 
als being made available for use as 
diffusion, color correction, reflection 
and other light-modifying functions. 
Many of these have arisen to meet the 
needs of the cinematographer in utiliz¬ 
ing some of the new lighting fixtures, 
and the special demands of location 
cinematography. It is to be hoped that 
the suppliers of these materials will 
continue to be as responsive to the 
needs of the industry as they have been 
in recent times. 

The accompanying chart attempts to 
provide an easy reference relative to the 
source for the various types of materials 
described in the text of the article. 
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Every effort has been made to make this 
presentation complete, and apologies 
are offered in advance to any who may 
have been omitted. 

Key to available sizes of sheets and rolls 
of the materials described in the accom¬ 
panying chart: 

Designation Sheet or Roll Size 

SS-1 20" x 24" Sheet 
SS-2 24" x 24" Sheet 
SS-3 21" x 48" Sheet 
SS-4 36” x 60" Sheet 

RS-1 24" x 50-foot Roll 
RS-2 30" x 26-foot Roll 
RS-3 30" x 50-foot Roll 
RS-4 41" or 42" x 50-foot Roll* 
RS-5 48" x 25-foot Roll 
RS-6 48" x 50-foot Roll 
RS-7 52" x 50-foot Roll 
RS-8 54" x 50-foot Roll 
*These are actually the same practical 
width in acetate. The manufacturers of 
the extruded material call the sheet 41", 
but it actually comes out close to 42". 
Some suppliers refer to it as 41" and 
some as 42". It is really the same in 
acetate. ■ 

FILM LECTURE AND SCREENING 
SERIES AT BUFFALO 

A wide-ranging series of fourteen 
lectures by film scholars and filmmakers 
on various aspects of film will be held at 
the State University of New York at 
Buffalo from June 22 through August 
21 as part of the Summer Institute on 
the History, Interpretation and Teach¬ 
ing of Film. 

Support for the Institute, which in¬ 
cludes eight graduate seminars as well as 
the screening of over two hundred films, 
comes from a grant made by the Nation¬ 
al Endowment of the Arts and the 
Office of Summer Sessions. 

The documentary film will be ex¬ 
plored in a panel discussion on "The 
Aesthetic Dimension of the Documen¬ 
tary Film" with guest filmmakers Wil¬ 
lard Van Dyke, director of the Museum 
of Modern Art's Film Department, and 
Frederick Wiseman. The documentary 
theme will be discussed further in a 
group of lectures given by U/B profes¬ 
sors. 

Film and politics will be discussed by 
several lecturers, as will the problems of 
teaching film and film's relation to 
other arts. 

Documentary filmmaker Ralph Ar- 
lyck and experimentalist Tom Dewitt 
will screen and discuss their films. 

The lecture series has been organized 
by Gerald O'Grady, assistant professor 
in the Department of English. The lec¬ 
tures are free and open to the public. 

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 

Arnold & Richter, K. G. 
announce 

that they will operate a factory-staffed 
SERVICE CENTER and RENTAL FACILITY 

for all 
Arriflex Cameras and Accessories 

on site at 
THE OLYMPIC GAMES 

Munich, August 26 - September 10,1972 
-at- 

Deutsches Olympisches Zentrum (Doz) 
Room 4102 Telephone 38-33-371 

Hours — 7:00 AM until 12:00 PM 

Arnold & Richter also offers complete producer services and invites you 

to visit their extensive facilities during your stay in Munich: Arnold & 

Richter, K. G., 8 Munich 12, Turkenstrasse 89, West Germany, Tele¬ 

phone: (0811) 38-09-1. 

Y_ ARRIFLEX COMPANY OF AMERICA, Woodside, N.Y. 11377 J 
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NI-MAT 
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 any 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 

MITCHELL MARK III 
Continued from Page 873 

When the camera is used on a fluid- 
head or a gear-head, a quick-release 
dovetail plate has been designed to 
allow quick removal or installation of 
the camera onto the desired pan head. 
The base-plate also contains support 
rods for use with the larger zoom lenses. 
The complete camera and zoom lens 
assembly can be removed as a unit from 
the pan head by actuating the quick- 
release mount. 

A unique, lightweight, vacuum- 
formed plastic sunshade and matte box 
containing two filter stages and a rotat¬ 
ing polarizing filter holder have been 
provided. The filter stages accept AV2- 
inch-diameter filters as used with the 10 
X 25mm zoom lens. The sunshade will 
handle wide-angle lenses to 15mm focal 
length. Quick-release locks allow instant 
removal of the matte box from the 
camera. 

Every effort has been made to make 
the MK III camera easy to use; flexibili¬ 
ty and mobility have been the design 
goals. The manufacturer feels that the 
MK III is another history-making cam¬ 
era that will have wide acceptance in 
this new era of film-making. ■ 

*ATTACHMENTS OR ACCESSORIES NOT INCLUDED 

New Hahnel16mm 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. 

UNIAIR 
TO HAND LABOR. 

For more information, write Dept. AC-8 

TECHNICAL CHARACTERISTICS 
OF THE MITCHELL MARK III 
35mm PORTABLE CAMERA 

GENERAL DESIGN 

"T"-shaped mechanism plate carries 
film transport, mirror/shutter systems 
and drive train. 

Outer shell is completely isolated 
from mechanism plate. 

Design techniques have been em¬ 
ployed to insure that the camera output 
sound level will be in the low thirty DB 
range. 

Lightweight magnesium castings are 
used wherever possible to keep weight, 
less lens, to 22 pounds. 

Mitchell quality throughout. 

MOTOR AND 
ELECTRONICS 

28-Volt DC torque motor. 
Variable speed: 8 - 16-24-25-28- 

32 F.P.S. 
50 & 60-Hz synchronizing signal for 

cabled sound recording. 
Crystal network. 
Accuracy is plus or minus 15 parts 

per million at all speeds. 
Permits cableless operation. 
Automatic mirror-positioning circuit 

stops in the viewing position. 
Automatic out-of-sync light is visible 
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in viewing system. 
Automatic slate system fogs film in 

gate and sends signal to tape recorder. 

SHUTTER 

Adjustable 20° to 170° Rotary focal- 
plane-type shutter with external adjust¬ 
ment. 

FOOTAGE COUNTER 

Gear-driven footage and frame- 
counter in camera body has internal 
lighting for easy reading. 

External reset knob. 

MAGAZINE 

Co-axial, 400-foot capacity. 
Dual metering sprocket provides 

transfer loop control. 
Preset loop, when magazine is load¬ 

ed, simplifies loading film in gate. 
Quick-release bayonet lock secures 

magazine to the camera. 
Helical gears and precision clutch 

assure uniform tension for film take-up. 
Lightweight magnesium casting and 

unique design provide necessary counter¬ 
balance to camera for easy handling. 

FILM TRANSPORT 

World-famous, Mitchell MK II inter¬ 
mittent movement, proven with 10 
years of all types of operation from 
animation to 120 F.P.S. 

Dual register pins with dual pulldown 
claw assure absolute film control, and 
every frame rock-steady. 

Film threading is simplified and fast. 
Index pin locates perforation for easy 
register pin insertion. 

No sprockets or film keepers in 
camera box. 

REFLEX VIEWING 

Rotary mirror, parallax-free through 
the lens viewing. 

Brilliant F2.0—6.2 power, highly cor¬ 
rected folded optical path allows camera 
to set low on the shoulder. 

Generous 6mm-diameter exit pupil 
provides maximum eye comfort. 

All optical elements are hard-coated. 
Eyepiece has diopter adjustment. 
Removable ground glass allows use of 

any aspect ratio desired. 
A neutral density contrast filter is 

built-in. 

LENS MOUNT 

3-lug bayonet lens mount secures 
lens as if it were part of the camera. 

Locking lever rotates steel locking 
ring to pull lens against mounting 
flange. 

Accepts lenses mounted for Mitchell 
MK II and S35R cameras. 
Continued overleaf 

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 

NOW ... AN ANNUAL EVENT! 

1972 FILM PRODUCTION 
WORKSHOP 

... IN THE GIANT REDWOODS OF NORTHERN CALIFORNIA 

THE ONLY INTENSIVE TWO-WEEK COURSE IN PROFESSIONAL 
FILM MAKING - TAUGHT BY PROFESSIONAL PRODUCERS, 

DIRECTORS, CAMERAMEN, SOUNDMEN AND EDITORS 
A "hands on" course, where students "learn by doing"—working with professional 
production equipment under the close guidance of experienced film makers. 
CINEMATOGRAPHY, SOUND RECORDING, LIGHTING, EDITING, DIRECTION for all 
types of 16mm films. NEW CLASSES ADDED IN THEATRICAL FILM PRODUCTION, 
FILM LAW, DISTRIBUTION, 16mm to 35mm BLOW-UP FEATURE PRODUCTION. 

12 days, 10 hours of training each day-120 total hours. All 
equipment, film, room and board included in the low tuition fee. 

SEPT. 4—16, 1972. WRITE FOR COMPLETE CLASS LISTINGS AND ENROLLMENT 
APPLICATION; MR. JAMES FLOCKER. DIRECTOR. 16000 VENTURA BLVD.. SUITE 
215, ENCINO, CALIF. 91316. ALSO: ASK ABOUT THE CANADIAN WORKSHOP! 
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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 

6500 Santa Monica Blvd. 
Hollywood, Calif. 90038 
(213) 466-5105 

ACCESSORIES 
Lightweight vacuum-formed plastic 

matte box accepts 41/2"-dia. filters. 
Has 360° rotating pola-filter holder. 
Adjustable handgrips provide com¬ 

fortable handling. 
Right handle contains run switch. 
Optional left handle contains zoom 

lens actuator. 
Handgrips are automatically connect¬ 

ed electrically when attached. 
Adjustable shoulder support is easily 

attached with a single thumbscrew. 
Other accessories include: Power sup¬ 

plies, zoom lens supports, right-angle 
viewing attachment. 

PROMINENT DANISH FILM-MAKER 
NAMED VISITING PROFESSOR 

Bent Christensen, dean of the Danish 
Film School and one of Europe's lead¬ 
ing filmmakers, has been named visiting 
professor of communications at the 
Temple University School of Communi¬ 
cations and Theater, Dr. Kenneth Har¬ 
wood, dean of the School, has an¬ 
nounced. 

Dr. Harwood said Christensen will 
teach advanced film production courses 
and possibly a special course for ad¬ 
vanced graduate students on current 
trends and history of the Scandinavian 
film during the 1972-73 school year 
starting in September. 

Christensen replaces Ernest Rose, 
who was recently awarded a one-year 
Fulbright Hays lectureship to the Akad- 
emie fur Musik und Darstellende Kunst 
in Vienna, Austria. 

Christensen was producer and direc¬ 
tor of some 17 feature films and six 
stage plays and has received nomina¬ 
tions for an Oscar by the Academy of 
Motion Picture Arts and Sciences and 
the Golden Globe Awards of the Holly¬ 
wood Foreign Press Association. His 
films have received numerous Bodil 
Awards (Oscars of the Danish film 
industry) and have represented the 
country at all of the major American 
and European film festivals. 

He studied drama at the Copenhagen 
Academy of Theater Arts and is a 1953 
graduate of the Danish State Television 
Producer School. He was with Danish 
State Television from 1953 to 1959 as a 
writer, director and producer of serial, 
dramatic and variety programs. He 
served as production manager at the 
Palladium Film Studio in Copenhagen, 
associate producer to Preben Philipsen 
at Rialto Films in Hamburg, Germany, 
and for three years owned his own film 
production and distribution firm. He 
was managing director of the Cinerama 
theater in Copenhagen before being 
named dean of the Danish Film School 
in 1969. 
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CINEMA WORKSHOP 
Continued from Page 848 

of the many factors that contribute to 
the overall contrast of the resulting 
image. Higher values of gamma will 
produce greater changes in density over 
a given latitude, and will thus provide 
greater contrast in most cases. Every 
manufacturer usually recommends a 
specific gamma that will give best over¬ 
all results (fine grain, best resolution, 
etc.).This is particularly true of reversal 
stock. The film data sheets for reversal 
stocks will usually display only one 
sensitometric curve rather than a family 
of curves for different gammas. This one 
curve represents the specific gamma that 
the manufacturer recommends, and one 
can be certain that almost all film labs 
will follow this recommendation strict¬ 
ly. 

