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HHNHHHI 
Liftalite extends to over 12\ 
feet high for quick illumina¬ 
tion of those hard to light 
areas. 

F&B/CECO/SOS 
Division of F&B/Ceco Ind., Inc. 

LIFTALITE 
INTRODUCTORY SALE 

SPECIAL* $395°° 
*EXTENDED TO 1 OCTOBER 1972, THEN PRICE INCREASES 

TO $525.00 THEREAFTER 

Liftalite collapses to 5 feet, 
2 inches and weighs 57 
pounds for maximum port¬ 
ability. 

Liftalite folds out within a 
5 foot circle and stands up¬ 
right 4 feet, 9 inches for 
compact maneuverability. 

brute arc and keeps it in 
place with 2 lock-off wheels 
for safety. 

Liftalite cranks easily up and 
down and features adjust¬ 
able clutch and safety break 
for positive control. 

Please ship Liftalites at the introductory sale price of $395.00 
each (add 5% tax in Calif.) Total price  Shipment F.O.B. 
Hollywood, California. 
Q Money order or check enclosed. Q Bill to account. Sorry, no C.O.D. 

J Send free 1972 Lighting Equipment Catalogs. 
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7051 Santa Monica Blvd., Hollywood, Calif. 90038 — (213) 466-9361 
315 West 43rd Street, New York, N.Y. 10036— (212) 586-1420 
40 Kero Road, Carlstadt, New Jersey 07072 — (201) 939-5250 



BEL AIR CAMERA AND HI'FI 
9X7 WESTWOOD BLVD., LOS ANGELES 900X4 

West Los Angeles Headquarters for ARRIFLEX 

BEL Al R CAMERA has long enjoyed an enviable reputation as an unequalled source of information and counsel on all subjects pertaining to 
professional and advanced 8 and 16 mm cinematography. BEL AIR's thoroughly competent staff is constantly available to assist in any cine¬ 
matographic problem. And all Beaulieu, Arriflex, Sonorex, Hervic, Heurtier, and Uher products are instantly available from stock. Please 
accept our invitation to visit us at any time to see our vast stock of cinematographic/photographic equipment. Drop us a card or phone if 
you prefer. You will enjoy your association with Bel Air Camera and Hi Fi. 

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

2. The BEAULIEU R16B(PZ). One of the world's most advanced 16mm motion picture cameras. Has built-in power zoom with continuously 
variable zoom speed from 3 through 15 seconds and positive stop/start with manual override, coupled to the fine Angenieux 12-120 mm 
"auto" zoom lens. Mirrored shutter allows all the light to pass alternately to the brilliant reflex viewfinder and to the film. Fully automatic 
exposure control with manual override. Ultra-accurate speed control from 2 to 64 frames per second. Nickel cadmium battery screws into 
(and forms part of) camera handgrip - eliminating the need for battery back hanging over the shoulder or battery belt attached around the 
waist. Ability to accept most standard "C" mount lenses, and (with the use of lens adapters) an extensive range of still camera lenses, is only 
a part of the outstanding features that make the Beaulieu R16B(PZ) the favorite choice of the TV-news film and documentary cameramen, 
and the "new cinema" producers. The R16B(PZ) is also available with an Angenieux 17-68 mm zoom lens. An optional range of accessories 
include a 200 ft. magazine, 60 cycle sync generator, 500 mA and extra heavy duty 1000 mA Ni-Cad batteries, battery chargers, cases, etc. 
Inspect the BEAULIEU R16B(PZ) at Bel Air Camera where ALL your questions can be answered. Consider this fine instrument for your 
next sync/sound production. 

3. The UHER 1000/N Neo Pilot V4" Sync Tape Recorder, specifically designed for sound film synchronization is ideal for use with the Beaulieu, 
Arriflex, Eclair, and similar first line cameras. Its lightweight V/i lbs., small and compact 11x9x3’/! inch size and the ready accessibility of 
its operating controls in the ever-ready shoulder case, make it the perfect unit for on-location sound filming. An assured frequency response 
of 20-20,000 Hz at a stroboscopically controlled speed of 754 i.p.s. combined with a full-track recording, produces precisely synchronized 
sound without variation. Ruggedly built and fully climatized. Has interruptable automatic photo-electric level control, interruptable low 
frequency filter, sync signal test button, battery condition test button, off-the-tape monitoring, built-in monitoring speaker, and adjustable 
CCIR or NARTB record equalization. Mixer jacks, 600 ohm balanced, for adding sound sources. Operates on self-contained batteries, car 
battery, or 110/250 volt AC power. Complete with microphone, 5 Ni-Cad batteries, AC Power Supply/Charger, case, and camera connecting 
cable. 

4. The SONOREX Oouble/16 Sound Projector offers sound capabilities that far exceed those of a conventional 16mm machine. It permits 
single system optical playback and magnetic record/playback; it provides double system record and playback in perfect sync, and has exten¬ 
sive facilities for transfer, mixing, recording, and re-recording. Picture steadiness is better than 1/1000th of a picture height. The projector 
uses a 24 volt-250 watt Halogen lamp, a 1:6.9 ratio shutter, and a fast lens for a light output of approximately 500 lumens. A solid state 
amplifier with a power output of 20 watts continuous into 8 ohms has inputs for microphone, phono, and balanced +6db line. Outputs in¬ 
clude built-in monitor, separate main speaker, balanced +6db line, and unbalanced adjustable line. Film-end and film-break safety switches 
are built in. Standard accessories permit multi-screen, multi-media, and similar special presentations, as well as multi-projector interlocks. 
Transfers from 54" tapes to 200 mil sound tracks on 16mm magnetic film may be made on the Sonorex. This projector is a "must see" for 
all serious film makers. 

5. The BEAULIEU 4008ZM2 Zoom Macro represents the ultimate in advanced Super-8 motion picture cameras. The 4008ZM2 has double 
system synchronous sound capability (with automatic tape recorder start/stop control), continuously variable power zoom from 2 through 
12 seconds, motorized macro focusing as close as 1 millimeter from the front element of its super wide angle Beaulieu-Optivaron f 1.8 zoom 
lens (focal length 6-66mm), without added accessories. Superimpositions and lap-dissolves are possible (up to 100 frames duration) with this 
unique camera system. The 4008ZM2 accepts all standard C-mount lenses. And all 35mm still camera lenses as well (when used with suitable 
C-mount adapter). The super-luminous 27X magnification viewfinder functions with a mirrored guillotine-type shutter (set at 45° angle), 
which alternately directs ALL the light on to the film or into the viewfinder. The viewfinder is equipped with a fine-grain ground glass focus¬ 
ing screen. The variable shutter allows fade-ins, and fade-outs. Self-resetting footage counter and resettable frame counter (1-100). Contin¬ 
uously variable film speeds from 2 through 70 frames per second. Single frame and remote control filming is provided for. Self-contained 
250 mA nickel-cadmium battery is readily recharged with a 30 mA charger. Uses standard 50 ft. Super-8 cartridges. With the Beaulieu 
4008ZM2 you can produce motion pictures of true professional quality. 

6. HEURTIER Super-8 STEREO SOUND Projector. This all new Super-8 projector - an innovation in Super-8 sound projectors - features a 
unique and revolutionary STEREO SOUND system. The Heurtier ST 42 STEREO'S integral magnetic sound system provides professional 
STEREO SOUND quality, and is supplied with dual speakers, two microphones, and a headphone set Its "twin head" magnetic recorder 
(using the main track stripe and balance stripe for recording), can be used for simultaneous full stereo recording, or recording on either one 
of the two tracks separately - with complete "sound mixing" control. Among other features, the ST-42 STEREO projector offers sound 
superimposition, sound transfer, echo effects, a built-in public address system, an 18-frame sound/picture separation, and an INSTANT 
START heavy duty flywheel for the best possible sound recording and playback quality. The ST-42 STEREO sound projector is ruggedly 
constructed and attractively designed. It provides rock-steady, critically sharp pictures, with a choice of projection speeds at 18 and 24 f.p.s., 
forward and reverse. PLUS . . . 800' reel capacity; SOM Berthiot 17-28 mm zoom lens,f:1.3; and completely automatic film threading from 
reel-to-reel. 

7. HERVIC 16 mm and Super-8 Viewer-Editors. Large, brilliant projected image (16 mm: 3.2"x4.2"; Super-8: 2.9"x3.8"). Four sided optical 
prism (instead of shutter) prevents flicker. Sturdy all-metal 16 mm body weighs 8 lbs., all metal Super-8 weighs 5% lbs. Uses 6 volt 10 watt 
projection bulb. Optional 16 mm rewinds (2000 ft. capacity, weight 5 lbs.) fold for storage. Super-8 has built-in folding rewinds, 400 ft. 
capacity. Hervic Viewer-Editors feature a film pressure plate which maintains picture sharpness whether film is in motion or stationary, a 
frame marker, focusing and framing controls, and dust-proof glass screen. Hervic 16 mm & Super-8 Viewer-Editors are precision made, 
smooth operating, of professional quality, and are built for many years of service. (Illustration shows 16 mm model with rewinds). 

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

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

Please send me literatnre on the cinema products checked helow. 

0 1. Q 2. □ 3. 0 4. □ 5. □ 6. 
Name 

□ 7. □ 8. 

Address 
State Zip 

BEL AIR CAMERA AND HI FI WILL BE PLEASED TO QUOTE COMPETITIVELY ON YOUR SPECIAL REQUIREMENTS. 
WRITE OR PHONE (213) 477-9569 OR (213) 879-9616 
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DARKROOM 
AVAILABLE ON MOST CINEMOBILE MODELS 

CINEMOBILE 
MARK 7 
6 WHEEL DRIVE 

FAST LENSES 
AVAILABLE FOR ARRI & MITCHELL 

ARRIFLEX 35BL 
35MM SILENT, HAND HELD, 21 POUNDS 

NAGRA4.2 
MORE VERSATILE THAN EVER 

COLLAPSIBLE DOLLY TRACK 
INSTANT SET-UP-50 FT. IN 2 MINUTES 

ELEMACK DOLLY 
CENTER WHEEL 

HOLLYWOOD 
8600 SUNSET BLVD. 