FIGURES 2 and 3 are, respectively, 
actual curves for TRI-X and 4-X black 
and white reversal film. Note first that 
these curves slope in the opposite direc¬ 
tion from that in FIGURE 1. These 
films are reversal stocks and, therefore, 
density decreases as exposure increases. 
The sensitometric curve also indicates 
film "speed". This can be clearly dem¬ 
onstrated by comparing FIGURES 2 
and 3. The linear region for Tri-X 
(FIGURE 2) corresponds to an expo¬ 
sure from 1.40 to 2.5. The linear por¬ 
tion of the 4-X curve corresponds to an 
exposure from 2.85 to 3.75. Thus, 4-X 
can record images with a lower exposure 
and is, therefore, a faster film. ■ 

UNIV. OF SOUTH FLORIDA FILM 
FESTIVAL 

The WUSF-TV FILM FESTIVAL 
1972 will award $1800 in prize money 
in the third annual competition spon¬ 
sored by GTE Information Systems. 
Entries will be accepted through Sep¬ 
tember 1, 1972. Winners will be notified 
on October 2, 1972. Judging this year's 
competition is TV Guide critic Cleve¬ 
land Amory, who will pick three place 
winners in two categories. Documentary 
and All Films. 

The competition is limited to 16mm 
films ... no video tapes . . . and sound 
films must be single-system. Commercial 
film houses may not submit entries, but 
professionals may enter as individuals. 

The winning films will be broadcast 
on WUSF-TV's Film Festival program¬ 
ming, so all films submitted must meet 
broadcast standards as outlined by the 
FCC. 

Brochures containing Festival rules 
and an entry form are available from 
WUSF-TV, University of South Florida, 
Tampa 33620. 
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The Universal Leo-Pack, Model 1750A, with built in charger, supplies a variety of DC voltages 
“Simutaneously or Individually” as required for motion picture camera and floodlight opera¬ 
tion. The Leo-Pack is capable of supplying 30VDC @ 8A = 25 minutes of Sun Gun operation, 
16VDC @ 4A = 3600 ft. of 35mm film, 12VDC @ 8A = 7200 ft. of 16mm film, or 8VDC 
@ 8A = 7200 ft. of 16mm film. The Leo-Pack measures 4 x 51/2 x 10 inches, is con¬ 
structed of an indestructible plastic case with leather straps and contains NiCad rechargeable 
batteries. The weight of Model 1750A is only 9V2 
pounds. Unit price of Model 1750A is only $395.00 
which includes custom voltage termination. 
CALL OR WRITE NOW FOR INFORMATION 
LEOPOLD ENTERPRISES SOUTH, INC. 
729 W. Sunrise Blvd., 
Ft. Lauderdale, Florida 33311, (305) 764-1315 
Canadian Distributor: Photographic Analysis Ltd. 
8 Brian Cliff Drive, Don Mills, Ontario, Canada 

ENGINEERING 

IEDPDIS 
MANUFACTURING 

999 
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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NOW! 
MAGNETIC SOUND-ON-FILM 

RECORDING AMPLIFIER 

• A G C • Tape Feed Jack 

• 12 V. Nickel-Cad Batt. 

• Balanced Inputs 

• Automatic Charger 

• For Auricon, Arri BL or CP-16 

MODEL 3-1 C 

• 2 lbs • 1 Vs" thick 

MODEL 3-C A 

• 114 lbs • 2 x 4 x Vh" 

• Hi Lev3l Input 

• Black wrinkle finish 

• 3 Mike Inputs 

• 1 Input for SENNHEISER 
Condenser mike 805 

• For One Man Use 

• Two mike inputs 

• Strap & phones supplied 

• One or Two Man Use 

$750.00 $795.00 
USED BY NETWORKS ON ARRI BL, CP-16, AURICONS, IN 

IRELAND AND PRES. NIXON'S CHINA TALKS 

Jransist-O-Sound 
851 EUSTIS DRIVE, INDIANAPOLIS, INDIANA 46229 

AREA CODE 317 897-1549 

• PRIMUS • THUNDERBALL r FLIPPER * WALT.DISNEY;'* MGM 
' 0 

...Q°0 

.. I*' 

■O 
O 

:0 ©.A 

© ®08f" 

UNDERWATER 
EQUIPMENT 
IfRlNTALS 

ARRI HOUSINGS, LIGHTING 
SOUND , METERS 

£ 
m 
iz: 

o 
:.Ci 

> 

© 0 DIVING GEAR 

"o;; 

acc-: 

5 
111:; 

-:ocv. 
O; 

CAMERMAN - IATSE :'.v. 
DIVERS, PROPS & SETS 
PRODUCTION SERVICES 
CONSULTATION ^ 
LOCATIONS '*••€» 
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"STREET SCENE" 
Continued from Page 911 

trast ratios. Our principal lights were 
1000-watt quartz lamps. Generally we 
only had four, with an occasional 650 
for a kicker. Because a lot of the action 
took place around the girl's car we had 
to avoid sharp glare spots that would 
ruin its authenticity. For the most part 
that problem was solved by double 
folding fibreglass and clipping it onto 
the barndoors with wooden clothespins. 
However, my choice of a white-colored 
car, usually against a dark background, 
didn't help our lighting problems any. 
But the dramatic effect was worth it. 

On very rare occasions, we rented 
additional lights to supplement our 
own. Again we used quartz lights, for 
both their ease and versatility. Besides 
the time it takes to set lights there is 
another problem we always had to face. 
Power. There was simply no money 
available for generator rentals. Besides 
which, they are noisy and cumbersome. 
That was one of my considerations in 
selecting locations. Was there a terminal 
box that we could tie into? And if there 
was, could it supply the required amper¬ 
age? Unfortunately, in many situations, 
there just wasn't enough electricity 
available. 

One site we had selected in San 
Pedro was due to be torn down as part 
of a redevelopment project. The only 
power for a two-square-block area was 
an old hotel. After telling the owner of 
our situation and what we were doing, 
she said no. But we tied-in anyway, and 
to this day I'm sure she doesn't know. I 
don't recommend larceny as a produc¬ 
tion technique, but when you don't 
have the financial resources of a com¬ 
mercial company, then anything goes. 
But in most situations people would 
extend us the favor and permit my 
cameraman to pull power from their 
breaker boxes. Incidentally, the tie-in 
cables we used contained their own 
fuses to minimize the chance of blowing 
out somebody's circuit. As I mentioned 
earlier, we had to motivate the lighting 
consistently. The lightweight quartz 
units permitted us to strap lights onto 
telephone and electrical poles and thus 
create realistic lighting that worked well 
for both long shots and closeup work. 

Milt Hubatka, the production manag¬ 
er, was frequently responsible for find¬ 
ing sources of electricity before getting 
a permit for the location. We carried 
with us a set of screw-in AC adapters to 
pull power from conventional light 
sockets. In one situation we even 
climbed atop a building to get to the 
light sockets for a billboard display. I'm 
sure we must have presented quite a 
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"YOUR QUALITY 

IS SHOWING" 

For 29 years Producers Service 

has been the only company dedi¬ 

cated completely to the design and 

manufacturing of quality optical 

printing equipment and to the pro¬ 

viding of quality service to meet the 

highly specialized needs of optical 

effects producers. 

We started with the most advan¬ 
ced optical printer design of its 

time and have since developed a 

line of optical printers and accessor¬ 
ies considered the quality standard 

by the industry. We are now ini¬ 

tiating a program to expand our 

electro-optical and electro-mech¬ 

anical expertise and products to 

meet the expanding needs of the 

future. 

We offer the ultimate in design 

capabilities, custom engineering and 

complete customer service for our 

products and those made by other 

manufacturers. Call Producers Ser¬ 

vice — (213) 245-8424 — before 

you rent, lease or buy. We'll guaran¬ 

tee you a "Quality Showing." 

PRODUCERS SERVICE CORPORATION 

Manufacturers of the Acme Optical Printers 
Motion Picture-Television Products Division 

1200 Grand Central Avenue 
Glendale, California 91201 

(213) 245-8424 

A subsidiary of Boothe Computer Corporation 

sight to the inhabitants of this area in 
Venice—five grown men scampering 
over rooftops in the middle of the night. 

Another cliche I wanted to avoid was 
wetting down the streets to increase the 
reflectance. It would have made the task 
easier, but again it would have been 
wrong for this movie. I was not hiding 
the fact that it was Los Angeles, and 
anyone who lives there knows how 
infrequently it rains. I didn't think it 
necessary to resort to such well-worn 
techniques to tell the story. 

Though most of the film was exterior 
we did have some interior shooting. 
Again we had to light. The interiors 
were all supposed to be at night. So we 
covered up the windows and shot. For 
the interiors we selected Plus-X Re¬ 
versal. Its contrast and grain would 
match well with the 4X, and still give 
the mid-tone scale we desired. Aside 
from the claustrophobia common to 
shooting practical interiors, we had to 
contend with some rather noisy Eclair 
NPRs. Equipment in film schools tends 
to take a rather severe beating, and 
some cameras don't hold up as well as 
others under those conditions. When¬ 
ever possible, I would choose the Arri- 
flex BL. I have found that for tripod 
shooting indoors it's much quieter. The 
problem with the particular BL we had 
was that we had to use the zoom lens 
affixed to the camera. Some of the 
shots called for a wide-angle that the 
12-120 couldn't handle. It was my 
understanding that the "C" mount on 
the NPR wouldn't work with the Switar 
"C" mount supplied on Bolexes. Again, 
our budget was so tight that we could 
not afford to rent a wide-angle lens. But 
the Switar 10mm lens we used present¬ 
ed no problems when mounted on the 
Eclair. As a matter of fact, we used it 
rather extensively for some hand-held 
driving shots inside a car. 

One of the luxuries that we had to 
forego was the opportunity to replace 
any equipment that failed while on 
production. For example, one night 
after getting only about five set-ups 
r’ ot, our NPR went out on us. That 
meant a scrub. That also meant we had 
to reschedule the entire sequence- 
actors, props, cars, crew—all had to be 
reshuffled and squeezed into an already 
impossible schedule. I sometimes won¬ 
der how we ever did manage to com¬ 
plete the shooting. The crew worked 
from sunset to sunrise. Because we had 
only five men, and an occasional sixth, 
the cameraman had to do his own 
gaffing. This meant a loss of time that 
would drag out the shooting to the 
point where everyone's nerves were 
worn thin. To make matters worse, 
some crew members had 8 A.M. classes 

WESTERN 

EQUIPMENT 

RENTAL 
and SALES 

Arriflex 

Eclair 

Nagra 

Miller 

Lowel-Light 

Colortran 

Maier/Hancock 

Zeiss Moviscop 

Gossen 

O’Connor 

Mole-Richardson 

Magnasync/Moviola 

Hollywood Film Co. 

Spectra 

Guillotine 

Electro-Voice 

Angenieux 

Eastman Kodak 

Sennheiser 

Ediquip 

Contact us for 
a rental price list 

and all equipment needs! 

312 SO. PEARL ST. • DENVER, COLO. 80209 

(303) 744-1017 
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15 SGRIOUS Reasons 
TO SUBSCRIBC TO 

SUPGR-8 FILMMNCR 
Here’s just a sample of what to expect 

from the new magazine that’s all about 
Super-8! 

IDon Sutherland evaluates the 
newest Super-8 equipment. 

Q Film stocks available for Super-8. 

^ Cinemascope comes to Super-8! 

^ Editing A & B rolls in Super-8! 

5 A Super-8 production house- 
in full operation. 

6 European correspondent Peter 
Mountain reports on Super-8 
international. 

8 
Making your own Super-8 optical 
prints. 

Super-8 sound: what’s new. 

10 
11 
12 
13 
14 
15 

The latest in Super-8 animation. 

Super-8 pro Ernst Wildi, on 
shooting the TV screen. 

Super-8 festivals & competitions: 
where and when. 

Revolutionary cable-less sync 
sound system for Super-8! 

Donald Zimmerman, answering the 
toughest Super-8 questions. 

Super-8 lab services: what’s 
available — and where. 

Kodak talks about Super-8’s big 
future. 

Super-8 FilmMaker is the first maga¬ 
zine written solely for Super-8. Published 
quarterly to deliver everything the serious 
filmmaker needs to know about this 
revolutionary new medium! 

Act now while Charter rate is still 
available. Subscribe now and save up to 
$5 off newsstand prices. 