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

MEXICO CITY 
CHURUBUSCO STUDIOS 

Telephones: (905) 549-3355 
549-3356 549-3060 

LONDON NEW YORK 
PINEWOOD STUDIOS 

IVER HEATH, BUCKS, ENGLAND 
Telephone: IVER 720-2 or SLOUGH 33441 

464 ELEVENTH AVENUE 
NEW YORK, NEW YORK 

Telephone: (212) 868-2569 

TORONTO 
2264 LAKESHORE BLVD. WEST 

TORONTO 500, ONTARIO 
Telephone: (416) 252-2294 



SEPTEMBER, 1972 VOL. 53, NO. 9 

Herb A. Lightman 

editor 

• FEATURE ARTICLES 

990 The Upside-down Filming of "THE POSEIDON ADVENTURE" 

Three Tyler 994 A Systems Approach to Light Control Materials 

editorial assistant 
1000 16mm for Television? 

Milt Darnell 

production control 
1004 CP-16 and CP-16A Single/Double System Sound Cameras 

1012 Film Education on a Budget 

Barbara Prevedel 

accounting 
1022 Filming "THE CANDIDATE" on Location 

1028 The Photography of "THE NEW CENTURIONS" 

Claudia Pollard 

research 
1032 Jungle Adventure 

1036 The Writing and Direction of "M00NCHILD" 

Pat Hopper 

circulation 
1039 Lighting and Photographing "M00NCHILD" 

Editorial Advisory Board 

Charles Clarke, Chairman 

Burnett Guffey 

Winton Hoch 

George Mitchell 

• 

956 

964 

DEPARTMENTS 

What's New 

Cinema Workshop 

Kemp Niver 

Harold Rosson 

968 Industry Activities 

Walter Strenge 
970 The Honor Roll 

974 Questions & Answers 
Editorial-Business Offices 

1782 North Orange Drive 

Hollywood, Calif. 90028 

876-5080 

980 The Bookshelf 

Advertising Representative 

Paul Gilbert 

485 Fifth Avenue 

New York, N.Y. 10017 
ON THE COVER: A scene from the Irwin Allen Production for 20th 
Century-Fox, "THE POSEIDON ADVENTURE", in which survivors seeking 

(212) 884-2911 escape pick their way through the devastated engine room of an ocean liner 

which has been turned upside-down by a tidal wave. Cover design by PERRI & 

SMITH. 

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. 

AMERICAN CINEMATOGRAPHER, SEPTEMBER, 1972 953 





Everyone there was cool. 
Except me. 

It was my first time in front of a 
camera and the only “action” I was 
getting was an uncontrollable knock¬ 
ing in the knees. Even though I’d 
worked hard to get into a film, when 
my cue came, there was no getting 
around the fact that I was scared. 

Another thing that threw me at first 
was shooting out of sequence. It's a 
lot different from working on the 
stage. Sometimes the beginning 
of a film is the end and the end is the 
beginning. You really have to learn 
to shift gears to stay on top of your 
role. 

I told you, didn’t I, that this picture 
is being made for television? So I’m 
glad they’re shooting it on Eastman 
film, not on tape. With film, if it 
goes over well on the little screen, 
it can easily go out on the road or 
be shown in-flight. That’ll mean more 
exposure for the picture... and for me. 

EASTMAN KODAK COMPANY 
Atlanta: 404/351-6510 Chicago: 312/654-5300 
Dallas: 214/351-3221 Hollywood: 213/464-6131 New 
York: 212/362-7100 San Frandsco: 415/776-6055 



WHAT’S NEW 
IN PRODUCTS, SERVICES AND LITERATURE 

NEW FORMATS FOR KEM 

KEM Electronic Mechanic Corpora¬ 
tion, New York and Hollywood, now 
has available Picture Modules in both 
the contact Techniscope and anamor- 
phic formats. 

In a newly-developed wide-screen 
housing which presents images 21 %" x 
9”, both types will instantly drop into 
place for use on any KEM Universal 
Editing Table, and are available for 
purchase or rent. 

The Techniscope-format Picture 
Modules make available for the first 
time a practical and universal method of 
using the 2-perforation pull-down sys¬ 
tem thruout the post-production proc¬ 
ess. Now it is feasible to have laborato¬ 
ries make contact work prints from 
Techniscope negatives at half the regular 
35mm cost and for the producer to cut 
and use this material until the final 
answer print. 

A major breakthrough in KEM's ap¬ 
plication of Techniscope is based on the 
instant interchangeability of sprockets 
and shoes on KEM Editing Tables: to 
solve the problem of the 45 feet per 
minute sound speed of the Techniscope 
system, KEM is also making available 
special sprockets which automatically 
make any transport run the required 
one-half of normal 35mm speed; thus, 
any KEM can run the 2-perf prints in 
absolute interlock with separate magnet¬ 
ic tracks at either 90 fpm or 45 fpm or, 
for that matter, with 16mm, 36 fpm 
tracks. 

The anamorphic Picture Modules, for 
Panavision 35, CinemaScope, and simi¬ 
lar 2:1 squeezed formats, are also in¬ 
stantly switchable to normal, un¬ 
squeezed 35mm projection within the 
wide-screen field for regular images ap¬ 
proximately 13" x 9", similar in size to 
the regular 16mm and 35mm KEM 
Picture Modules. 

Both the Techniscope and Panavision 
Picture Modules are in the 2.35 to 1 

aspect ratio; the 21 %" x 9" picture size 
makes screening as well as editing on the 
KEM practical with these formats. 

The development of the wide-screen 
Modules is part of KEM's continuing 
program of making available editing 
machines which retain all their features 
when interchanged for any combination 
of formats in professional use in the 
industry. Super-16, for example, was 
previously introduced by KEM in Pic¬ 
ture Modules 14" x 81/2" for an aspect 
ratio of 1.66 to 1. 

All KEM tables use any Picture Mod¬ 
ules in combinations up to three in 
interlock together with additional sound 
tracks. The forthcoming KEM 4-plate 
"Junior" will also take any one of these 
Pictures in interlock with one separate 
magnetic track. 

(Price information if required: Tech¬ 
niscope and Panavision Picture Modules 
sell for $2,300.00 each, rent for $18.00 
per day, $216.00 per month. The spe¬ 
cial 45 fpm Techniscope sprockets and 
shoes are $230.00, and rent for $2.00 
per day, $24.00 per month.) 

HERVIC/MULTILAPSE UNIT 
AVAILABLE FOR TIME LAPSE 
PHOTOGRAPHY 

Hervic Corporation/Cinema Beaulieu 
proudly announces the immediate avail¬ 
ability of the Hervic/Multilapse auto¬ 
matic control unit for professional time 
lapse photography. 

The Hervic/Multilapse unit has been 
designed to control the camera, flood 
lamps and electronic flash at any select¬ 
ed time interval from 4 frames per 
second ... to one frame every 45 hours 

. . . consequently covering most times 
required in normal time lapse photog¬ 
raphy work, whether a motion picture 
camera or a motorized still camera is 

used. The Hervic/Multilapse unit will 
control most makes of motion picture 
or motorized still cameras . . . the only 
connection being the cable release from 
the shutter release solenoid. 

A number of very important features 
to be found on the Hervic/Multilapse 
unit include: 

• Built-in Hold Circuit (which allows 
camera to expose up to a dozen or 
more frames per cycle) 

• A Release Thrust Control (which 
varies, from minimum to full pow¬ 
er, the thrust or power of the 
shutter release) 

• Slow Timer (six stage timer which 
gives intervals of 11/2 seconds up to 
45 hours) 

• Fast Timer (fast times of up to 4 
or 5 frames per second, and down 
to 1 frame per V/i seconds availa¬ 
ble) 

• Integral Frame Counter. 

The Hervic/Multilapse unit is housed 
in an attache-type steel case. The front 
panel has been designed so that all 
switches are adjacent to the outlets they 
control. The total weight of the unit is 
40 lbs. 

The price of the Hervic/Multilapse 
unit is: $1,595.00. 

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

35mm FLICKER-FREE ANALYSIS 
PROJECTOR 

A 35mm flicker-free motion analysis 
projector is announced by Instrumenta¬ 
tion Marketing Corporation, exclusive 
distributors, Burbank, California. 

Designated the Model M-35CF/S-1, it 
is ideally suited for qualitative presenta¬ 
tion for analyzing such films as cine 
X-ray or cinefluorographic, instrumenta¬ 
tion, etc. It features precision flicker- 
free projection from less than 1 fps to 
25 fps, completely variable forward or 
reverse, no viewer eye strain, tension or 
fatigue. Its capacity is 1200', has frame 
counter that adds, subtracts, has push¬ 
button reset and high-speed rewind. 
Stand utilizes a first-surface mirror di¬ 
recting light horizontally; heads turn so 
that projected image may be rotated 
360° or locked in any position. The unit 
is manufactured by Vanguard Instru¬ 
ment Corp., Melville, L.I., New York. 

Price: $6130.00. 
For further information contact: 

Richard Freeborg, President; Instrumen¬ 
tation Marketing Corp.; 820 South Mari¬ 
posa Street; Burbank, California 91506; 
Phone:213-849-6251. ■ 
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wet and dry 
laboratory equipment 

PAK056 EK 
16MM COLOR PROCESSOR 
Ektachrome ME-4 or ECO process. Designed to 
handle large volumes of film with minimum of 
labor. Features: 

• Modular construction — easy installation 
• Lightweight bottom drive racks — constant 

tension maintained 
• Spray-bar washing 
• Air squeegee “wiping” 
• Remote main control panel 

Only one machine available at sale price. Sold 
new for more than $30,000.00. 

(Mcocnnn (lnc|udes 

Sale Price: $15,250.00 spare parts) 

HOUSTON A-11 PROCESSOR 
A fully automatic processor for reversal and 
negative-positive films, producing exceptionally 
fine quality work. Daylight loading feature makes 
special partitions unnecessary. Casters allow for 
convenient placement of the machine. Can be 
operated wherever power, water and drain facil¬ 
ities are available. Rebuilt, in excellent condi¬ 
tion and offered at a fraction of the original cost 
of $8000.00. 

Used  $1950.00 
Rebuilt, like new  $3450.00 

Many other processors in stock, for every need. 
Tabletop portable units to high production con¬ 
tinuous duty laboratory models. Let us know 
your needs. 

BELL & HOWELL PRINTER 
PARTS AVAILABLE 
Roller gates, master sprockets, motors, pulleys, 
flanges, aperture plates and many other hard- 
to-find parts available off the shelf. Let us 
know your needs. 

BELL AND HOWELL 
CINE PRINTERS 

Models D and J 

These are the most widely used printers in the 
industry. Features include 22 exposure positions 
controlled by magnetic clutch, variable aperture, 
high-intensity lamp house, 1200-ft. capacity, motor- 
driven cooling fan, friction-type flange hubs and 
many more. 

Model D, 35mm 

Rebuilt, Like New  $4995.00 
Reconditioned   $3100.00 
Used   $2595.00 

Model J, 16mm 

Rebuilt, Like New  $5650.00 
Reconditioned   $4995.00 
Used   $4250.00 

OTHER PRINTERS AVAILABLE 
Bell & Howell/Depue 35/16 Reduction Printer 
with additive light source. Fully automatic color 
printer with tape reader. Rebuilt, excellent 

condition $22,500.00 
Arriflex 35mm Step Printer, with punch tape 

control, used, as is ... $1495.00 
Herrnfeld 35mm Printer, with shotgun color 

filter changer, used, as is . $995.00 
L and F Table Top Contact Printer, 8 and 16mm, 

used, as is  $150.00 
Depue Optical Reduction Printer Mdl. K3-35/16, 

rebuilt, excellent condition .... $5500.00 
Depue light control board designed for use w/ 
Depue Optical Reduction Printers. Provides 22 

light changes, used ... $685.00 

EL13A FILM DRYER 
16/35/70MM 
Designed to dry up to 500 ft. of 16, 35 and 
70mm film at speeds up to 19 ft. per minute 
under a wide range of temperature and humid¬ 
ity conditions. Heating and film transport mech¬ 
anisms are housed in a stainless steel cabinet 
with reinforced glass inspection doors. Air 
impingement unit and air recirculation can be 
controlled from 0 to 100%. Sold new: $4950.00 

Sale Price, Rebuilt like new  $3400.00 

BELL & HOWELL 16MM 
CONTINUOUS COLOR ADDITIVE 
PRINTER 
Completely automatic printer providing scene 
to scene color and density corrections through 
the use of coded control tape. Light source of 
1000 watts split into three primary colors using 
dichroic filters. Each color beam independently 
attenuated by means of radially movable vanes. 
Thirty exposure steps of .025 log E are avail¬ 
able, plus six steps of filter correction. All 
color and density changes made on the frame 
line. Printing speed 150 feet per minute. Syn¬ 
chronous motor drive. Torque motor take-ups. 
Three adjustable fade lengths. Push button 
start with automatic stop within two frames. 
All controls illuminated. Model 6100. Complete 
with 16mm Bell & Howell Sound Head, Model 
6190. 
Original cost $32,000.00 

Sale price, Like new: $14,950.00 

35MM OPTICAL PRINTER 
Photographic head is Bell & Howell camera 
mounted on lathe bed which, while set up for 
one-to-one printing, can be moved in all direc¬ 
tions both vertical and horizontal to enlarge or 
reduce picture image. Copying lens is Eastman 
Printing Ektar. Camera also fitted with Acme 
Reflex Lineup Tube. Camera has electric shutter 
fading mechanism which can be preset for any 
length fade or dissolve. Also has bipack mag¬ 
azine setup for traveling matte work within 
camera itself. Projection head is latest type 
Acme unit which will accommodate 1000' rolls. 
Also has two 400' flanges for each magazine 
that are interchangeable for using traveling 
matte in printing head. Head and camera have 
separate motor drives for high speed rewind or 
positioning plus regular composite motor drive 
for forward, reverse or opposite directions. Lamp 
source is variable color temperature controlled 
Acme Projection Lamp mounted on base which 
can be moved away for working around printer. 

Price $11,500.00 

EDGE NUMBERING 
MACHINE y\n important aid and time 

saving device which enables 
the film editor to quickly tie 
together the picture and 
sound track in perfect syn¬ 
chronization. Prints identifi¬ 
cation numbers onto the base 
side of the film with ink. 
Model ENM-35. List price 
$2500.00 

Sale Price $1895.00 
Model ENM-16. List Price 
$3675.00. 

Sale Price $2650.00 
SERVING THE WORLD 

aiangor don enterprises me. 
1430 N. CAHUENGA BLVD.- HOLLYWOOD, CALIFORNIA 90028 

SALES (213) 985-5500 • RENTALS (213) 466-3561 
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FASTEST HANDLING SINGLE SYSTEM 
SOUND CAMERA IN THE WORLD. 
Canon Sound Scoopic 200. A single system sound-on magnetic news documentary camera. 
Designed for the TV news cameraman. Without compromise. And with features long demanded ... 

REFLEX VIEWING through a 135° rotating mirror LIGHT WEIGHT. 12 lbs. 6oz. Including body with 
shutter. No beam splitter. No loss of light at the film film chamber, lens, exposure system, sound heads and 
plane. take-up spools. 

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

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

REGISTRATION PIN MOVEMENT. 
Assures perfect framing. 

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

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

ELECTRONICALLY GOVERNED MOTOR. 
Insures accurate sound speed. 

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

MODULAR TWIN SOUND HEADS. Snap 
and out in seconds. 

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



A COMPLETE SYSTEM 

cinegel 
OF LIGHT CONTROL MEDIA^^F 

Until very recently, light control materials were 
available to the cinematographer only as a hap¬ 
hazard collection of gels, filters, reflectors and dif¬ 
fusion screens. Borrowed from other fields, they 
were made to work, mostly because there were no 
alternatives. 

Now, with the help and guidance of several of to¬ 
day’s leading cinematographers, we’ve put together 
a total system that really answers the needs of the 
industry. 

A full range of Rosco Cinegels is available to 
control color temperatures of lights of all kinds as 
well as convert daylight to 3200 K and reduce its 
intensity. Diffusion materials and reflector surfaces 
control the “quality” of the light in another 
dimension. 

All these materials have one thing in common: 
They are designed to precisely fit the special needs 
of lighting for cinematography. 

The Roscolex panels, for instance, fulfill the 
need for a fast and easy way to convert daylight 
from windows and doors to 3200 K, or reduce the 
intensity of daylight in varying degrees, or a com¬ 
bination of both. The 4 ft. x 8 ft. panels go up fast, 
strike just as fast, and permit quick response to 
changing conditions. They are optically clear 
enough to shoot through and they can be re-used 
again and again. 

But they are not the only way to control daylight. 
To gel windows there is a range of other Cinegels 
available. Some adhere directly to glass, others 
need framing. 

There are gels to balance daylight and dichroics 
to fluorescent light. There’s even a gel that takes an 

ordinary 3200 K light source, raises it to daylight 
and adds just enough green to match the cast of the 
fluorescents. The entire correction can then take 
place with one filter on the lens. There’s no need to 
turn off or overpower the light from the fluorescents. 

There are eight different blues to raise the color 
temperature of lights. Each has a very specific func¬ 
tion, from boosting fading blue-faced FAY lamps, 
to replacing dichroics altogether. 

We offer seven different diffusion materials 
ranging from a “Tough Frost” able to stand up un¬ 
der high-heat situations to a “Tough Spun” without 
the itch and irritation of glass. 

Whether the Brute you are gelling has white or 
yellow carbon, Rosco Cinegels offer just the right 
correction and U-V absorption in waste-free 30" 
rolls and in a material tough enough to take it. 

A “soft” reflector board used to take 100 sheets 
of aluminum leaf, carefully pasted down with edges 
curled to break up the light. It takes one single, 
easily applied, sheet of Roscoflex to create the same 
effect. And Roscoflex has a tough, salt-air resistant 
surface that can be washed, dusted, or hosed down 
again and again without scratching or tarnishing. 

Whether you want to control the color tempera¬ 
ture of light or its intensity, diffuse it or reflect it, 
there’s a complete range of special materials avail¬ 
able from Rosco. 

They are very different from each other, each one 
just right for its specific task, but they all share a 
common purpose. That’s why we’ve decided to give 
them a generic name... “Light Control Media”. 

Together they offer the cinematographer, for the 
first time, a complete system of light control media. 

Port Chester, N.Y. 10573 

I Swatchbooks of Cinegel are yours, FREE, for the asking. 



NEW 
Color Media t< 
balance day¬ 
light, quartz o 
incandescent 
light to the gr< 
cast of standa 
“daylight" or 
“cool white” 
fluorescent 
bulbs. 

roscolex £ 
Converts “daylif 
3200 K. 4 ft x 8 
optically clear, 
Designed for 
fast handling. 

REDUCE 
THE 
INTENSITY 
OF 
DAYLIGHT 

ROSCOVIN 85 ROSCOLENE CINE 85 ROSCOLEX 85 

roscovin 
neutral densities 
Reduce light intensity. 
N3 — 1 stop. N6 — 2 stops. 
N9 — 3 stops. 
Adhere directly to 
glass without taping 
or framing. 
Rolls: 54" x 50 ft. 

REDUCE 
THE 
INTENSITY 
OF 
DAYLIGHT 
AND 
CONVERT 
TO 3200 K 

ROSCOVIN N3 ROSCOVIN N6 ROSCOVIN N9 

roscovin 85 plus 
neutral densities 
Convert “daylight” to 
3200 K and reduce 
light intensity by 1, 2 
and 3Vz stops. 
Adhere directly to glass 
without taping or framing. 
Rolls: 54" x 50 ft. 

SOFTEN 
AND 
DIFFUSE 
LIGHT 

ROSCOVIN 85N3 ROSCOVIN 85N6 

ROLUX SOFT FROST 

ROSCOVIN 85N9 

rolux 
Dense white diffusion material 
for very soft lighting. 
May be used as bounce surface. 
Place at a distance from high 
temperature lights. 
Rolls: 48" x 25 ft. 

soft frost 
Less dense than Rolux. 
May be stretched on frames. 
Rolls: 54" x 25 ft. 

CINE FROST 

roscolene MT2's 
Reduce color tempera¬ 
ture of white flame 
carbon arcs. 
Durable acetate base. 
Rolls: 48" x 50 ft. 

ROSCOLENE MT2 ROSCOLENE MT2V2 BRUTE Y1 

CONVERT 
3200 K TO 
DAYLIGHT. 
BOOST 
KELVIN 
OF LIGHTS 

roscolar 
“tough blues” 
Boost color temperatures. 
Tough Blue 50 boosts 
3200 K lights to "daylight” 
Tough V2 Booster Blue and 
Tough Booster Blue 
increase Kelvin 400 and 800 
degrees respectively. 
Tough base resists high heat. 
Rolls: 48" x 25 ft. 