Write Super-8 FilmMaker, Dep’t 152, 
342 Madison Avenue, New York, N.Y. 
10017. 
Name. 

Address. 

City  .State. -Zip. 
1 year $4.00 □ Bill me □ 
2 years $7.00 □ Money enclosed □ 
Outside U.S., add $1.50 per year. 

the next morning. It was necessary to 
schedule our shooting around classes, 
exams, term-papers—a concern not usu¬ 
ally faced by professionals. But we 
managed consistently to average three 
full nights of shooting a week. That, in 
itself, was an encouragement to keep 
going. 

Some set-backs can be anticipated; 
others, though, are too absurd to even 
consider. Like getting busted by the 
LAPD. We had unknowingly been sold 
some out-of-date stock by a camera 
shop in Hollywood that should have 
known better. Anyway, we turned the 
footage into CFI and waited to pick up 
our rushes only to find that 400 feet 
was totally unusable. It looked like an 
old kinescope broadcast in a snow 
storm. The contrast was shot, the grain 
danced across the screen. With CFI's 
assistance we were able, to determine the 
cause of the NG footage. Though the 
store was willing to reimburse us for the 
cost of stock and processing, we had to 
bear the rest of the problem. 

It was difficult enough trying to stay 
on schedule without having to reshoot a 
scene with some fairly heavy production 
value. After some pretty intricate jug¬ 
gling we managed to schedule a reshoot 
on a day's notice. All our talent would 
be available, and Universal Studios said 
we could use the same van and police 
car mock-up that they had permitted us 
to use earlier. Dan O'Bannon, the editor 
and art director, made up a new set of 
decals for the police car and we were 
ready to reshoot. Unfortunately, in all 
the last minute furor, we had over¬ 
looked securing a shooting permit. Per¬ 
mits can be obtained from the police for 
free if you're doing a student produc¬ 
tion. Having never encountered any 
previous problems with the police, we 
set about lighting and restaging the 
sequence. This particular evening, 
though, the police had nothing better to 
do than check to see if we had a permit. 
When they found that we did not have a 
permit for that date they ordered us to 
break set and leave. Even though we 
explained our predicament and estab¬ 
lished that we were, in fact, a student 
production they still demanded that we 
leave. Surrounded by police, including 
one who took photographs to be used as 
evidence against us, we packed up re¬ 
luctantly and left. We did eventually 
finish the sequence, but it almost 
doomed the production. 

STREET SCENE would not have 
been finished if it weren't for the help 
we received from members of the gener¬ 
al community and from the industry 
itself. For one principal interior location 
we needed a restaurant kitchen. The 
script established that Ron Recassner, 

under one roof: 

CAMERA 
SERVICE 
(DIANNE) 

ECLAIR TRAINED. 
ARRIFLEX, ETC. 

(213) 469-1551 
and 

mm 
SYLCRAFT 

ENGINEERING CO. 

MODIFICATIONS, 
EXPERIMENTAL. 

(213) 464-0828 

6572 Santa Monica Blvd. 

Hollywood, Calif. 90038 

IJFWsm™ Ilf ¥ V VICTOR 
Model 710 

HI-FI STUDIO LIGHT 

New fWfh-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 
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WE HELP OUR CAMERA¬ 

MEN GET THEIR OSCARS 
Top British Cameramen 

use Ronford 
fluid heads and tripods 

FLUID 15 TAKES A VARIETY 
OF CAMERAS INCLUDING 
ARRIFLEX, AURICON , 
MITCHELL , ETC., 

ITS SEALED FLUID SYSTEM WITH 

SPECIAL SILICONE FORMULA 

OFFERS YOUR CAMERAMAN 15 

DIFFERENT PRESSURES  

LOW ANGLE 

STUB TELESCOPIC 

LOW ANGLE TRIPOD 
SHOWN HERE WITH TELESCOPIC 
LEGS, STUB AND LOW ANGLE 
ATTACHMENTS . 

★ ★ ★ 
Now get that tricky shot from a 

cameracar or helicopter in 

2 takes not 22  

★ ★ ★ 
Information from Ronford 

Vantage Promotions Limited . 

7 Cheam Court , Station Road , 

Cheam , Surrey , England. 

the black male lead, worked for a chicken 
delivery company. Bill King, the owner 
of a Kentucky Fried Chicken franchise, 
offered us his entire establishment. We 
told him that it would be necessary for 
us to spend an entire night in his 
restaurant and that we had no money to 
reimburse him for his troubles. He told 
us that he would be glad to help. He 
even went so far as to prepare a batch of 
fresh chicken at 2:30 in the morning. It 
sure beat coffee and stale donuts. 

From the beginning of the produc¬ 
tion I was worried about securing our 
final exterior location. The script dictat¬ 
ed that we be able to control an entire 
city block, since we would be using 
firearms. The only logical choice was to 
use a studio backlot. We had to find one 
that looked right and that we could use. 
Most studios we contacted were helpful 
but for one reason or the other their 
facilities were unavailable. However, 
Bob Hagel, then facilities manager for 
Columbia studios, appreciated our en¬ 
deavor and said he would help. He 
secured a waiver from the unions and 
cleared the red tape involved and gave 
us the Columbia Ranch for two nights. 
Not only the ranch, but a police car 
mock-up and a dolly and track. He even 
had the studio electricians rig electrical 
lines so that all we had to do was plug in 
our lights and shoot. Unfortunately, we 
were using 220 twist lock and the 
electricians had laid 110 cable. Luckily, 
Columbia was doing a lot of construc¬ 
tion and so there were 220 to 110 
adapters about. We only had to find 
them. 

At 1 A.M. we were ready to shoot. 
The final sequence involved lighting the 
entire block, no small job. Again we 
were using quartz lights. This time we 
had a couple of 2Ks and our standard 
battery of four 1 Ks. There was a stand¬ 
ing street lamp on the set which we 
used, but it served primarily as a way to 
motivate our other lights. I was amazed 
at how much light we could get from so 
few units. 

After we shot our masters, we did 
some minor relighting for inserts and 
dialogue scenes. The problem was that 
we had to strike at dawn and then 
relight identically the following evening. 
But since we had to rely upon the 
equipment available through the school, 
there was no guarantee that we would 
have the same number of lights. And we 
didn't. It was impossible for us to match 
the previous night's lighting set-up. Af¬ 
ter consulting with Nathan, I changed 
the coverage we had planned previously. 
Incidentally, both the cameraman and 
the editor were involved in decisions 
regarding the specific angles we used 
throughout the movie. Even with less 

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 VA 
■ 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 
SUPPLYI LTD. 

1055 GRANVILLE STREET 
VANCOUVER 2, B.C. 
TELEPHONE: (604) 685-5331 
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WE'VE 
CONVERTED 

AURICON 
MA-11... 

(Eliminates use of extra 
batteries and transformers) 

Now you can plug a dynamic mike 
into a third (phono) line input — 
switch it to line as well, and even 
use a Sennheiser 804/5/15 on that 
third channel. 

BRENNER CINE-SOUND will 
convert your MA-11 for use with 
Sennheiser 804/5/15 dynamic 
mike and line $149.50 

Conversion of MA-11 for use with 
dynamic mike and line only 

$125.00 
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 IM E®S O U IM D 

A Division of Ritz Camera Centers 

S □ Enclosed $149.95 & our Amp # 

■ □ Enclosed $125.00 & our Amp # 

■ Enclosed $ 

" □ American Express # 

5 Name 

S Address 

■ City 

■ State Zin S 

J Please indicate ALU information which ■ 
■ appears in Raised Type on your card. 

lights we did it. When the sequence was 
cut together nobody could tell the 
difference. It seems that what we lacked 
in individual knowledge we made up for 
collectively. Perhaps it is this collective 
effort that was responsible for the quali¬ 
ty of the finished film. 

Practically every dime I had went 
into the making of STREET SCENE. I 
believe this to be the rule rather than 
the exception among student film mak¬ 
ers. It seems that the less money avail¬ 
able, the more resourceful students have 
to be. And if it's your own money then 
it becomes even more important how it 
it spent. Most of our production money 
went into stock and processing. Some 
money was spent on costumes, but we 
generally made our own whenever possi¬ 
ble. For the most part, the actors and 
actresses supplied their own wardrobe. 

When the semester screening rolled 
around, we had a rough cut to show. In 
spite of the problems, our lack of 
money, and the trepidation of some 
faculty members, we had, in fact, com¬ 
pleted it on time. Of course, Dan 
O'Bannon, the editor, and I still had lots 
more to do before STREET SCENE 
would be finished, but the shooting was 
over. What had been a gamble, based on 
my belief that a student crew could, in 
fact, shoot a successful dramatic film of 
some length, paid off. We did it. ■ 

MOVING? 
PLEASE NOTIFY US 

6 WEEKS IN ADVANCE 
Miss/Mrs./Mr.  

Name (please print) 

New Address Apt. No. 

City State Zip 

MAIL TO 
AMERICAN 
CINEMATOGRAPHER 
P.0. Box 2230 

Hollywood, Ca. 

90028 

ATTACH LABEL HERE for address change or 
inquiry. If you are receiving duplicate copies of 

AMERICAN CINEMATOGRAPHER, please send both 

labels. If moving, list new address above. 
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Rentals 
at the 
right 
price! 

How about a NAGRA III 
for $10 per day? 

Or zoom lenses starting 
at $12.50 per day? 

The newest 16mm 
camera and sound 
equipment. . . perfectly 
maintained ... 

Arriflex S, M or Bl  
Single or double system 

Eclairs, Auricons or 
Scoopics . .. 
Crystal controlled motors 

Wireless microphones ... 

High speed Millikens - 
Photo-Sonics cameras to 
500 frames per second ... 

Colortran lighting ... 

CINELEASE .. . your 
dealer for leading lines of 
production equipment... 
Our prices are always 
RIGHT! 

For more information ... 
Phone (203) 966-1671 
or write... 

1 

Rentals • Sales • Service 
1331 Ponus Ridge 

New Canaan, Conn. 06840 
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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) 766-3715 

CUSTOM 
OPTICAL 
PRINTER 

OPTICAL PRINTER $550 
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 

THE FINEST LINE OF 
PROFESSIONAL EDITING 
EQUIPMENT AND SUPPLIES 
IS SOLD BY? 

 NOPE 
 NOPE 
 NOPE 

C^hristy’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. 

CM visty s 
EDITORIAL FILM SUPPLY 

2920 WEST MAGNOLIA BLVD. 
BURBANK, CALIFORNIA 91505 
Send for Price List to: Dept. A 

"LONDON BRIDGE SPECIAL" 

Continued from Page 884 

cals meant that a dupe had to be made 
and inserted into the A and B rolls for 
printing. While you can print EF one 
generation down and it is acceptable, 
two generations away it is not; it blocks 
up, becomes grainy, harsh, and con¬ 
trasty, and creates incorrect color 
balance. 

By the process of elimination, this, 
of course, leaves only ECO 7252. Its 
advantages are that it is intended as an 
original/print film, has the finest grain, 
and can be duped successfully for the 
necessary opticals. Its primary disadvan¬ 
tage is its slow speed (ASA 16 with an 
85 filter and 25 tungsten). It can be 
pushed a stop in an emergency, but I 
didn't want to do this because of the 
increase in grain and contrast. For the 
Lake Havasu sections of the show, 7252 
was fine, and the slow speed an advan¬ 
tage in the bright sunlight of the desert. 
I don't like putting ND filters on the 
lens to bring the film into exposable 
range. The less in front or behind the 
lens the better I like it. In 16mm for 
TV, you are fighting for as much resolu¬ 
tion as you can get and, since most of 
the commercials contained within the 
show were in 35mm, we had to be very 
careful to make the 16mm show look 
good and sharp. 

EXPOSURE 
To get a properly exposed piece of 

film is not simply a case of reading your 
meter and transfering that reading to 
your lens. You always have to temper 
your raw readings with judgment and 
experience. If it is possible, I always 
shoot a test and send it to the lab which 
will be handling all the processing and 
printing. While every lab will tell you it 
is processing at Kodak standards, this 
statement should always be taken with a 
grain of salt. What the labs should say is 
that their processing is an "interpreta¬ 
tion” of Kodak standards. I have found 
this so-called standard to vary up as 
much as a stop and a third. This is what 
labs will tell you is within "acceptable 
tolerances". If you don't know what 
their acceptable tolerances are, you can 
be in deep trouble. For the quality to be 
as good as the film can reproduce, make 
a test and find out where the lab is 
processing. You can then adjust your 
exposures to get the optimum out of 
the film processed by the lab you 
choose. It is impossible to try to change 
a lab's procedure. You must go along 
with them. They are now locked into an 
automated and mechanized system that 
cannot be changed without great ex¬ 
pense. 
LIGHTING 

On almost any professional produc- 

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 

NEW 
FREE 

64 
Page 

Rental 
Catalog 

Motion Picture Equipment 

Hundreds of items of the lat¬ 
est equipment with more 
than 250 photographs. The 
producer's and cameraman's 
Ready-Reference Book for 
filming in Israel and nearby 
countries. 