CONVERT 
DAYLIGHT, 
DICHROICS 
OR 3200 K 
LIGHT TO 
“FLUORES¬ 
CENT 
DAYLIGHT” 

windowgreen 
Converts natural 
“daylight” to the 
“fluorescent day¬ 
light” of standard 
fluorescent bulbs. 
High clarity ace¬ 
tate base. 
Rolls: 48" x 50 ft. 

WINDOWGREEN TOUGH PLUSGREEN TOUGH PLUSGREEN 50 

tough plusgreen 
Converts the “daylight” 
of dichroics or FAY lights 
to the “fluorescent day¬ 
light” of standard fluores¬ 
cent bulbs. Tough base 
resists high heat. 
Rolls: 48" x 25 ft. 

tough plusgreen 50 
Converts 3200 K light 
sources to the “fluorescent 
daylight” of standard 
fluorescent bulbs. Tough 
base resists high heat. 
Rolls: 48" x 25 ft. 

» LIGHT CONTROL MEDIA 

ROSCOLENE CINE N3 ROSCOLENE CINE N6 ROSCOLENE CINE N9 

roscolene cine 
neutral densities 
Reduce light intensity 
1, 2 and 3 stops. 
High clarity acetate base. 
Rolls: 48" x 50 ft. 

roscolex 
neutral densities 
Reduce light intensity 
1 and 2 stops. 4 ft x 
8 ft optically clear, 
rigid, panels. Designed 
for fast handling. 

ROSCOLEX N3 ROSCOLEX N6 

OSCOLEX 85N3 

roscolex 85 plus 
neutral densities 
Convert “daylight” to 
3200 K and reduce 
light intensity by IV2 
and 2V2 stops. 
4 ft. x 8 ft. optically clear, 
rigid panels. Designed 
for fast handling. 

ROSCOLEX 85N6 

oscolene cine frost 
Diffusion filter on 
tched acetate base, 
ufficiently heat stable 
or use on most lights. 

■tolls: 41" x 50 ft. 

“tough” 
diffusion filters 
For use on hot lights. 
Tough Frosts give a soft, 
even light. 
Rolls: 48" x 50 ft. 
Tough Silk gives the effect 
of silk. Tough Spun diffuses 
like spun glass without 
the particle irritation 
to eyes and skin. 
Rolls: 48" x 25 ft. 

TOUGH FROST 

roscolar “brutes” 
Absorb the ultra-violet 
generated by arcs. 
Brute Y1 reduces 
Kelvin of white flame carbons. 
Brute YF corrects 
yellow flame carbons. 
Tough, heat stable, 
durable base. 
Rolls: 30" x 50 ft. 

BRUTE YF 

tough booster frost 
A combination of 
Tough Frost and 
Booster Blue. Raises 
color temperature 
about 500 degrees 
and diffuses light. 
Tough, heat resistant 
base. Rolls: 48" x 25 ft. 

roscolene 
“cine blues” 
Raise color temperatures. 
TD25 converts 3200 K 
to daylight, Booster Blue 
and ¥2 Booster Blue raise K 
800 and 400 degrees. 
Use on FAY lamps or for 
slightly cooler tone. 
Cine 26 and V2 26, 
are light warm blues. 
Acetate base. 
Rolls: 48" x 50 ft. 

“DAYLIGHT’ 
CINE TD25 

CINE BOOSTER BLUE CINE 1/2 BOOSTER BLUE CINE 26 BLUE CINE 1/2 26 BLUE 



It used 
to take 
100 sheets 
to make 
a “soft” 
reflector 

Until now the only way to get a “soft” reflector surface was to labori¬ 
ously apply 100 small squares of thin aluminum leaf — with edges 
curled — to a reflector board. 
Now all you need is one easy-to-apply sheet of Roscoflex. 
Roscoflex has a tough scratch and wear resistant surface. It won’t pit 
or corrode in salt air. If it gets dirty you can wash it, scrub it, hose it 
down, without affecting the surface. 
Roscoflex is available in 6 surfaces: normal “s” (soft), “h” (hard), “ss” 
(supersoft), and “m” (mirrorhard), 4DIUS two colors, “g” (gold) to 
warm up and “c” (cool blue) to boost the color temperature of re¬ 
flected light. Rolls are 48" by 30 ft., for waste-free application. 

FREE 
Port Chester, N.Y, 10573 

Our new swatchbook is yours, FREE, for the asking. 



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 
i- 

m 

AURICON 
CONVERSIONS 

MITCHELLS 

ECLAIR CM3 

ECLAIR 

ARRI BL 

BOLEX 

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 i 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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By ANTON WILSON 

FILM STORAGE 

The cinematographer must properly 
handle his film stock, both before and 
after exposure, if optimum results are to 
be expected. All film stocks are affected , 
by heat, moisture, age and a variety of' 
other factors. Over a period of time, a 
film stock can lose some of its speed, 
exhibit lower contrast and develop an 
increased fog level. The problem is 
compounded with color film stocks. 
The aforementioned deterioration may 
affect each of the three color layers to a 
different extent, thus upsetting the col¬ 
or balance. 

Refrigeration is the most common 
method for maintaining the original 
quality of the film stock. Storing film at 
reduced temperatures will maintain the 
original speed of the stock, as well as 

part of a year or longer. If long periods 
of storage are anticipated (in excess of 
4-6 months), the film can be kept in a 
freezer. Film stored at reduced tempera¬ 
tures must be allowed to reach ambient 
temperature before the can is unsealed. 
This is most important. If the can of 
film is opened while its temperature is 
still below the dew point, moisture will 
condense on the film and may cause 
spotting. FIGURE 2 lists recommended 
warm-up times for films in standard 
packages. 

Film rolls should always be stored in 
their original sealed cans. The seals 
should not be removed until the film is 
ready to be loaded into the camera. 
Humidity in the storage area is relatively 
unimportant. However, values above 
70% should be avoided, as rusting of the 

cans and molding of the containers may 
result. 

After the film has been exposed, the 
same care should be exercised in han¬ 
dling. High temperatures and excessive 
humidity can actually alter the latent 
image. This situation is even more criti¬ 
cal with color stocks, where each of the 
three dye images can be affected un¬ 
evenly, thus impairing the overall color 
balance. The best practice is to process 
films as soon as possible after exposure. 
Cameras and magazines should be un¬ 
loaded as soon as possible. If exposed 
film must be stored for a period of time, 
it should be treated the same as raw 
stock; i.e., resealed in a low-humidity 
environment and then stored at a re¬ 
duced temperature. Under no circum¬ 
stance should film, whether in cans, 
camera or magazine, be left in confined 
areas where heat may build up. The 
most cardinal no-no is leaving a loaded 
camera or film in the trunk or glove 
compartment of a car on a hot day. 

Film must also be protected while in 
the camera. On hot days, and when 
filming in direct sunlight, a white bar¬ 
ney on the magazine will reflect the 
heat and keep the film cooler. If a white 
barney is not available, covering the 
magazine with aluminum foil will be 
equally effective. This technique is also 
used in the studio or on an animation 
stand where the magazine is in close 
proximity to hot lamps. When the load¬ 
ed camera is not being used, or for long 
Continued on Page 1072 

FIGURE 1 

RECOMMENDED MAXIMUM TEMPERATURES FOR FILM STORAGE 

Type of Film 
Maximum Storage 

Temperature for Periods 
up to 6 months 

Black and White Film 
1. Negative, reversal, and sound films 55F 
2. Positive Films 65 F 

Color Film 
1. Negative 50F 
2. Reversal 65F 

ensure even color balance with color 
stocks. The temperature of the storage 
area should be uniform in order to 
maintain constant characteristics from 
roll to roll. The maximum temperature 
at which films should be stored is 
reflected in FIGURE 1. Keep in mind 
that these are maximum values. Lower 
temperatures are quite acceptable. As a 
matter of fact, temperatures below 
freezing are commonly employed for 
long periods of storage. 

Most cinematographers use a com¬ 
mon food-type refrigerator for storing 
film. This provides an ideal temperature 
environment of approximately 40°F 
and will maintain film for the better 

FIGURE 2 

APPROXIMATE WARM-UP TIME FOR FILM PACKAGES TO AVOID MOISTURE 
CONDENSATION AFTER REMOVAL FROM COLD STORAGE 

Difference between 
Room temperature and 
Refrigerator temperature 

25F 100F 

Relative humidity in room 70% 90% 70% 90% 

Single 16mm roll  
Single 35mm roll  
Carton of ten 35mm rolls   

Warm-uptime (hours) 

1/2 1 
11/2 3 
12 28 

1 V/2 
3 5 
30 46 
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flecudieu R16B(PZ) 
THE 

AUTOMATIC 

16mm 
REFLEX 

Available with Angenieux 
12-120mm F2.2 Auto. Lens 

$261195 
Or with Angenieux 
17-68mm F2.2 
Auto. Lens 

$1980°° 
• Gossen light 
meter housed 
right in the 
reflex viewing 
system, measures 
light intensity coming 
directly through the lens. 
It electronically controls a 
miniaturized motor that 
instantly rotates the Angenieux 
lens's diaphragm ring to the 
correct aperture setting. 

with 
BUILT-IN 

POWER 
■ONI 

• Auto. 16mm camera 
with 3-15 sec. range 

power zoom. 

• 45° angled 
mirrored 

shutter 
eliminates the 

need for a 
prism between 

the lens and the film 
plane. This reciprocating 

shutter alternately directs 100% of 
the light onto the film or 100% of the 
light onto the reflex viewfinder screen. 

• Weighs 10% lbs. when equipped with 200-ft. 
daylight-load magazine, sync pulse generator, Angenieux 

12-120mm zoom F2 lens, and 500MA nickel-cadmium battery. 

• Powered by a rechargeable nickel-cadmium battery that 
is built into the camera handgrip. A fully recharged 

spare can be installed in seconds. 

• Variable film speeds anywhere between 
2 and 64 fps plus single frame shooting. Remote 

control by cable or radio. Viewfinder eye piece 
adjustable to individual eye sight. 