BIRNS & SAWYER, INC. 
(213) 466-8211 • Cable: Birnsaw-Hollywood 

1026 N. Highland Ave., Hollywood, Ca. 90038 
• 

Birns & Sawyer (Israel) Ltd. 
S3263-S9271 • Cable: Birnsaw Tel Aviv 

14 Hess Street, Tel Aviv, Israel 
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COLOR Processors 
don’t have to be expensive! 

MKVII 
COLOR 2 ft per min - B i W 20 ft per min 

ANNOUNCING AN EXTENDED LINE OF CRAMER PROCESSORS. 

MODELS INCLUDE SUPER 8. 16MM 6t 35MM - COLOR AND BLACK 6 

WHITE. BLACK & WHITE PROCESSING FROM 8 FPM TO 20 FPM: 

EKTACHROME COLOR AT 2 FPM. PRICES FROM S14SO.OO FOR 

BLACK & WHITE. $1890.00 FOR COLOR. 

Write or call for free brochure 

H.G. CRAMER 
ROUTE 3. BOX 24 A. SARASOTA. FLORIDA 33580, U.S.A. 

Telephone A C 813 355 4470 

HARRISON CAMERA & LIGHTING CORP. 
3131 B N.E. 188th Street, North Miami Beach, Fla. 33160 

Phone:(305) 949-3337 

tion, lights are a must. I use them for 
any and all of the following reasons: 1) 
modeling of actors, 2) color quality 
control, 3) contrast control, 4) extend¬ 
ing the shooting day, and 5) matching 
the days. 

When you are dealing with stars who 
already have an established public im¬ 
age, it is doubly important that they are 
lit properly. If this is not done and the 
audience is not pleased by what they 
see, the producer has every reason to 
complain. 

When working outdoors and in natu¬ 
ral locations, this job is a difficult one. 
Most real streets are not built with 
optimum lighting in mind. You can 
always move your performers to get the 
best light on them, but much of the 
time this means you are shooting away 
from the backgrounds you travelled 
thousands of miles to get. So you either 
have to wait for the "right time of day", 
which may or may not come, or make it 
look as good as possible under the 
circumstances. I prefer the "right time 
of day" method myself. 

Many times in real cities, as on this 
project, getting permission to shoot 
anytime is almost impossible. The right 
time was always in the middle of rush 
hour, or we were told, "No one can 
shoot here". It was only by the persist¬ 
ent efforts of our associate producer, 
Jean Gardener, and production manager 
Drumond Challis that we got the per¬ 
mission but there would be provisos 
like: "Only between 1 and 2 on Thurs¬ 
day the 7th". That was it. . .shoot it, 
rain, shine, or snow. On the tight 
schedules we all have to work under 
these days, you learn to do the best you 
can under the circumstances. The light¬ 
ing units you carry often give you the 
extra boosts which make the difference 
between being able to get the shot or 
not. 

When shooting in color, your actors' 
faces are subject to much stray reflected 
light, giving them a color cast. On a 
bright spring day under a mass of green 
leaves you get a green cast. This can be 
corrected in the lab, but then you lose 
the color impact of the green around 
them. The best way I've found is to put 
in some light of the proper color tem¬ 
perature to erase the green cast. In this 
manner, you keep the surrounding green 
tone true and full, but the faces retain a 
pleasant flesh tone and don't look sickly 
and dead. This principle is also very 
important on overcast days, as we had 
in London, where the color temperature 
from the sky was very high and the 
faces tended to have a blue cast to 
them. The lights cleaned up the flesh 
tones so everyone looked normal. The 
trick here is to provide enough light for 

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 tor price list 

HOLLYWOOD CINE 
MOTION PICTURE LABORATORIES 

1207 NORTH WESTERN AVENUE 
HOLLYWOOD, CALIF. 90029 

(213) 466-6683 

FILM SERVjCES 
• 35mm Color 

16mm wet gate blow-ups 
to 35mm—fully corrected. 

• 35mm to 16mm-16mm to 8mm or Super 8 

• Processing—Printing—Editing 

• Sound Transfer—Sound Striping 

• Super 8 to 16mm 

SAME DAY SERVICE 
24 Hour Processing 
Coast to Coast Service 

Send for Price List 

1138 No. La Brea 
Hollywood, Ca. 90038 

(213) 467-1118 

.MERICAN 
FILM INDUSTRIES, INC. 
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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 

A $164.50 value brand new 

for only $79.50 
FEATURES: 

• Fits Senior Stand or Baby Stand with 
s/8" stud 

• Four switches — one for each lamp 

• Four 650 watt lamps 

• Easy front lamp change 

• Weight, with lamps, only 7 pounds 

• 120V AC/DC 

• Satin finish anodized aluminum 

(Price does not include lamps or stand) 

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

(213) 466-3561 / (213) 985-5500 

exposure without interfering with the 
overcast quality. In using booster lights 
you can't put in more than two stops of 
additional light over the base exposure 
of the scene or it will look artificial. I 
try to keep it down around one to 
one-and-one-half stops above. You 
should try not to cast any hard shadows 
from the booster lights. This straight-in 
lighting doesn't flatter men; you need a 
light that defines their features. Both of 
these requirements can be taken care of 
by putting the light high over the lens of 
the camera. In this way the light is still 
fairly flat, yet gives highlights to the 
cheek bones and a shadow under the 
chin, defining the strong jawline. 

In contrast to the heavy flat overcast 
of England, Lake Havasu presented oth¬ 
er problems. The two major ones were 
matching the skies and controlling the 
extreme contrast levels. Since film does 
not correct for contrast as the eye does, 
on sunny days we must do it artificially. 
In photographing actors, there are sever¬ 
al ways of doing this. We may turn the 
actor so there is full sun on his face and 
expose for that, or we may turn the 
actor into full shadow and expose for 
that. But, it is usually impossible, in 
terms of cutting continuity, to reposi¬ 
tion him. 

Another method of "contrast con¬ 
trol" is to subtract light from the bright 
side through the use of butterflies and 
scrims. This often necessitates the scrim- 
ming over of an entire street or field in 
the background or it will appear overex¬ 
posed. With a production such as ours 
this also is an expensive and almost 
impossible task. But this highlight soft¬ 
ening system is good in small areas 
where you have no vast backgrounds. 

In the end, the best way of making 
the film see what the eye does is to add 
light to the shadows and bring them 
into the contrast range of the film. The 
cheapest and fastest way is to use 
silver-covered reflectors that bounce the 
sun where you want it. This method has 
several drawbacks: 1) they need sunlight 
to work, 2) as the color temperature of 
the sun changes at the end of the day, 
so does the reflected light, 3) as the sun 
moves, the angle of the light from the 
reflectors moves too, so they must 
constantly be readjusted, 4) slight wind 
makes them jiggle and a stronger one 
knocks them over, and 5) actors find 
them very hard to look into. 

Lighting units having a color temper¬ 
ature matching daylight are the best 
way of supplying light in the shadows. 
These lighting units fall into a number 
of groups. One of these is the tungsten 
or quartz type, using TD 25 blue gel 
filters, blue Macbeth glass filters, or 
dichroic filters. 

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 

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. 

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 

r world” 

”C Mark of Quality 
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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 

Ready for YOU: 

THRIFT FAX 
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 

Another group is the FAY-type lights 
utilizing dichroic-coated bulbs. They are 
available in either Mini-Brute or Maxi- 
Brute sizes, but are expensive to rent 
and maintain. The dichroic coating on 
the bulbs tends to burn off in a short 
time and a piece of blue filter must then 
be introduced to maintain the color 
balance. You must constantly check the 
color temperature to make sure they are 
O.K. This unit in use is the one with 
nine bulbs . . . three high and three 
across. Since there are nine sources, this 
gives you nine shadows, but this can be 
smoothed out somewhat by placing 
spun glass in a frame in front of the 
unit. This cuts down on the amount of 
light, which means that on bright days, 
unless the unit is five to ten feet away, 
it is doing no good at all. On overcast 
days they don't have the punch and 
throw to handle large areas with an even 
light. If you don't have anything else, 
they certainly are better than nothing. 

A further unit is the xenon "Sun- 
Brute”. It utilizes a xenon bulb burning 
at the proper color temperature of 
daylight. It has a powerful one-source 
light and runs off a 30-volt D.C. battery 
source. This has the advantage of cut¬ 
ting down the length of your cable run 
because you don't have to hide your 
generator around the corner to get rid 
of the noise. While not having the punch 
of a Brute arc, it is fairly close. Its two 
primary drawbacks are the lens system, 
which needs to be redesigned to permit 
better control of the light, and the 
battery power supply, which should be 
refined to produce a longer running 
time. 

The last unit is the Brute Arc. This 
unit is still unsurpassed in performance. 
It costs less to rent than any of the 
others, the color quality of the light is 
perfect. You have full control of the 
light. You can gobo it without fringing 
shadows, and you can vary the intensity 
and size of the beam without moving 
the unit. There are good holders for gels 
and diffusion and it is not so hot that it 
burns them up. However, the arcs have 
their disadvantages too. They are large 
and heavy, they require a generator, 
large cable, and a man to operate and 
watch the unit. 

As you can see, each type of unit has 
its own advantages and disadvantages. In 
my particular situation in London with 
no sun—reflectors were, of course, out. 
The next choice was either FAY lights, 
xenon SunBrutes, or arcs. I didn't think 
FAY lights could do the job because of 
the color-quality problem and the lack 
of control. They need a generator and 
cable just like the arcs. In order to cover 
the areas necessary, I would have need¬ 
ed many more FAY units than xenons 

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 FILMS, INC. 
611 HOWARD STREET • SAN FRANCISCO, CA 94105 
San Francisco’s complete 16 mm film service 

Ml. V.I NT. IM. 

PRODUCTION MUSIC 
On 121 LP, 33-1/3 rpm, “Major” 
Production Music records selling at 
$5.00 for a total list price of $605.00. 
Or entire library may be purchased at a 
20% discount for a total library price 
of $484.00. 

In addition, we offer every basic sound 
effect your productions need. Over 
500 effects on 15 LP “Major” records 
for $75.00. All prices F.O.B. New 
York City. 

Send for Free Catalogs 

THOMAS J. VALENTINO, INC. 
Established 1932 

151 West 46 St. (212) Cl 6-4675 
New York, N.Y. 10036 

16mm camera 

repair 
Phone (303) 433-3873, or write: 

stan phillips 8i associates 
camera service 

2245 w. 30th ave. denver, Colorado, 
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DOES VOUR FILM LOOK 
LIKE IT WAS SHOT THRU 

YOU NEED SERVICE! 
USIIMG THE NEWEST MOST 

ADVANCED EQUIPMENT. AND 

STANDARDS MORE STRINGENT 

THAN ANY MANUFACTURER, 

□UR EXPERT TECNICIANS CAN 

REPAIR YOUR LENSES FASTER, 

CHEAPER AND MORE ACCURATELY 

THAN ANYONE ELSE! 

ANGENIEUX 
SPECIALISTS 

LOCAL. SERVICE WHILE YOU WAIT! 
OUT OF TOWN RETURNED IN 54 HOURS! 

UNCONDITIONAL GUARANTEE 

SEND YOUR LENS OR CAMERA 

TODAY FOR A FREE ESTIMATE. 
CONTACT BOB CAPPS 

(213) 4B1-41B5 

lOTION 

ICTURE 

RENTALS 
SALES 
SERVICE 
OPTICAL/CAMERA 

RVICE CENTER 

The "JUNIOR"- Model R105U 

by Multi-Track Magnetic 

Part of the all new “Building Block” 
Sound Recorder-Reproducer System 

A desk model, single channel, 

pick-up recorder for 16mm, 35mm, 
l6/35mm andl7.5/35mm capability. 