We also have the new l&QGUili&ll 4008ZM2 Super 8 
with Sound Synch Capability and Extreme Zoom Range! 

Famous Schneider Optivaron 6 to 66mm (11:1 ratio) F1.8 lens. 
Up to 92 frame backwind. Motorized macro focusing to 1 mm 
from lens. 2 to 12 sec. motorized variable zoom. 2-70 fps 
and single frames. Built-in double-system-sync sound 
capability. Auto, tape recorder start/stop control. 

$999 
Prices 

CAMERAS 

(415) 392-1902 • 45 Kearny Street, San Francisco 94108 
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Some of our substitutes 
for those big, fat incandescents. 



Some of our substitutes 
for our substitutes. 

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

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

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

But soon new fixtures arrived on the 

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

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

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

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

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

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

And there’s just no substitute for th 
We have a brochure on each line. / 

your copies, write to: Sylvania Lighti 
Center, Danvers, Massachusetts 01923 

frfIB SYLVANIA 



INDUSTRY ACTIVITIES 
PROGRAM AND ARRANGEMENTS 
COMMITTEES NAMED FOR SMPTE'S 
FALL CONFERENCE IN LOS 
ANGELES 

SMPTE Conference Vice-President 
Harry Teitelbaum, Hollywood Film Co., 
and SMPTE Editorial Vice-President 
Richard E. Putman, General Electric 
Co., have jointly announced the names 
of committeemen who will put together 
the program and handle all the details of 
the upcoming SMPTE Technical Confer¬ 
ence in Los Angeles. 

The Conference is set for the Cen¬ 
tury Plaza Hotel, Oct. 22-27, 1972. 

The appointment of Dr. Frank P. 
Brackett, Jr., Association of Motion 
Picture and Television Producers 
(AMPTP), as Program Chairman had 
been announced earlier. Working with 
Brackett will be Ralph Westfall, East¬ 
man Kodak Co., as Associate Program 
Chairman, and Frank P. Clark, AMPTP, 
as Chairman of the two-day (Thursday- 
Friday) Symposium on Communica¬ 
tions Satellites and CATV. 

Newly appointed topic chairmen, 
who bring together the papers for the 
technical sessions, are Winton Hoch, for 
Motion Picture Studio Practices, Light¬ 
ing, Exposure, etc., Petro Vlahos, 

AMPTP, for Sound Recording and Re¬ 
production; Julian D. Hopkinson, Agfa- 
Gevaert, Inc., for Photosensitive Materi¬ 
als for Motion Picture and TV Practice; 
Fred J. Scobey, DeLuxe General, Inc., 
for Laboratory Practice; Paul H. Preo, 
Eastman Kodak Co., for Theater Pres¬ 
entation Practices; John H. Donlon, 
Technicolor, for Small Format Films; 
and Melvin G. Sawelson, Consolidated 
Film Industries, for Television Systems 
and Editing. 

The names of the Arrangements 
Chairman Tony Bruno, Eastman Kodak 
Co., and the Exhibit Chairman Warren 
Strang, Hollywood Film Co., had been 
previously announced. Working under 
Bruno as Assistant Arrangements Chair¬ 
men are Don Henderson, Eastman Ko¬ 
dak Co., and Fred Detmers, Technicol¬ 
or. 

Ed Burns, Eastman Kodak Co., is 
handling Hotel and Motel Arrange¬ 
ments; Dick Sullivan, Eastman Kodak 
Co., the Hotel Reservations; C. Carroll 
Adams III, the Public Address and 
Recording; and Phil Singer, Agfa 
Gevaert, the Opening Films. 

The Registration Chairman is Eugene 
M. Murphy, Eastman Kodak Co.; the 
Banquet Chairman is Vern Frith, Holly¬ 
wood Valley Film Labs, who is assisted 

by Dinny Clark, also of Hollywood 
Valley Film Labs. 

Jack Hall, Producers Service Co., is in 
charge of the Get-Together Luncheon; 
Don Kloepfel, DeLuxe General Inc., 
heads up the Projection Committee, and 
Mrs. Anthony Bruno and Mrs. Kenneth 
Mason are co-chairmen of the Ladies 
Committee. 

Harry Lehman is Publicity Chairman; 
Carleton Wright, Agfa Gevaert, and Ken 
Erhardt, NBC, are handling the hospital¬ 
ity and foreign delegations; and Edward 
Whiting, Jr., 3M Co., and Marvin Jacobs, 
are in charge of membership. Transpor¬ 
tation is being taken care of by Scott 
Robertson, Eastman Kodak Co.; and 
Mardi Rustam, American Film Indus¬ 
tries, will be the Auditor, assisted by 
Russell F. Dubes. 

The Conference will feature five days 
of technical sessions, plus a 92-booth 
equipment exhibit. For information on 
the Program, the equipment exhibit, 
registration and hotel reservations, write 
to SMPTE Conference, 9 E. 41st St., 
New York, N.Y. 10017. 

AFI TO AWARD $200,000 IN 
FILMMAKER GRANTS IN 1972-73 

The American Film Institute an¬ 
nounces it will make awards totaling 
$200,000 under the Independent Film¬ 
maker Program. $100,000 will be 
awarded in October 1972, and 
$100,000 in March 1973. In announcing 
the awards, George Stevens, Jr., AFI 
Director, noted that "Seventy-two inde¬ 
pendent filmmakers have received 
awards totaling more than $450,000 
since the program's inception in 1968." 

The Independent Filmmaker Pro¬ 
gram is open to any United States 
citizen or permanent resident, and pro¬ 
posals for any type of film project in 
16mm or 35mm will be considered. 
Individual awards are made to a maxi¬ 
mum of $10,000. Applications are now 
being accepted for the October awards. 
Interested parties may apply to The 
American Film Institute, 501 Doheny 
Road, Beverly Hills, California 90210. 

This and other activities of The 
American Film Institute are supported 
by the National Endowment for the 
Arts. 

For further information contact: Sali 
Ann Kriegsman, Washington, D.C. (202) 
833-9300; Jan Haag, Los Angeles (213) 
278-8777. ■ 

A highly informative meeting was held recently in Hollywood under the auspices of International 
Photographers, Local 659, I.A.T.S.E., as part of an overall union program to continuously update 
the technical expertise of its membership. Several interesting new items of motion picture 
equipment were discussed and demonstrated. In the foreground, Keiichiro Ryu, president of 
Ryu-Den-Sha Co., Ltd., Tokyo, explains to one of the Local 659 members the optical qualities of 
the new Canon K-35 25mm-120mm vari-focal Macrozoom Lens. Mr. Ryu's company is the 
exclusive exporter for professional-type Canon motion picture lenses. In the background, 
Edmund DiGiulio, president of Cinema Products, demonstrates the Canon K-35 lens for Hal 
Mohr, ASC, president of International Photographers, Local 659, Academy-Award-winning 
Director of Photography and past president of the American Society of Cinematographers. 

968 AMERICAN CINEMATOGRAPHER, SEPTEMBER, 1972 



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/>". Both units are compact 
enough to take to the most remote locations. 

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

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

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

Cleans with soap and water 
The aluminized surface resists 

stains and scratches; eliminates 
frequent, expensive resurfacing. 

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

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

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

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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THE HONOR ROU 
THE HONOR ROLL 

(EDITOR'S NOTE: The American Society of 
Cinematographers has recently instituted a 
policy of honoring two of its veteran Director 
of Photography members at each of its 
monthly dinner meetings. In tribute to these 
men, and their distinguished careers, we shall, 
henceforth, present on this page short biog¬ 
raphies of the men so honored.) 

JAMES VAN TREES, ASC 

In the May, 1923 issue of AMERI¬ 
CAN CINEMATOGRAPHER, we 
proudly announced the third president 
of our organization, James C. Van 
Trees. His cinematographic activities be¬ 
gan with the filming of such early stars 
as Lenore Ulrich and Vivian Martin in 
productions which included "The Heart 
of Paula", "Intrigue", "The Conflict", 
and "The Road to Love”, starring Miss 
Ulrich; and "Stronger Love", "The 
Right Direction", "The Wax Model", 
"The Spirit of Romance", and "Giving 
Becky a Chance", starring Miss Martin. 
More early work included such photo¬ 
plays as "The Shuttle", "Good Night, 
Paul", "A Pair of Silk Stockings", 
"Sauce for the Goose”, "Mrs. Leffing- 
well's Boots" and "Happiness a la Mode", 
starring Constance Talmadge; and vehi¬ 
cles which starred House Peters, Wallace 
Reid, Bryant Washburn, Shirley Mason, 
Marguerite Clark, Ethel Clayton, Elsie 
Ferguson and numerous other celebri¬ 
ties. Other movies included "The White 
Flower", "The Bonded Woman", and 
"The Rustle of Silk", starring Betty 
Compson, and "The Young Rajah”, 
which starred Rudolph Valentino. At 
First National Pictures his camera work 
included "Chickie", "Flaming Youth", 
"Lilies of the Field", and "I Want My 
Man". 

During the late 30's and early 40's 
Van Trees worked at Warner Brothers 
Studios and photographed "Love in the 
Air", "Expensive Husbands", "Flight 
from Destiny", "Here Comes Happi¬ 
ness", "A Shot in the Dark", "Interna¬ 
tional Squadron", "Steel Against the 
Sky", "Escape from Crime", "Busses 
Roared", "Secret Enemies", "You Can't 
Escape Forever", "The Gorilla Man", 
"Adventure in Iraq", and "Find the 
Blackmailer". 

After this Warner Brothers period. 

Van Trees did "The Racket Man", 
"Nine Girls", and "Two-Man Subma¬ 
rine" at Columbia. 

In the 50's Van Trees photographed 
"I Married Joan" and the "Burns & 
Allen Show" television series and helped 
to pioneer the TV industry. He did the 
"Dobie Gil I is" series and "The Phil 
Silvers Show" during the 60's and re¬ 
tired in 1966. 

Although Van Trees did not initiate 
the multi-camera shooting technique, he 
got his feet wet on the fast, two-camera 
system of television film production 
when he did the "Mickey Rooney" and 
the "Joan Davis" television shows. Van 
Trees recalls the techniques used in the 
mid-twenties during the advent of the 
"talkies". 

"I was with Warner Brothers when 
that studio began production of sound 
films," he related. "They gave us seven 
cameras, each a cumbersome sound¬ 
proof booth, and they were placed 
strategically around the set. The idea 
was to capture the action in long contin¬ 
uous takes, with the multi-cameras re¬ 
cording the necessary variety of cuts. 
The trick was to light a set so that the 
illumination would be favorable to all 
the cameras. This entailed revolutionary 
techniques. There could be no lights on 
the floor, so we put them on top of the 
camera booths or in front of the booths 
below the window through which the 
scenes were shot." Any cinematograph¬ 
er who shot movies under the early-day 
sound restrictions can easily handle a 
two-camera set-up for television films." 

HANS F. KOENEKAMP, ASC 

Hans Koenekamp was born in Deni¬ 
son, Iowa, December 3, 1891. He start¬ 
ed in motion pictures in 1913 as a 
cameraman for Mack Sennett and pho¬ 
tographed many Keystone comedies 
with numerous stars such as Charlie 
Chaplin, Mabel Norman, Gloria Swan¬ 
son and the Mack Sennett Bathing 
Beauties. 

In 1917 he moved to Vitagraph 
Studios and photographed all of Larry 
Semon's pictures for the next eight 

years. From there he moved to First 
National Studio and photographed two 
pictures starring Colleen Moore. 

Koenekamp, while under contract to 
Warner Brothers studio for 30 years, 
directed and photographed second 
units, specializing in special effects, in¬ 
cluding much process work on such 
films as "Moby Dick", "Noah's Ark", 
"Saratoga Trunk", "I Am a Fugitive from 
a Chain Gang", "Spirit of St. Louis", 
"Treasure of Sierra Madre", "Sayo- 
nara", and "Spencer's Mountain", and 
worked with such stars as James Stew¬ 
art, Humphrey Bogart, Marlon Brando, 
Maureen O'Hara and Henry Fonda. 

During this period he perfected a 
synchronized motor connection be¬ 
tween background projector and camera 
to facilitate work on his numerous 
assignments. 

Before retiring in 1965 he worked 
approximately eight years for M.P.O. 
Commercials. ■ 

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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The good life. Those who live it know there is more to it than just things money can buy. 
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 
aware of the thrill of “seizing the moment" and capturing it for all time —filming it with a 
Beaulieu Super-8 becomes an added dimension in good living. 

The Beaulieu 4008ZM2 combines sophisticated space age design and 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 
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 
as any 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, 
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 4008ZM2 

with 6-66mm zoom lens. Ask for a 

demonstration at your finest camera store, or 

write Cinema Beaulieu, 14225 Ventura 

Boulevard, Sherman Oaks, California 91403. 

We will send you a handsome full color 16- 

page brochure on the new Beaulieu 4008ZM2. 

The Beaulieu 4008ZM2 

For The Sophisticated 

Super-8 Filmmaker. 



Arri 16BL’s APEC: 
Does the pro need 
a built-in meter? 

With your eye at the eyepiece, 
you can frame, focus and set 
the f stop. Accurately — and fast. 
It could save the shot. 

Sceptics were dubi¬ 
ous in the begin¬ 

ning. “No substitute 
for a hand-held in¬ 
cident reading,” 
they said. For light¬ 

ing a set, we agree. 
No contest. 

But in documentary situations, 
there’s clearly nothing better than a 
meter set behind the lens. Because it tells 
you precisely how much reflected light 
is getting to the film. 

zoom in to 120mm, for example, you get 
a closeup reading of 3 degrees. (See the 
photo on the next page: the dotted line 
shows the measured area.) 

How fast is it to operate? 

Frame your subject, and focus. Then 
center the APEC needle, by turning the 
f stop ring.That’s all! And all with your 
eye at the finder.You take the reading and 
set the stop all in one movement. 

Reading inaccessible subjects 

Does it read the whole frame? 

No! APEC reads a central area of the 
frame — about one-third of the full aper¬ 
ture, regardless of focal length. If you 

Zooming in for an APEC reading is 
a lot faster than walking onto the set, of 
course. And sometimes it’s not easy to 
get there. Shooting surgery, for example; 
or wildlife. Or a speaker at the podium. 
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APEC AT WORK: 

See the reading during the shot 

Arena staff changed 
lighting without any 
warning — in mid shot! 

Shooting a Jesus Movement rally at 
the Los Angeles Sports Arena, 

film-maker Roger Boiler arranged the 
light levels ahead of time with the arena’s 
staff. And before the crowd arrived, he 
took hand-held readings at various 
points in the stadium. 

The needle is visible just below the 
image area, as you can see above. If the 
action moves from shade to sunlight, you 
can ride the f stop. (APEC is manual, of 
course — not automatic.) And this is a 
noteworthy fact: Some APEC users have 
gotten one-light release prints! 

But when the rally began, its pro¬ 
ducers repeatedly lowered the lights for 
prayers, and raised them at dramatic 
moments, without warning —often in 
mid-shot! Mr. Boiler just had to follow it 
from camera position with his APEC 
meter. Every foot was perfectly exposed. 

Three cogent facts about APEC 

1. Image quality is not affected. 
APEC takes its reading off the 
mirror shutter. There’s nothing to 
obstruct the light path to the film. 

2. ND wedges keep it consistent. 
The measured light is always in the 
center of the cell’s response curve. 
Regardless of the ambient light 
level, it’s always measured at the 
same intensity. Perfect accuracy. 

3. Easily installed in most 16BLs. 
The APEC system is mounted in the 
16BL’s door. If your serial number 
is 50701 or higher, you can have a 
new door fitted, with APEC built in. 

For a free APEC 
color brochure, 
please write to 
us at one of 
the addresses 
below; or call. 

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. 
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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- 

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 l\l E® S O U INI □ 

A Division of Ritz Camera Centers 

S □ Enclosed $149.95 & our Amp # 
S □ Enclosed $125.00 & our Amp # 

■ Enclosed $ 

2 □ American Express # 

2 Name 

Address 

5 Please indicate ALL information which ■ 
■ appears in Raised Type on your card. 

wood, Calif. 90028.) 

Ql use 16mm reversal film and am 

wondering why I should use a 

work print in editing? 

A If you intend to make additional 
prints from your original, then 

you should use a work print for editing 
to avoid finger prints, oil, scratches and 
mutilation encountered in editing and 
projection. Such defects would show up 
in every print made. If you do not 
intend to make additional prints and 
only exhibit your original, then no work 
print would be necessary. 

Q Please advise what effective meth¬ 

ods can be used to obtain a 

steady, level image when photographing 

subject matter from a small boat at 24 

frames per second. 

A Using modern techniques of elec¬ 
tronic and mechanical engineer¬ 

ing, so that human reaction time is not 
the limiting parameter, it should be 
possible to design and construct an 
inertia guidance servomechanism that 
will accomplish the desired results with 
precision. The main requirement is an 
adequate budget for the work. 

In cinematography, suppression of 
camera action is not an aim. Instead, 
motion is introduced under controlled 
conditions and used effectively to en¬ 
hance entertainment value. It is well to 
point out at the start that most small 
boats are unsuitable for cinematography 
except in calm waters. When we have an 
assignment of this sort, we aim for two 
things: 1) to restrict the violence of 
motion due to natural forces and 2) to 
control the direction, angle, amplitude 
and tempo of camera movement. The 
first requirement can be met by using a 
craft large enough for the conditions 
that will be encountered when shooting. 
Cycles of pitch, roll and yaw must have 
a long enough period so that a person of 
normal reflexes can maintain control of 
the camera. In rough, open sea, water¬ 
line lengths of 90 feet or more are 
essential in the craft used. For choppy 
water, where no large waves are present, 
a suitable camera craft is often rigged by 
the company at the location. The fol¬ 
lowing describes a type that we have 
used many times: 

A grid of planking is secured to two 
or more floats, such as rowboats, sealed 
oil drums, or rafts of planks which 
should measure 12 feet or more along 
the shortest side. The whole unit should 
be capable of supporting weight of 
several hundred pounds, or at least more 
than the normal working load. The 
planking is cross-braced for fair rigidity, 
and is left open to the action of the 
water so that wave crests can move 
through it without rocking the plat¬ 
form. A camera raft of this type having 
a low ratio of positive buoyancy-to-mass 
is quite stable and can be propelled at 
moderate speeds and maneuvered readi¬ 
ly by outboard motors (the full swivel 
type). 

The positive aspect of the job is 
controlling movement in the scenes. 
This we have done on countless produc¬ 
tions by using a gimbal-type tripod tied 
down at the points. This tripod consists 
of a rigid steel shaft, coupled through a 
husky universal joint to the tripod legs, 
which supports the camera mounted on 
a panhead, and enables it to remain 
plumb or level regardless of the angle 
assumed by the tripod base when mov¬ 
ing or swaying with the craft on which 
it is mounted. The lower section of the 
shaft is made to telescope and may be 
adjusted so that the natural frequency 
of its pendulum action is out of reso¬ 
nance with the craft; thirty to forty 
inches is a frequent working length. At 
the base of the shaft, lead weights are 
firmly secured—100 to 150 pounds be¬ 
ing the usual minimum for satisfactory 
inertia. Photographing a boat race in the 
North Atlantic, we had 360 pounds of 
lead at the base of the shaft on each 
gimbal tripod when working in heavy 
seas with winds of gale force. 

On exteriors, multiple strands of 
heavy rubber bands are attached to base 
of the shaft to further restrict the 
pendulum action. Weight and tension 
are adjusted to give the right heft and 
feel for camera operation. When filming 
continuity at the studio, the gimbal 
action is approximately simulated so 
that interior scenes will intercut without 
change of tempo. From here on in, 
character of the photography depends 
on the skill, alertness, agility and dis¬ 
crimination of the camera operator. a 
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Troubled, toy out-of-focus pdotiares? 

Troubled, toy emulsion 

phle-m/p in your camera gate? 

Troubled toy distracting camera 

noise wtoen shooting subjects -who 

shonld not toe distracted from wbat 

they are doing? 

Troubled toy cameras that are 

always in. need of repair and 

adj ustment? 

If so, switch to Auricon, the only 16mm Camera that 
guarantees you protection against all these troubles, 
because it is so well designed! The Auricon is a superb 
picture-taking Camera, yet silent in operation, so that 
at small extra cost for the Sound Equipment, it can 
even record Optical or Filmagnetic sound in addition 
to shooting your professional pictures. 