• Full compatability with other 

Multi-Track units. 
• Pre-aligned 12, interchangeable 

head assemblies 
• Remote synchronous high-speed 

operation 
• Torque motors isolated from the 

main drive for smoother operation 
New dealership inquiries invited 

For literature, specifications, 
prices and assistance in studio 
planning, call, write today: 

Mulri-TRAck MAQNETicS iNC. 
1 Ruckman Rd.. Closter, N.J. 07624 (201) 768-5037 

or arcs. The problem of lacing the lights 
together to keep the proper balance is 
difficult and time-consuming. We had to 
move fast, and with that many FAY 
units there would have been a jungle of 
cable taking a good deal of time to 
wrap. 

An arc-type unit was the logical 
choice. With only two, I could handle 
the area it would have taken as many as 
8 to 10 nine-FAYs to cover. The mass 
of cable was simplified and the genera¬ 
tor remained the same. However, their 
bulk and cumbersome handling still 
bothered me. They require a larger 
truck for transport and in old cities like 
London, parking and narrow streets 
would have been a problem. 

I felt the xenon SunBrute was the 
answer to my situation. It has nearly the 
control and power of the arcs, yet 
doesn't have their bulk. The cable run is 
cut way down and a battery unit is 
substituted for the generator. I had used 
a Laser Battery Cart and four 4-K xenon 
SunBrutes on the Paul Newman Special, 
“ONCE UPON A WHEEL" and they 
had worked out well. On "London is 
London", I would need only two of the 
units for the bulk of the work and on 
one day I needed four. To the joy of 
our Production Manager, this was the 
least expensive way of going. Unfortu¬ 
nately there were only two xenon lights 
in England. Their battery system, which 
did not constantly recharge like the 
Laser system, would only run the lights 
for an hour, then take 7 to 8 hours to 
recharge. I asked about shipping to 
England the set-up I had previously 
used, but was told it would cost too 
much. As it turned out, Xenotech had 
apparently gone out of business with 
the result that their battery cart and 
lights were no longer available anyway! 

In England, I ended up using two 
Brutes and four 2-K Mighty Moles with 
dichroic filters. For the large areas I 
used the arcs and for the quick close-ups 
and the interior of a London bus, the 
Mighty Moles. On one occasion I used 
the xenon lights on the Thames for a 
barge shot where I could get no power 
and needed a long throw. On two other 
occasions I used six Brutes. 

For the Lake Havasu sequences I 
used two Brutes, six reflectors, two 2-K 
Mighty Moles and two 1-K Mole Pars. 
It's always hard to explain to a produc¬ 
tion company why you need light when 
the sun is blazing down on the desert, 
but, in fact, the more sun you have the 
more booster lights you need to balance 
it! Fortunately, Winters/Rosen has 
come to understand this concept. One 
of the most important things they've 
learned is that lights are insurance. They 
can extend the shooting day by helping 

HEADS REBUILT 

ONE-DAY SERVICE 

Reasonable 
Prices * _ „ 

Fully 
Guaranteed 

MOBIUS 

Offers today's 
most comprehensive 
professional TV and 
Motion Picture Training 

Work in modern studios with the latest 
equipment. Professional instructors. Co-sd. 
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 
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WE8THEIMER Company 

Joseph ff'estheimer. A.S.C. 

TITLES, TRAILERS, INSERTS AND OPTICAL EFFECTS 

FOR MOTION PICTURES AND TELEVISION 
HO 6-8271 

736 Seward St., Hollywood, Calif. 90038 

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. 1 8th St. (212) 255-9321 

New York NY 10011 

NOBODY makes BETTER 16mm 

COLOR POSITIVE PRINTS 
- than TEKNIFILM! 

• Small enough to give you 
PERSONAL ATTENTION 

• Large enough to meet your 
DEADLINES —40,000 ft./shift 

TEKNIFILM, INC 
1923 N.W. Kearney • Portland, Oregon 97209 

Telephone 503/224-3835 

TRY US ON YOUR NEXT PRINT ORDER 

For the best in quality and service 

RUSSELL FILM 
LABORATORIES 

Complete 16mm Lab 

Color and black & White processing 

Sound recording 

Editing 

Printing 
• 

Titles 
Same day service on Ektachrome 
processing and work prints 

RUSSELL FILM LABORATORIES 
P. O. Box 6938 • Jacksonville, Fla. 32205 

(904) 389-2316 

you get those last shots to finish the 
sequence after the sun has gone down, 
provided that you can limit your shoot¬ 
ing area. Lights can also help match 
shots taken on a sunny day with those 
taken on overcast days. 

The lights paid for themselves many 
times over in days and location costs 
saved. The less time you have to shoot 
and the less money you have, the more 
you need the extra edge lights give you. 

APPLICATIONS 

Toward the end of the "London is 
London" sequence we come out of a 
freeze frame as Tom Jones is opening a 
large iron gate. He is singing as he walks 
across the street, the camera dollying 
with him. A double-decker bus pulls up, 
and he gets on. This shot was done on a 
street surrounded by dark high build¬ 
ings. And, of course, it was an overcast 
day! I lit this sequence as diagrammed 
in Figure 1. Brutes 1, 2, 3, were Jones' 
key lights. #1 was goboed off the 
background wall and the middle part of 
the shot. Brute #2 picked him up in the 
middle position. #2 was goboed off the 
wall and carefully laced with #1 to keep 
a constant light level. #3 was a continu¬ 
ation of #2. Brutes #4, 5, and 6 gave 
relief from the dark buildings so Tom's 
hair didn't mesh into the background. 
#4 was on a low stand, hidden behind a 
Taxi parked at the curb. We were 
careful to make sure the extras did not 
walk in front of the lamp. #5 and 6 
were masked behind a building and were 
hitting the bus and the building across 
the street. They also added a shine to 
the wet pavement, giving extra defini¬ 
tion to the scene. 

Figure #2 illustrates the basic set-up 
for the "Style" number in which Kirk 
Douglas taught Tom Jones how to be a 
gunfighter. While this was supposed to 
be set in Arizona, availabilities of the 
stars forced us to shoot at Pinewood 
Studios where we re-dressed a leftover 
set from "FIDDLER ON THE ROOF". 
We tarped over the set because of bad 
weather... it rained throughout most 
of the shooting. I used six Brutes and 
four single FAYs. Arcs 1, 2, and 3 were 
the keys, simulating the sun coming 
from one direction. They were carefully 
laced together to avoid the double¬ 
shadow problem. Number 4, the fill, 
had spun glass on it to soften the 
pattern of the lamp. Number 5 was a 
"set" light to pick out the top part of 
the set over the small roof. Number 6 
was a soft backlight to add sparkle to 
the scene. Single FAYs 7, 8, 9, and 10 
filled the dark shadow cast by the sun 

(arcs 1, 2, and 3), but they were not so 
strong that they washed it out. 

Figure #3 is a plan for the "Romeo 

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 

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 

 '\ CAMERA STOCKS 
16mm EKTACHROME 7252  06 
16mm EKTACHROME EF 7242 065 
16mm EKTACHROME 7241, 7256 . .0525 
16mm B & W Neg, PX, DX, TX 025 
16mm Color Negative 7254 065 
35mm Color Negative 5254 from 07 
35mm B & W Neg, XT, PX, DX, 4X . .036 

LABORATORY STOCKS 
7387, 7385, 7253, 7302, 5302, etc. 

MAGNETIC SOUND STOCKS 
35mm & 16mm New and Reclaimed 

FILM & EDITORIAL LEADERS 

16mm 35mm 
Opaque leader 4.0 Den 19.50 26.50 
Fill leader  3.25 3.25 
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. 
5114 Alcott 

Dallas, Texas 75206 
214-828-1303 

SFE Raw Stock, Inc. 
366 W. 46th St. 

N.Y.C., N.Y. 10036 
212-265-3740 y 
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Editing Facilities 
Equipment Rental 

Showchrons & Moviolas 
Kerns, Steenbecks 

(Showchrons can be rented or purchased) 

PRSVieW 
THE9CTR© 

1600 BROADWAY, NEW YORK, N.Y. 10019 

(212) 246-0865 

for everything 
you need 
in professional 
motion picture 
equipment. . . 

A NAIIONAI CINE 
^EQUIPMENT, INC. 

37 WEST 65TH STREET, NEW YORK, N.Y. 10023 
(212)799-4602 
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HOLLYWOOD’S OLDEST 

FILM SCHOOL 

NOW ACCEPTING ENROLLMENTS 

FOR OUR NEXT 

MOTION PICTURE COURSE 
CAMERAS • SOUND RECORDING 
LIGHTING • EDITING • EFFECTS 
COMPOSITION • SCRIPTING • ETC. 

DAY OR EVENING CLASSES-ENROLLMENT LIMITED 

D^ISHSTY ROUZER 

STUDIO 

7022 Melrose Avenue, Hollywood, California 90038 
Request Brochure HC (213) 936-2494 

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 

and Juliet Ballet" sequence in which we 
presented an abstract interpretation of 
our boy and girl falling in love. We were 
fortunate enough to have the services of 
Rudolf Nureyev and Merle Parke. We 
had only one day in which to film the 
entire 51/2-minute sequence! This limita¬ 
tion allowed us no time to re-block the 
dance for cameras, so we had to shoot it 
as if it were a stage performance. 

Our director, David Winters, wanted 
a soft, romantic-limbo look to the 
scene—yet the dancers could not look 
like cardboard cut-outs. They had to 
have a feeling of roundness. In addition, 
we had to shoot with five cameras at 
once, one of which was to roll at 
128fps. In order to shoot 7252 at 128fps, 
the minimum light level for F/2.8 would 
have had to have been 2400 footcan- 
dles ... a total impossibility. If pushed 
one stop it would still have required 
1200 footcandles and that, too, was out 
of the question, not only because of the 
heat, but the immensity of the lighting 
job. The eye was 215 feet around and 
25 feet high. There was no way I could 
talk anyone into shooting in 35mm, 
even though we were going to have 
massive opticals and the lighting require¬ 
ments were so complex. I finally solved 
some of my problems by shooting 7242 
in the high speed camera and the 7252 
in the other cameras. While I don't like 
to mix stocks, economics once more 
pushed out artistic considerations. I 
ended up working with a minimum light 
level of 580 footcandles, giving me a 
stop of F/2.8 for the high speed camera 
and F/3.5 for the others. 

For the lighting I used forty 10K's, 
seventy-five 5-K sky pans, and sixteen 
clusters of six 1500-watt lights, sur¬ 
rounded by silk. With that many units, 
the chances of a pinwheel effect, sha¬ 
dows all over the floor, was almost 
assured. To eliminate this problem and 
to give the soft effect David wanted, I 
had large ten-by-ten-foot frames covered 
with tracing paper and hung in front of 
the 10K's. The sky pans lighting the eye 
didn't create a shadow problem because 
the dancers were always far enough 
away so that their bodies didn't cast 
shadows. The 10K's were placed to 
create a pool of light in the center of 
the dance floor softening out toward 
the edge where the cameras were placed. 
Thus, as the dancers came closer to the 
cameras, they got darker. I kept the eye 
about VA to 2 stops under the key area 
in the pool and the edges of the pool 
were about one stop under the center. 

If we had been able to shoot with 
one camera and had been allowed sever¬ 
al days to do the sequence, I would have 
used a true north light look with the 
key just from one side. But if I had 

SNYDER. FALK & SWENSON 

STHIO RENTALS. IICJFMM 
Serving the Motion Picture, TV and 
Commercial Industry with the finest 
Production Services and Equipment 

(602) 252-5848 24 Hour Service 

2321 E. University Drive, 
Phoenix, Arizona 85034 

West Coast Coordinating 
(213) 893-1832 

Office: 

AMERICAN CINEMATOGRAPHER, AUGUST, 1972 941 



PROFESSIONAL 
MAGNETIC SOUND STRIPING 

• Super-8 and 8MM originals 
or prints 

• 24 per foot—plus postage 
• One day service 

AERCO 
Box 171 Pennsauken, N.J. 08110 

CINE BOOKS 
Largest range of technical 
books on motion pictures in 
the world. Fast service to all 
countries. Send one dollar for 
catalog. 