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

AURICON SUPER-1200, takes 1200 ft. Runs 33 min. $6425.00 & up 

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

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

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

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

X AURICON, Inc- 
6902 Romaine St., Hollywood 38, Calif. 

HOLL.Y-WOOO 3-0331 

MA.ISrUR’A.OTTJ'PbEPbS OB1 PROFESSIONAL 

IS MM CAMERAS SINCE IS 31 
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ECLAIR PUTS YOU IN THE PICTURE 

CM3 — The versatile camera. 

Can operate as 35mm and/or 

35mm Techniscope or 16mm. 

Fast changing magazine, 

numerous accessories expand 

operating flexibility. 

NPR—The compleat professional 16mm camera. 

Quick change 400 foot magazine. 

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

Total mobility; cordless sync sound with crystal control. 

GV16 —The handy camera. High speed, portable — 

quick change 100/400 foot magazine 

adaptable for use in 

sports, medicine and the military. 

ACL —The smallest of the great 

16mm professional cameras. 

Crystal controlled, takes 200 feet of film, 

changes magazines in less than 5 seconds. 

Weighs less than 9 pounds, has great balance, 

uses any lens, has phenomenal accuracy, 

runs quiet and the frame line is 

as steady as a rock. 

ECLAIR 
SINCE 1908, THE PROFESSIONAL’S CHOICE IN CAMERAS 

FOR BROCHURE, WRITE OR CALL: ECLAIR CORPORATION 
S. CENTRAL AVE., VALLEY STREAM, N.Y. 11580 PHONE: (516) 561-6404 

7262 MELROSE AVE., LOS ANGELES, CALIF. 90046 PHONE: (213) 933-7182 
DISTRIBUTED IN CANADA: ALEX L. CLARK LTD. 

3751 BLOOR ST. WEST, ISLINGTON 678, ONTARIO 
7104 HUNTERWOOD RD. N.W., CALGARY 51, ALBERTA 

1070 BLEURY ST., MONTREAL 128, QUEBEC 

976 AMERICAN CINEMATOGRAPHER, SEPTEMBER, 1972 



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

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

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

Instant Power 

Instant Camera Pod 

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

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

Instant Quiet 

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

cinE 

Instant Camera Platform 

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

Instant Camera Mount 

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

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

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

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

lok is compatible 
with standard 1A" 

and %" sockets. 

Instant NPR 

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

Instant Zoom 

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

Instant Rentals 

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

Instant Information 

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

1  
1— -■ 

1 N C o « P o SI A T E □ 

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

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



There are many ways that the RE20 will prove a 
revelation in your studio. Like off-axis response, for 
instance. As clean and as flat as the pickup on axis. 
So when you turn the RE20 for better isolation, 
you get it at every frequency. Not just in the mid¬ 
range or high end. 

Uniform polar response like this is unusual. And 
very helpful. The RE20 studio dynamic cardioid is 
better at it than any other microphone built. You can 
prove it in your studio with our free loan-for-trial 
program from most E-V professional sound specialists. 
We think you’ll be impressed. 

Everything you do in the studio depends on what you 
hear. Whether it’s adding EQ, or balancing a bass 
track against the vocal, or sweetening with reverb. So 
it makes sense to start with speakers that are as flat 
as they can be. 

That’s why the new Sentry IVA is proving so popular. 
Because its 3-way horn-loaded design is the flattest 
of all high-level monitors. And its response is the same 
at 60° off axis as it is on axis. So is its level. 

In fact, by almost any measure the Sentry IVA is a 
major advance in monitor speaker design. We’re 
ready to prove it on paper and in your studio. Get the 
facts by writing today. 

ELECTRO-VOICE, INC., Dept. 921AC, 
681 Cecil Street, Buchanan, Michigan 49107 
In Europe: Electro-Voice, S. A., Romerstrasse 49, 2560 Nidau, Switzerland 
In Canada: EV of Canada, Ltd., Gananoque, Ontario 

aGulbon 
COMPANY 
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Two may do 
the some thing, ond it is 

not the some thing. 
Pubilius Syrus 
1st Cent. B.C. 

Two thousand years ago 
people knew that different 
craftsmen might do the same 
kind of work, yet the quality 
of the work was not the 
same. 

In addition to being fully 
equipped with every ultra¬ 
modern apparatus for labora¬ 
tory work, and having a 
highly trained staff of master 
craftsmen, MPL is one of 
America's few laboratories 
under one roof. This assures 
you that we are prepared to 

meet whatever requirement 
your film demands without 
having to depend on outside 
services. That is why MPL 
gives you work of unsur¬ 
passed uniformity and 
matchless excellence. 

Compare the work we do 
at MPL with that of any other 
laboratory and you'll agree 
that the old Latin saying is as 
true today as it ever was. 

Send us the film you are 
now completing. 

cCh 
lVf 

• flk ■ ■ ■ 

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

(901) 948-0456 
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If you're thinking CP-16... 
think Camera Mart. 

The CP-16 16mm sound Camera 
“On-the-spot” coverage for TV News 

and Documentary Film Makers. 

PARTIAL LIST OF SATISFIED CAMERA MART CUSTOMERS: 

WCVB TV - Boston 
NBC TV - NY 
CBS TV - NY 
WABC TV - NY (Local News) 
WRAL TV - Raleigh, N.C. 

WTEN TV - Albany, NY 
WPRI TV - Prov., R.I. 
KYW TV - Phil., Pa. 
WKRC TV - Cinn., Ohio 
WCKT TV - Miami, Fla. 

NET TV - NY 
UPI - NY 
Boston University 
Jersey City State 
College, N.J. 

For more information fill in the coupon below or phone. 

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

Yes, I would like all the facts on the new CP-16 Camera. 

Name  

Comp any  

Address  

City State Tel. 

THE BOOKSHELF 
By GEORGE L. GEORGE 

Filmographies of 60 outstanding U.S. 
cameraman appear in the Summer issue 
of FILM COMMENT ($1.50). This is a 
thoroughgoing compilation by Richard 
Koszarski, whose preface traces percep¬ 
tively the changes in cinematographic 
style as influenced by technical prog¬ 
ress, industrialization of the studios, 
artistic growth and social awareness. 

* * * 

What cameramen contributed to a 
once-standard part of theater program¬ 
ming is detailed in Raymond Fielding's 
well-researched and entertaining THE 
AMERICAN NEWSREEL 1911-1967 
(U. of Oklahoma Press $9.95). The 
evolution of the genre is traced from its 
European origins to the first U.S.-pro¬ 
duced newsreel and its eventual replace¬ 
ment by TV news reports. Cameramen's 
initiative and occasional fakery consti¬ 
tute the running theme of this lively 
survey. 

* * * 

A comprehensive textbook, DI¬ 
RECTING MOTION PICTURES 
(Barnes $2.95), edited by Terence Mar- 
ner, analyzes in simple and effective 
language the director's craft and his 
relationship with cameramen and other 
members of the crew. Diagrams, illustra¬ 
tions and expert advice from such direc¬ 
tors as Huston, Losey, Richardson and 
Schlesinger cover all fundamentals in 
this useful student-oriented book. 

* * * 

Gavin Lambert's ON CUKOR (Put¬ 
nam $8.95) is a highly evocative portrait 
of the famed director an empathic 
study of a creative individual gifted with 
a precise understanding of his craft. 
Cukor discusses his films in an easy and 
spontaneous manner, pinpointing the 
significant elements of each: directorial 
techniques, story line, acting and, occa¬ 
sionally, camerawork. Typical observa¬ 
tion: "One thing I seldom do is look 
through the camera . ... because I prefer 
to watch the scene itself with my own 
eyes." 

* * * 

With interest in Erich von Stroheim 
running high after Herman G. Wein¬ 
berg's masterful THE COMPLETE 
"GREED" (reviewed in our June '72 
issue), further light is shed by Peter 
Noble in HOLLYWOOD SCAPEGOAT 
(Arno Press $12.). Originally published 
in 1950 when Stroheim had already fled 

Hollywood for France, this timely re¬ 
print is an invaluable biography that 
documents the studios' reactions to his 

Crystal Controlled DC Motor 
Incorporates high efficiency, low 
power use, high torque, solid state 
integrated circuitry and high 
accuracy. 

Built-In Lightweight 
Battery Operation. 
NiCad rechargeable battery will 
run at least ten 400 foot magazines 
per charge. No heavy external 
power packs or entangling cables. 

Whether you’re shooting a crowd scene, a 
person-to-person interview, fast moving 

action news while it’s happening or a 
carefully planned assignment for 

television or documentary, 
your job is easier with the all- 

new CP-16 Single System/ 
Double System Sound Camera. 

Made of lightweight 
magnesium (weighs only 

9 lbs., including motor 
and battery). It combines 

maximum portability with 
comfortable hand-holding balance. 
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"extravagant" production methods, and 
discusses his intense concern for photog¬ 
raphy and composition. 

* * * 

Improving on the usual format of 
published screenplays, STANLEY KU¬ 
BRICK'S CLOCKWORK ORANGE 
(Ballantine $3.95) tightens the connec¬ 
tion between visuals and dialogue by 
placing the spoken lines between the 
corresponding film frames. Some 700 
stills are used in this eye-catching pre¬ 
sentation of a brilliant and unusual 
movie, superbly photographed by John 
Alcott, whose skilled work (with Geof¬ 
frey Unsworth) on Kubrick's 2001: A 
Space Odyssey has been widely praised. 

* * * 

When Zagreb Studios' animation 
short Ersatz became the first non-U.S. 
cartoon to win an Oscar, Yugoslav pride 
received a justified boost. Ronald Hol¬ 
loway's Z IS FOR ZAGREB (Barnes 
$5.95) is an attractive, illustrated guide 
to that studio's methods and growth, 
with career sketches of its major artists. 
Capsule comments on all its films bring 
out their unlimited imagination, dexter¬ 
ous draughtsmanship and inspired 
humor. 

* * * 

A first-rate bibliography of film liter¬ 
ature has been compiled by Prof. 
George Rehrauer in CINEMA BOOK¬ 
LIST (Scarecrow Press $10). This per¬ 
ceptive and knowledgeable selection, 
fully annotated, of some 1600 books 
published since 1940 and of current 
periodicals will be an immeasurable help 
as a reliable reference work for film 
study courses and library acquisitions. 