CINE BOOKS 
692a Yonge St. (416) 964-6474 

Toronto 5, Ontario, Canada 

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 

Mitchell S 35 R Reflex Camera 
with 11R-3500 Blimp All accesso- 

^ ries incl. 1000 ft. magazine synchr. 
motor 110V 60 eye. Angenieux 4:1 
Zoom Lens. Brand new. Sacrifice 
25% off list: Phone (213) 463-4834 

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 

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 

COMPLETE LABORATORY AND 
POST PRODUCTION SERVICES 

“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 

done this with the multiple-camera set¬ 
up, one camera would have seen front 
light, one camera half-light, one camera 
silhouette, and so on. This obviously 
would not have worked, such a severe 
lighting change from camera to camera 
could never have been intercut. 

However, I worked out a double- 
cross soft light so all camera positions 
looked pretty much the same and the 
cross-light showed the roundness I was 
looking for. I had one 10-K placed high 
behind the dancers as a backlight to give 
a little more relief and put just one hard 
shadow on the floor. 

We got three complete run-throughs 
of the dance and each time we changed 
the camera positions and the types of 
coverage each camera was assigned to 
get. The use of zoom lenses on all the 
cameras was dictated by the circum¬ 
stances. If I had chosen fixed lenses, it 
would have created a problem for the 
operators who were assigned the close- 
ups. Shooting against a blue limbo 
backing, if they had lost the dancers out 
of the frame it would have been very 
difficult, if not impossible, to find them 
again. With zooms they could widen out 
to the shortest focal length, find the 
dancers; adjust back into the closeup 
and hold them as long as they could 
once more. The zoom was imperative on 
the Mitchell high-speed camera for, 
without it, the camera would not have 
been reflex while shooting, causing no 
end of parallax and focusing problems. 

For ease of operation, I used Worrall 
heads on the three standard-speed cam¬ 
eras on the floor. For the overhead 
camera I had an O'Connor 100 fluid 
head because of the weight problem. 
The high-speed camera on the floor also 
utilized an O'Connor head. For some of 
the faster moving closeups we used a 
fluid head on the floor cameras because 
we couldn't move the Worralls fast 
enough. 

CAMERA MOVEMENT 

In London I used a small Western 
dolly with pneumatic tires which could 
run either on the ground or on alumi¬ 
num track. I prefer a crab dolly, but it 
was just too big to load and unload all 
the time. I wish I'd had an American 
Western dolly with airplane tires as I 
had at Lake Havasu. These tires are big 
and soft, making track-laying rare and 
dolly moves simple and very fast. The 
only drawback with this type of dolly is 
that if you are working in tight quarters 
there is no real maneuverability as with 
the crab. 

We had a Chapman Titan Crane with 
us most of the time in Lake Havasu. We 
did many shots off it, not only boom 
moves, but dolly moves in dialog scenes 

IN SAN FRANCISCO 
V 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) 

NAGRA (SALES) 

Complete Service Facilities and Rentals 

ADOLPH GASSER, INC. 
5733 Geary Boulevard • San Frandsco, Calif. 94121 

Telephone: (415) 751-0145  

IN FLORIDA IT’S 

WARREN SOUND STUDIOS" 
Complete sound production facilities 

■ Mixing ■ Dubbing ■ Transfer ■ Interlock Screen¬ 
ing Facilities ■ 16 or 35 mm ■ Editing ■ Loc. 
Sound Trucks ■ Westrex, Nagra & RCA Equipment 

35 NE 62nd St. • Miami, Florida 33138 
Telephone: (305) 754-9539 

CANADA 
Exclusive Distributors in Canada for: 

ARRIFLEX Motion Picture Equipment 
NAGRA Tape Recorders 
IANIRO Lighting Equipment. 

1Vrite for price lists and brochures. 
BRAUN ELECTRIC CANADA Ltd. 

3269 American Drive (416)677-3243 
Mississauga, Ontario, Canada 

Sf£C//tl/srs ! 
Any Quantity... BEST Price* 

Cw-C/tafi /&. 
8764 Beverly Blvd, Hollywood. Cold 90048 (213) 652-7357 

Ail MOVIE LAB SERVICES 
16mm, Super 8, Regular 8 

Write for free brochure 

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 

Closed Aug. 28 to Sept. 30 
STEVENS ENGINEERING CO. 

Dept. A, 340 Newport Blvd., 
 Newport Beach. Calif. 92660 

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. 

angenieux service corporation of California 
13381 BEACH AVE., VENICE, CALIF. 90291 • (213) 821-5080 

Now Two 

]) FACTORY SERVICE 
CENTERS 

angenieux corporation of america 
440 MERRICK RD., OCEANSIDE, N.Y 11572 • (516) 678-3520 
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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. 

POSCO 
color media 

ROSCO, PORTCHESTER, N.Y. 10573 

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 

QUALITY 16mm PRINTS 
OUR SPECIALTY 

Satisfied customers coast to coast 
B&W • Kodachrome • Ektachrome 

Color interneg • Positive 

TEKNIFILM. INC. 
1923 N.W. Kearney St. Y 
Portland. Oregon 97209 
(5031 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 

CINE DEVELOPMENTS 
445 S. BEVERLY DR., BEVERLY HILLS, CALIF. 90212 

(213) 553-9432 

Personalized 
16mm SOUND SERVICES 

Flexible Work Schedule 

FARMS FILM COMPANY 

IS 

COVERED 

BY 

612 MARINA HOUSE, HONG KONG 

• Production Management Service 
• Professional Crews 
• Camera and Equipment Rentals 
• Complete 16/mm & 35/mm 

Production Facilities 

as well. When you have dialog scenes 
where the performers walk a good dis¬ 
tance, a crane is indispensable for ease 
and speed of operation. By mounting 
your fill light right on the crane with 
you, you don't have to lace together a 
lot of static lights. This way, one unit 
takes care of the entire scene. By using 
the boom arm in an offset configura¬ 
tion, you can hide your tracks if you 
have to lay any. Cranes are also much 
faster to use when positioning the cam¬ 
era at different heights. Taking a parallel 
out of the truck and setting it up takes 
much more time than swinging the 
crane arm into position and raising it up 
and down until the proper height is 
found. It also got us into outrigger-type 
angles over the side of the bridge that 
would have been impossible any other 
way. On several occasions the crane was 
used as an "expensive Molevator" to put 
one of our arcs over the side of the 
bridge to get the light in from the right 
angle. 

At Lake Havasu, there were times 
when we had to block the sunlight and 
then relight to get the proper effect. I 
had a scene in which The Carpenters 
and Jennifer O'Neill were sitting across 
the front seat of a convertible. The 
shadow from the top of the windshield 
was cast across their faces. It was not 
possible to move the car in relation to 
the sun because the position was impor¬ 
tant to the storytelling-geography of the 
film. I could not shoot the scene with 
this black shadow across their faces. 
Even if I had filled it in with booster 
light, the shadow would still have been 
distracting. I took it out by blocking the 
sun with a 12'x12' butterfly then re-lit 
them with two arcs laced together and 
matched to the light level of the back¬ 
ground. I made sure the arcs did not 
cast the same shadow as before. I also 
removed the tinted windshield to elimi¬ 
nate the green-tinted faces. 

In general, I tried to arrange the 
camera angles so that the performers 
were in backlight. This gave a pleasant 
bright sparkle to the film and was in 
keeping with the fantasy elements of 
the story. This meant that the faces had 
to be brought into balance with the 
backgrounds so I used the arcs. The 
overall exposure was about F/11 and 
the backlit faces were about F/6.3. I 
would fill until I got a F/9 on the faces 
and in this way the film would see what 
the eye would see and not look as if I 
were using lights. 

Whether it be a commercial, feature, 
or television special, I always approach 
each assignment with the aim of produc¬ 
ing the highest quality photographic 
image, both technically and artistically. 
I feel both go hand in hand. ■ 

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) 

SHOOTING IN CANADA? 
Rent from the complete rental house OCINEQUIP 

Cameraand1'6 

Equipment Rentals 
244 Simcoe St., Toronto, Ontario. (416) 362-6611 

2000 Northcliffe Ave., Montreal, Quebec. (514) 487-5010 

Thrill to the excitement and glamor of 

"Hollywood's Golden Era" 
II in the privacy of your own home! 

C ^ 
* jr 

...with full length 8mm and 16mm 

CLASSIC FILM FEATURES 
from 

^ Niles Film Products 
1019 South Michigan Street 

FREE CATALOG DEPT AC South Bend, Indiana 46618 

For Professional Equipment in 

PHILADELPHIA, 
O. H. HIRT, INC. 

39 N. 11th St. * Phila, Pa 19107 
(215) 923-0650 

• FILMING • 

INDIA ASIAN FILMS 
72 JANPATH, NEW 
DELHI—1; Cable: Movi- 
photo, New Delhi (In¬ 
dia); Telephone: 47995 

NEW magnetic sound reader 
Completely self contained 

Sound head, Amplifier, Speaker 
All in the same cabinet. 

Complete price $85.00 
Write for illustrated literature 
SATELLITE FILM, INC. 

5931 S.W. 8 Street 
Miami, Fla. 33144 

ERST COIIST MID S0UTHEDST 
COMPLETE PRODUCTION SERVICES FOR FILMAKERS: 

Equipment rental, screening 
rooms, editing facilities, etc. 

Call: Ervin Melton 

PHD 1UVFT PA 4823 S. TRYON STREET L/ilf'luLL LU. CHARLOTTE, N. C. 28210 W (704) 525-3811 
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3-M Dynarange SOUND STRIPING 
HIGH OUTPUT - LOW NOISE -LUMICATED 

.035 per foot $ 12 Minimum 

yesl WE DO ST *1 EE FUJI FOLYESTE R FILMS 

.^udio A/isua# 'dTeeltnicaC SPabo/iato/iy 
1616 Newportvill* Road, pHONEI2l5) 757 3915 

Cornwells Heights, Pa. 19020 

CAROLINA 
PHOTO-TECH INC. 
FILM LABORATORIES 

Ektachrome Processing/B&W Pro¬ 
cessing/Work Prints/Release Prints 
Call or write David Conley for 
complete professional nrire list 

639 Wellons Village Shopping Center 
Durham NC 27703 (919) 688-7265 

PROFESSIONAL 
UNDERWATER 
PHOTOGRAPHY 

A Division of Giddings (415) 362-6694 
Underwater Enterprises 

584 Fourth St., San Francisco, CA 94107 

FILMS 

UHiiKit AtoTioN rirniin: 
I IILA\ rnxmts i 

35, 16, and 8mm. Contact continuous, and optical 
reduction and enlarging for color and B8<W films. 
Please write for information and prices: 

Uhler Cine Machine Cable: Uhlcima 
15762 Wyoming Ave., Detroit, Mich. 48238 

(313) 861-4663 

SOUND STRIPING 
ORIGINAL OR PRINTS — 8/SUPER-8/16MM 

24 HOUR SERVICE 

Guarantee on Emulsion Side 

P.O. 13573 St. Louis, Mo. 63138 

CANADA’S largest and most complete 
rental house 

CINEVISION 

2000 Northcliffe Ave. 
Montreal, Quebec 
(514) 487-5010 

2264 Lakeshore 
Blvd. West 

Toronto, Ontario 
(416) 252-5457 

SH00TII1G 
Contact Jim Grattan for 
top equipped crews. Single 
and double system. Ill 

IMIMII? 
PDATTAIJ 1440 st- Catherine Street, West 

Suite 507. Montreal 107, P. Q. Canada. 
PRODUCTIONS (514) 878-9638 

ANIMATION 
IN 

TWELVE 
HARD 

LESSONS” 
robert p. heath productions, inc. 

1627 Scott Avenue, West Islip, New York 11795 

INDUSTRY ACTIVITIES 
Continued from Page 885 

series; 6. Public affairs—spot; 7. TV 
documentary; 8. TV series; 9. TV spe¬ 
cials—local, and 10. TV specials— 
network. There will be a Silver Phoenix 
Award to the best production overall, 
with gold, silver and bronze medals in 
each of the categories. 

Videotapes, 16mm and 35mm film 
are acceptable for competition. Award- 
winners will be presented during the 
festival. Special seminars on creative 
techniques in videotape are being pre¬ 
sented by WFAA Productions and Am- 
pex. New television techniques and 
products will be reviewed as part of the 
television symposium. 

The festival has been expanded to 
ten full days, August 11th through the 
20th. Award screenings will take place 
in the afternoons and evenings, with 
special exhibits, seminars and symposi¬ 
ums each morning. Festival screenings 
will be held at the beautiful Memorial 
Arts Center's 2,000-seat Symphony 
Hall. Festival headquarters is the Shera¬ 
ton Biltmore Hotel. 

For further information, contact: J. 
Hunter Todd; Director and Founder; 
Atlanta International Film Festival; 
Drawer 13258; Atlanta, Georgia 30324; 
(404) 633-4105. ■ 

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. Oue 

Tel. (604) 682-4646 Tel (416) 259-7811 Tel (514) 484-1186 

5HDIAICHRDN 
The world’s most versatile 

editing machine 
SHOWCHRON 

5707 Cahuenga Blvd. (213) 762-9466 
North Hollywood, Calif. 91601 

Distributed by A. V. E. Corp. 
250 W. 54th St. (212) 757-0552 

New York, N.Y. 10019 

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 

CENTURY STUDIOS 
FILM PRODUCTIONS 

CINEMATOGRAPHY our specialty 

Complete production (919) 834-7054 
... or footage 5210 Western Blvd. 

Raleigh, N.C. 27602 
WE TRAVEL ANYWHERE 

MOVING? 
PLEASE NOTIFY US 

6 WEEKS IN ADVANCE 

Miss/Mrs./Mr. 
Name (please print) 

New Address Apt. No. 

City State Zip 

MAIL TO 
AMERICAN 
CINEMATOGRAPHER 
P.O. Box 2230 
Hollywood, Ca. 
90028 

ATTACH LABEL HERE for address change or 
inquiry. If you are receiving duplicate copies of 
AMERICAN CINEMATOGRAPHER, please send both 
labels. If moving, list new address above. 

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 

J. Burgi Contner, ,s.c. 
Director of Photography 

SPR Reflex BNC, SPR-NC, 
ARRIFLEX, Lights. Sound 

P.O. Box FI532 
Freeport. G.B., Bahamas 

GAFFER 
n., in film, a chief electrician on any particular film set. 

THE FILM SCHOOL 
Programs in film theory and analysis, labs in film, video, & 

color photography. Registering Now! Write 1001 Mass. Ave., 
Cambridge, Massachusetts 02138. Call (617) 661-3900. 

Not affiliated with any other school 
of the same name. 
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BUY-SELL-SWAP HERE 
STUDIO PRODUCTION EQUIP. STUDIO PRODUCTION EQUIP. STUDIO PRODUCTION EQUIP. 

ECLAIR ACL—brand new; never used. Cam¬ 
era body, crystal motor, two mags, battery, 
quick charger, case. $5680 firm. Will consider 
trade for NPR with 9-95 zoom. (415) 
362-2058 or GRAPHICS, 123 Greenwich St., 
San Francisco, Ca. 94111. 

ARRIFLEX 16M 2-200 ft., 1-400 ft. mag., 
variable motor, CM3 with 400 ft.—16mm;400 
ft—35mm mag., case, battery. 80-240 mm 
Varigon zoom lens. HERMAN GALLI CAM¬ 
ERA SERVICE, (213) 931-4111. 

35mm DE VRY Portable motion picture 
projector; 4000 ft. capacity; 2 B&L lenses; 
perfect condition, 1200. W. Best Offer over 
$400. In New York City, (212) 686-0551. 

SYNC BEEP-V4 inch tape prerecorded with 
high-level 1000 eye. tone, backed with special 
pressure-sensitive adhesive for quickly affixing 
visual and audible sync indication on any 
magnetic film or tape. Industry-wide accept¬ 
ance. Send $2.50 cash, check or money order 
for postpaid packet containing 20 strips total¬ 
ing 100 35mm frames. D.P. UPTON CO., P.O. 
Box 5052, Tucson, Arizona 85703. 

AURICON-PRO 600 SPECIAL . . . extremely 
quiet running, 400 ft. magazine, complete 
with magnetic head, MA-11 sound amplifier, 
RCA BL lav. mike, Electro-Voice 666 mike, 
Recharging unit, 12mm to 120mm zoom lens 
(Angenieux). Top condition. $3,200. COSMO 
SANTANGELO (315)-422-5001 or write 537 
Butternut Street, Syracuse, NY 13208. 

MOVIOLA - 35-35, Stand, Ampl. new Mag¬ 
tape pick-up head. Pedals, sync motor, etc. 
full size Moviola 3x5 screen. Also has compos¬ 
ite optical head. Working condition and in 
operation. $650. Eclair NPR sync motor $500 
or best offer. Panavision type 2:1 Anamorph- 
ic lens attachment for camera, fits Arri type 
16 and 35 lenses. High quality, sharp, $200. 
R. D. GARDNER, 2807 St. Paul St., Balti¬ 
more, Md. 21218, (301) 243-8750. 

MOTION PICTURE 35mm camera Eyemo 
B&H, turret, 5 lenses, motor and accessories 
in case. Good Working condition. (2 sets for 
$500.00) J. WITULSKI, 591 N. Irving Blvd., 
Hollywood, CA. 90004. Phone (213) 
467-3129. 

ANIMATION STAND—16mm Portman 
Stand, and Acme Camera adapted to Rich- 
mark System. Excellent condition. FAR¬ 
RELL, 213 E. 38th St., New York, N.Y. 
10016, (212) 683-8358. 

MAGNASYNC X400 Dubbers (3) mech Intlk. 
Excellent Cond. w/rack and P.B. amps. 
$2300. Dept. 1756. AMERICAN CINEMA¬ 
TOGRAPHER 

GOOD BUYS: 4x5 Kodak Master with East¬ 
man Ekta F6.3 lens; 2M Watt Spots, stands 
and barndoors; 35mm Griswold splicers: 
15mm 2.5 Ektar and 2.7 Ektanon lenses; NCE 
Portable Dolly; Polaroid Flash Camera; Atlas 
Boom; Editing Table and Rack. Immediate 
disposal. (212) 683-8358. 

AURICON PRO-600 complete w.o. lens. One 
magazine, many accessories, case. Excellent 
condition. $1000. RON HAYES, Box 1711, 
Anchorage, Alaska. 99501 (907) 272-0051. 

HAND-HELD SYNC—35mm Arriflex 2B, 
sync generator, bloop light, 3 motors, 3-400 
ft. magazines, 1-200 ft. magazine, 2 matte 
boxes, Schneider 28, 35, 50, 75mm lenses, 
90mm Macro Kilar, 150mm Kilar, 
35—140mm. Angenieux zoom, Cine 60 blimp, 
special shoulder pod: $4250 package or items 
sold separately. STEVE LARNER, (213) 
656-6871. 

CORES: 16mm 3 inch—5.5#. 35mm 2 inch— 
2.50. Minimum order 320. Shipping additional. 
CRAWFORD, 8 Piedmont Dr.. Cranbury, N.J. 

CANON SCOOPIC demonstrator $795. Fold¬ 
ing shoulder pods, new $55. GORDON 
YODER, INC. 2840 Reward Lane, Dallas, 
Texas 75220. 

ARRI 35 II .CV. 2 magazines—25-250. Ange¬ 
nieux lens, constant speed motor, Cine 60 
battery pack 8-16.8V, Halliburton case. All 
completely overhauled, Arri and Angenieux 
shops. No film shot since overhauled. $3950. 
Without zoom, $2300. RON HAYES, Box 
1711, Anchorage, Alaska, 99501, (907) 
272-0051. 

AURICON SS2 Conversion, 3-400 ft. mags, 
sync signal, turret, galvanometer, -MA-11 
heads & amplifier, optical amplifier, mikes, 
cables, & cases. $2295. Eyemo outfit W/5 
mags. $350. Pathe 16 reflex $300. MARLIN, 
7 Minola, Lexington, Mass. 02173. 

ARRI 35 IIC. Three lenses -28-50-75mm. 2 
magazines, matte box, constant speed motor, 
Cine 60 battery or Arri battery. All complete¬ 
ly rebuilt, Arri overhaul shop. Excellent, 
like-new. No film shot since overhaul. $2500. 
RON HAYES, Box 1711, Anchorage, Alaska 
99501 (907) 272-0051. 

BOLEX zoom lens. Vario-Switar 86EE, auto¬ 
matic exposure with override. Excellent. 
PAUL LITTELL, W. Main St., Chester, Conn. 
06412. (203) 526-2249 before 8AM or late 
evening. 

MIKE BOOM, Mole Richardson type 103-B 
with perambulator. Mint condition. KLUGE 
FILMS, 5350 W. Clinton Avenue, Milwaukee, 
Wise. (414) 354-9490. 

NAGRA III recorder, many accessories in¬ 
cluding 4 channel mixer, Nagra case. Clean, 
perfect condition. $850. RON HAYES, Box 
1711, Anchorage, Alaska 99501 (907) 
272-0051. 

TWO USED Arriflex 35mm ll-C outfits. 
Choice of prime lenses or zoom. 2-magazines 
(400 ft.), case, 14V04 battery. Each excel¬ 
lent; ready to roll. $2695/outfit. VICTOR 
DUNCAN, INC., 11043 Gratiot Ave., Detroit, 
Ml (313) 371-4920. 

FOR SALE: l-35mm Universal Projector in¬ 
terlock portable. Call (weekdays) N.Y.C. 
212-581-6717. 

LENSES—Pan-cincor 17x85, Arri mount— 
$100., Century 385mm. basic or Arri mt., F 
4.5—$175. Century 210, Arri mt., $125. 
Century 100mm, Arri mt. $125. New 
Schneider 100mm, Arri mt, $250. Cine 60 
flat motor base for Arri 35—$200. Arri 35 V. 
speed motor—$200. Many other misc. lenses 
and accessories. RON HAYES, Box 1711, 
Anchorage, Alaska 99501 (907) 272-0051. 

ARRI-S: lenses, zoom, mags. etc. Nagra, also 
editing gear. For sale or trade (609) 
799-1382, New Jersey. 

ARRIFLEX 16s outfit, $2250. Kodak 16 
Reflex, $1000. Eyemo, Single hole, $119. 
Mitchell 16 outfit, $2400. Mitchell NC outfit, 
$3250. Zeiss AK-16 outfit, $395. Cine Special 
II, $395. Color Analyzer 16-35, $18,000. 
Houston A-l 1 16-35, $1950. Zeiss Moviscop 
(new) $155. Mod J B&H Printer, $4400. 
Auricon Pro 600 special, $100. LLOYD’S 
CAMERA EXCHANGE, 1612 N. Cahuenga 
Blvd. Hollywood, CA., 90028. 

SACRIFICE 5 matched Cooke Speed Panchro 
lenses on Mitchell mounts, 24mm-F.2, 35-F.2, 
50-F.2, 75-F.2, 100-F2.5. Never been used. 
For optical work. l-35mm Bell & Howell 
Shuttle movement camera model B.2709-701 
Serial #1090. Never been used. TILL GAB- 
BANI, 4300 Keystone Ave., Culver City, Ca. 
90230. V.E.9-3357. 

ATTENTION: Bolex Rex owners and users 
.... KEEP YOUR FILTERS WHERE YOU 
USE THEM . ..ON YOUR CAM¬ 
ERA .... New filter index provides safe, con¬ 
venient, 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. 

MITCHELL GCR 35mm reflex high speed 
camera. Outfit includes four magazines, three 
motors, matte box, tripod and head, cases, 
viewfinder, and your choice of lens mount. 
Brand new condition. $4995. Write, wire or 
phone: STEVE KRAMS, (305) 661-9490, or 
Rt. 3, Cleveland, Georgia. 30528. 

HELIX MOVIE DEPT SPECIALS-6 MONTH 
POSITIVE WARRANTY! 
$1320. H-16 EBM Complete Body Only 

$969.50 
$2446.70 H-16 EBM Complete with 400’ 

Magazine, Take Up Motor with Vario 
Switar POE, 100mm Zoom FI.9 Lens 

1795.00 
$720. H-16 SBM w/o V.F. Body 529.50 
$750. H-16 Rex 5 w/o V.F. Body 550.00 
$1598. H-16 Rex 5 Catalog #1139 with three 
lenses 1171.85 

$1623. H-16 Rex 5 Catalog #1129 with three 
lenses 1190.00 

$800. Vario Switar 16/100 POE with Electric 
Eye Power Zoom Focus, 5V4’ Bayonet 

590.00 
$940. Same as above but C Mount, focus 

distance 5*/4’ 690.00 
$1140. Angenieux 12-120 F2.2 without V.F. 

‘C’ Mount 835.00 
$590. Pan Cinor 85-2 17/85 F2.0 440.00 
$2611.95 Beaulieu R16B (PZ) Catalog 

#10-005 1985.00 
$1980. Beaulieu R16A (PZ) Catalog #10-006 

1455.00 
$2475. Beaulieu R16B Auto—Catalog 

#10-002 1815.00 
R16B Beaulieu Cases 40% off 
$999. Beaulieu 4008 ZM2 Auto 11:1 Motor¬ 

ized Zoom 734.50 
$988.90 Beaulieu 8/64 Zoom 722.95 
16mm Kodak K-100 Turrett w/25mm Ektar 

FI.9, 15mm Cine Ektar F2.5, 3” F4.5 
B&H Telate with three V.F.'s—Like New 

399.50 
16mm Victor Model 3 with 25mm F2.9 

Dalmeyer Triple Anast. & Case—Good 
59.50 

16mm H-16 Reflex Turrett w/25mm Switar 
FI.4, Less Octameter—Like New 325.00 

same as above with Octameter 365.00 
Bell & Howell 535—16mm Optical Sound 

375.00 
Eiki ST-OH Auto Threading 16mm Optical 

Sound—Excellent 425.00 
Bolex S-321—16mm Opt/Mag—Like New 

875.00 
Kodak 760 Carousel, Auto Focus, w/4-6 Inch 
Zoom 100.00 

16mm B&H “Utility”, 2 Case Sound 
Projector—Good 199.00 

16mm Graflex 1000 Optical Sound Projector- 
New 429.50 

What have you to TRADE? Phone, 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. 

WANTED 

November 1967 Edition of AMERICAN CIN¬ 
EMATOGRAPHER. Will offer $6.00. Must be 
in decent condition. JOHN MONTEMORE, 
700 Beacon Ave., Paulsboro, N.J. 08066. 

RATES: Ads set In lightface type, 30* per word. Minimum ad, $3.00. Text set in case) $3.00 per line. Send copy with remittance to cover payment to Editorial 
lightface capital letters (except 1st word and advertiser’s name) 50* per word. Office, American Cinematographer, P.O. Box 2230, Hollywood 28, Calif. Forms 
Modified display format (text set in boldface type, capitals or upper-and-lower close 1st of month preceding date of issue. 
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WANTED 

Need a low priced 16mm contact printer 
(continuous or intermediate). J. PANEBIAN- 
CO, 2046 Deering Avenue, Baltimore, Md. 
21230. 

WANTED—recent vintage Arriflex 16BL out¬ 
fit in perfect operating condition. Top cash 
waiting. PHILIP DOSSICK (212) 429-4065. 

SOS PHOTO-CINE-OPTICS 
New York—New Jersey—California 

URGENTLY NEEDS USED EQUIPMENT 
Cameras, zoom lenses, accessories, projectors, 
sound recorders, mikes, Moviolas, editing 
equipment. Anything and everything useful 
for film production. SPOT CASH OR ON 
CONSIGNMENT. 

Flash!!!!! 
USED VTR EQUIPMENT WANTED 

Call the SOS office nearest you 
N.Y.—Hy Roth—(212) JU-6-1420 

315 W. 43rd St., N.Y.C. 10036 
CALIF—Phil Dewald—(213) 466-9361 

7051 Santa Monica Blvd., Hollywood. 90038 
N.J.—Mike Sloun—(201) 939-5250 

40 Kero Rd., Carlstadt 07072 

SERVICES AVAILABLE 

GORDON YODER, INC. builds a 15 oz. 
magnetic amplifier for Cine Voice. 

23 year old filmmaker available July 1, for 
16mm productions. COMPLETE production 
house at my disposal. Editing $7.50 hr. will 
travel. 2014 Vista Caudal, Newport Beach, Ca 
92660. (714) 494-9755. 

GORDON YODER, INC. gives 48 hour serv¬ 
ice on Filmo and Auricon filter slots. Also 
quick service on Auricon and Filmo repairs. 

SOUND TRANSFERS $12 per hour. 16mm 
Magnetic stock 1.50 per foot. New York City 
area, fast service, 7 days a week. TAPE-FILM 
RECORDING, Box 41, Locust Valley, NY 
11560. (516) OR 6-5554. 

LOW-BUDGET WESTERNS. Have you con¬ 
sidered Yuma? Unique locations, in-town 
services. Contact JIM MERTZ, 369 1st Ave¬ 
nue, Yuma, Ariz. 95364. 

GORDON YODER, INC. repairs all types of 
conversions. 

FEATURE FILM PHOTOGRAPHY 
CAMERA VAN/EQUIP. TRUCK W/35mm 
WILD CAMERA OUTFIT AND LIGHTING 
RENTALS. Contact in Los Angeles: GLEN 
ROLAND, JR. (213) 271-0533 

Planning to film in Alaska? Let us assist you 
with your film ideas, and keep budget costs 
down. CINEMA ALASKA PRODUCTIONS, 
Box 646, Juneau, Alaska 99801 (907) 
586-2249. * 

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. 

16/35mm Editing Rooms, Large. Moviola or 
Steenbeck, (416) 920-3495. 

SITUATIONS WANTED 

CINEMATOGRAPHER, 25 years experience 
in documentary films, seeks week-end assign¬ 
ments for video cassette age. Write. P.O. Box 
913, Newbury Park, CA. 91320. 

Super 16 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 

WHAT'S NEW 
Continued from Page 917 

ESM is used with the crystal sync 
accessory the lag is less than one frame 
in 400 feet of film. 

Because it does not need a separate 
power pack, the ESM eliminates the 
need for long cable connections. The 
12V rechargeable, nickel-cadmium bat¬ 
tery is built into the grip. 

The ESM motor does not replace the 
existing, lower-priced Bolex Unimotor 
and MST motor, but is an addition to 
the line. It attaches to all spring-driven 
H-16 cameras with the one-frame shaft. 

The ESM motor weighs two pounds, 
works at temperatures from 14°F to 
120°F and can be used with either 
100-foot or 400-foot magazines. A ful¬ 
ly-charged battery is sufficient for film¬ 
ing approximately 1,600 feet of film. A 
charger is supplied with the motor drive. 

Like all Bolex products the ESM 
motor is distributed exclusively in the 
United States by Pai I lard Incorporated, 
1900 Lower Road, Linden, New Jersey 
07036. 

NEW 7-INCH COVER CONVERSION 
FOR NAGRA RECORDERS 

The sound equipment division of 
Stutz Design, North Hollywood, Cali¬ 
fornia, is offering a 7" Reel Cover/En¬ 
closure Conversion for Nagra Tape Re¬ 
corders. The accessory is available in kit 
form. Installation is easy and requires 
no hole drilling or other modification of 
the Nagra. The kit includes a clear 
plexiglass cover, wraparound aluminum 
bracket with rubber dust seal, hinge, 
spacers and all necessary hardware. 

The appearance of the accessory 
matches perfectly with the Nagra de¬ 
sign. The accessory is available for Nagra 
models III and IV. The price of the kit 
is $175.00 postpaid in U.S.A. 

Conversion features for the Nagra: 

1. Kit form "pre-aligned" compo¬ 
nents 

2. No holes to drill or other modifi¬ 
cations 

3. Easy assembly, with graphic in¬ 
structions 

4. Completely dust-proof operation 
5. Nagra grey matching hammertone 

and clear anodized finish 
6. Factory design and installation 

appearance 

Address all inquiries to: STUTZ DE¬ 
SIGN—Sound Division; 5707 Cahuenga 
Blvd.; North Hollywood, California 
91601. 

MAJOR EQUIPMENT ^ 
NATIONWIDE 

RepaiR 
seRvice 

Specializing in: 

OXBERRY 
(We are former Oxberry principals) 

ACME CAMERA* 
(Mfgd. and Sold by Photo-Sonics) 

SICKLES* 
HARWALD* 
Film Inspectors 

FOROX* 
Caesar-Saltzman • Statmaster • Optical 
Contact printers • Cameras • Animation 
• Film Strip • Slide Stands. • Moving 
• Retrofitting • Custom Work • Alignment 

• USED EQUIPMENT • 
*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 
(1 EQUIPMENT 
H SERVICE, INC. 

^695 Main Street/New Rochelle, N.Y. 10801-^ 

RECHARGEABLE BATTERIES 
Highest Energy • Lightest Weight • Most Compact 

IF YOU HAVE TO CARRY BATTERIES 
DEPEND ON BATTERIES ... OR DESIGN WITH THEM 

YOU’LL APPRECIATE YARDNEY SILVERCEL! 
Send for information. 

COMMERCIAL/INDUSTRIAL SALES 
82 Mechanic St., Pawcatuck, Conn. 

Vardney 
191 ELECTRIC CORPORATION ^ 

UNDERWATER 
• Filming Services—Still & 

Motion picture documentation 
• 16mm Rental & Sales 
• Cameras & lighting 

FRENCH UNDERWATER SYSTEMS 
) 34 Paul Drive 
San Rafael, Ca. (415) 479-3989 

LIBRARIES 
Sherman Grinberg Film Libraries, Inc. 

1040 No. McCADDEN PLACE 90038 
HOLLYWOOD (213) 464-7491 

NEW YORK (212) 765-5170 
630 NINTH AVE. 10036 

The stock film libraries of: 

METRO GOLDWYN-MAYER • 20th CENTURY FOX 
COLUMBIA PICTURES • ALLIED ARTISTS 

ABC NEWS • PATHE NEWS • PARAMOUNT NEWS 
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campaigner & winner 

“Frezzi-Cordless”™ professional 16mm 
TVnewsfilm single/double system 
sound cameras are ready-to-roll. 

MADE IN U.S.A. 

Our standard 16mm TV newsfilm camera features the 
"Frezzi-Cordless"™ internal power system. Used by all 
major TV newsfilm operations. The camera is rugged, 
completely portable and operates everywhere from its 
internal power system or external 120 volt AC line or 
external DC battery. Sync operation with integral crystal- 
controlled module. Shoots single or double system 
sound with ease. 

Special TV Newsfilm Package Price includes: "Frezzi- 
Cordless"™ Camera, Angenieux AVB 12-120mm zoom 
lens (specify finder), 400-foot magazine, spare battery, 
data rings, filters, amplifier and accessories, and custom¬ 
ized carrying case. 

For information and prices on the "Frezzi-Cordless"™ 
Camera and accessories see your professional motion 
picture supply dealer or write or phone James J. Craw¬ 
ford, Vice-President Engineering. 

(Your present conversion can be made "Frezzi-Cordless"™ 
by FREZZOLINI; for details write, phone Mr. Crawford) 

Features famous 
BACH AURICON 
movement. 

Jim Frezzolini's "Frezzi-Cordless"™ 
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 



OUR NEW VIDEO TAPE DEPARTMENT IS NOW OPERATIONAL FOR: 

tape to tape, 

film to tape and 

tape to film transfers 
OUR MOST MODERN HIGH-SPEED DUPLI¬ 
CATING EQUIPMENT WILL PRODUCE 3 
COPIES OF A 60-MINUTE PROGRAM IN 6 
MINUTES FLAT ... WHICH TRANSLATES 
INTO FASTER DELIVERY AND BIGGER 
SAVINGS TO VIDEO TAPE PRINT BUYERS. 

VIDEO FACILITIES: 

□ Small Studio With Lights. 
□ Two Norelco PC100 Color Studio Cameras. 
□ Video Viewing Room. 
□ 2 Ampex AVR-1 Video Recorders. 
□ 1 Ampex VTR-2000 Video Recorder. 
□ 1 Ampex 1" 7800 Video Recorder. 
□ 1 I VC 1" Video Recorder. 
□ 1 Sony 1/2" Video Recorder. 
□ 1 Sony 1" Video Recorder. 
□ Ampex AVR-1 Editor. 
□ Editing Program Computer. 
□ Norelco Telecine Chain. 
□ Norelco Audio Console. 
□ Grass Valley Double Re-entry 

Special Effects Switcher. 
□ Electron Beam Recorder. 
□ Vidtronics Video Color Film Recorder. 
□ Ampex Tape High-Speed Duplicator. 
□ CBS Color Corrector— 

And Much, Much More. 

byron COLOR-CORRECT 

ELECTRON BEAM RECORDING 
FOR BLACK AND WHITE 

65 K Street, Northeast, Washington, D.C. 20002 202/783-2700 

World's Most Sophisticated Video Tape and Film Laboratories 