* * * 

Official film censorship is bad 
enough but, as Doug McClelland points 
out in THE UNKINDEST CUTS (Barnes 
$10.), the removal of scenes by studio 
powers-that-be is sometimes an even 
greater curse. His abundant documenta¬ 
tion involves such films as Greed, A Star 
Is Born, Citizen Kane, Laura, Gypsy, 
which were scissored for a variety of 
arbitrary or otherwise baffling reasons. 
Interviews with some of the victims, a 
discussion of TV "re-editing" and 
numerous stills complete this informa¬ 
tive volume. 

* * * 

Japanese avant-garde filmmaker Taka 
limura has assembled in a fascinating 
book, PAPER FILM, scenes and se¬ 
quences from Love and Flowers' Orgy, 
two of his highly original cinematic 
poems whose exquisite imagery meta¬ 
morphoses bodies and blossoms into 
abstract shapes of movement and color. 
(From the author, 127 Second Ave., 
NYC 10003. $10 plus postage.) ■ 

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. 

BAUER9 

AIC PHOTO, INC., CARLE PLACE, N.Y. 11514 IN CANADA: KINGSWAY FILM EQUIPMENT LTD 

•Bauer, a Reg TM of Robert Bosch Photokino GmbH FOT details. Write Dept. AC~8 

AMERICAN CINEMATOGRAPHER. SEPTEMBER, 1972 981 



Just released from Warner Brothers! Famous National Research Council 
Cranes (see photo above) - used on scores of award winning features! 
These 8 “ACADEMY CRANES” are designed for studio use with all earn- 
eras. Reconditioned and in excellent working shape, operation is silent 
and extremely smooth. Equipped with hydraulic column and mechanical 
balance arm, these incomparable cranes come complete with remote 
control and weights. Working range from floor level to 9'. Electrical drive 
110-volt d.c.-forward and reverse. At a fraction of original cost, only 
$3,500. 

We also have two large WARNER CRANES, one electrically driven, with 
a maximum height from floor to lens of 17' (see photo bottom right). An 
exceptional buy at only $6,000. The other WARNER CRANE is manually 
operated with a maximum height from floor to lens of 21' 7"-at a low, 
low price of only $3,500. 

And while we’re on the subject, we also have some very attractive bar¬ 
gains in five PANORAMIC DOLLIES (see photo bottom left). These dol¬ 
lies have 360° rotation, V lens height, manually operated. We have four 
of these at only $395 each and one at $595. Don’t wait. The others moved 
right out!* 

Cameras and geared heads not included in above prices 

For more information on Motion Picture Equipment 
SALES • SERVICE • RENTALS 

Call or write 

(213)466-8211 CABLE: BIRNSAW 
1026 N. Highland Avenue • Los Angeles, Ca. 90038 

HOLLYWOOD • LONDON • SYDNEY • TEL AVIV 

the 12 superb M.G.M. studio cranes 
B&S brought you at extra SPECIAL 
prices? Well-here are 8 great 
Academy cranes from Warner Bros! 
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The Crystal Controlled 
Motor Is In Hand 

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

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

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

Ed Di Giulio says: 

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

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

Technology in the 
service of creativity. 

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

•“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 Filmlinc 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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Introducing a movie camera so 
sophisticated we had to develop the 
world’s first multi-coated zoom lens 
to go with it. 

The movie camera is the Fujica Z-800, the 
latest and most advanced model in our Single-8 line. 

It’s the world’s first movie camera with a 
multi-coated lens. And besides that, it’s the world’s 
first multi-coated lens developed under a unique 
new process called Electron Beam Coating. 

E.B.C. is a vast improvement over the vacuum coating 
process allowing greater control over the thickness, 

hardness and clarity of each of the coatings put on the 
lens. Speaking of the coatings, there are 11 of those on the 

new Fujica lens. Imagine the advantages that represents to you 
in just about any shooting situation. Coating each component of our zoom 
lens assures you of sharper, clearer, brighter pictures even in difficult 
backlighted and strong sidelighted subjects. 

As unique as our lens is, we know it takes a lot more to make a really 
great movie camera. So we’ve built into our Z-800 features that are found in 
no other 8mm movie camera. For example, two special synchronization 
devices in the Z-800 system allow pulse sync-ing with a tape recorder during 

actual filming, and electronic flash synchronization to allow single-frame exposure with any electronic 
flash unit. So if you’re interested in doing time-lapse photography, animation, or making titles, you know 
you’ve got a movie camera versatile enough to do all three. 

Needless to say, we’ve incorporated into the Z-800 all the features that make our other Single-8 
cameras some of the most sophisticated equipment available to the serious movie-maker. 

This remarkable camera offers you things like fade-ins and fade-outs, remote control, lap 
dissolves, power zoom, a reflex viewfinder, a variable shutter for automatic fades and shooting at higher 
shutter speeds, and a total re-wind capacity for special optical effects. The metering system permits fully 
automatic metering, full manual overide, and fractional exposure control. 

In fact, we think this camera is so special, there’s even a special film cartridge to use with it. Its 
polyester base film is thinner, yet stronger and more durable than what you’re used to using. And it will 
give you brighter, clearer pictures than you’re used to getting. 

There’s one more thing about the Z-800. We’ve not only designed a camera that’s going to give you 
better footage than you’ve ever gotten, we’ve even made it easier to carry around and set up. A convenient 
carrying grip (optional equipment) on the top converts to a unipod for steady pictures during hand-held 
camera work. And it also converts to a measuring rod for accurate focusing in close-ups. 

If you’re as excited about the Z-800 as we are, we’d like you to know even more about it than we’ve 
told you here. And, believe us, there’s more to tell. For more information on the Fujica Z-800, write 
Fuji Photo Film, U.S.A., Inc., 350 Fifth Avenue, New York, New York 10001,Room 321. 

Fujica Single 8 Z800 
U.S. Distributor: Ehrenreich Photo-Optical Industries, Inc., Garden City, N.Y., 11530/ In Canada: R & H Products, Ltd. 
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samcine 
siimunc 

movioin 
WILL PASS THROUGH 

ANY STANDARD 2'6" 
DOORWAY. 

NEW FRONT CASTING 

PERMITS CAMERA,TO 
JIB OVER OBJECTS. AND 

WITHOUT LEVELLER, 

REDUCES MINIMUM 

HEIGHT BY 5 

THERE'S ALWAYS 
SOMETHING NEW 
AN? EXCITING 
AT SAMUEISONS 

SAMCINE 4-WAY LEVELLER MAYBE USED 

OR OLD CAMERA POSITIONS. 

* 

NAVIS/ON. 

SUITABLE FITTING 

PERMITS USE OF BOWL 

LEVELLING HEAD. 

NEW FRONT PLATFORMS. 

*******’* 

SAMUELSON 

FILM SERVICE 
LIMITED 

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

EUROPEAN MANAGING ASSOCIATES. 

24-26 rue Jean Moulin 
94 VINCENNES,FRANCE 
Te!:328-58-30 Telex: 67 260 F 
Cables: Samcine PARIS 

SAMUHSON 

AlCA-CmiMA 
  SARL 

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

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

Room 65,Cargo Agents’Building 
LONDON AIRPORT. 
Tel: (01) 759 9969/70.Telex:221 
Cables! Samfreight,London. 

►»»»VJ 
SAMCINE 

SALES 
LIMITED 

303-305,Cricklewood Broadway 
. LONDON NW2 6PQ. 

Tel: (01) 452 8090. Telex: 21430 
Cables: Samcine,London. 
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Triage! ) 

evices]ncorporated • ]mage 

OTHER FEATURES: • Snaps right on in seconds; no tools. • Lightest and most 
compact unit: 12 ozs. and streamlined. • Variable speed range 8-50fps. • Hun¬ 
dreds field-proved in Europe for over two years. • Immediate delivery. • Uncon¬ 
ditional 1 year guarantee. 

FREEDOM from SYNC CABLES 
Jensen 505 Multisync $750. 

EXCLUSIVE FEATURES: 
★ Pre-wired with external connec¬ 

tor for radio slate. 
★ Automatic out-of-crystal-sync 

safety camera stop. 
★ External sync input (slave your 

BL from any pilot source). 
★ No camera width increase; cam¬ 

era fits in case with unit attached. 
★ Accuracy better than 7/6 frame 

per 400' (±10 ppm) -4°F to 
+ 140°F. 

★ All controls safely recessed. 
★ Bypass Button allows for immedi¬ 

ate mode change back to camera 
governor-controlled speed. 

TmageT! 

eizices Inc or 

incorporated • ]rnage 

j|mage^^e'sz-:ices]ricorporated • image 

OTHER JENSEN SUPER PRODUCTS 

Synchronizer-Resolver 205S Time Sync Generator 550 for all recorders 

Camera Speed Indicator 516 Crystal Controlled Motor 504 for Arri S or M 

SEE YOUR LOCAL DEALER 
And see us at SMPTE 112th exhibit 22-27 October in Los Angeles 

evicesincorporated • image 

Newest most up-to-date 

equipment in the world 

office <£■ 
^^nage^Q^eTzaces^^icorTporatocL 

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

/ 
ft 

IN MIAMI 
YOUR CIN 
EQUIPMENT 
SOURCE 

FOR 

SOUTHEASTERN U.S.A. 
^ CARIBBEAN 
^ BAHAMAS ^ 

^ 1 
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I* 
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WHETHER IT BE THE MOST VERSATILE VIEWFINDER, THE HIGHEST APERTURE 

PROFESSIONAL MOTION PICTURE ZOOM LENS, LONGEST RANGE (20-1) ZOOM 

LENS, ECLAIR CAMERA HAS THE FINEST OPTICAL ACCESSORIES FOR ITS 

CAMERAS, ALL MADE BY ANGENIEUX. 

You II have it made 
with Eclair and angenieux. 

ECLAIR CORPORATION, 73 S. CENTRAL AVE., VALLEY STREAM, N.Y. 11580 • PHONE: (516) 561-6404 
7262 MELROSE AVE., LOS ANGELES, CALIFORNIA 90046 • PHONE: (213) 933-7182 

DISTRIBUTED IN CANADA: ALEX L. CLARK LTD., 3751 BLOOR ST. WEST, ISLINGTON 678, ONTARIO; 
7104 HUNTERWOOD RD. N.W. CALGARY 51, ALBERTA; 1070 BLEURY ST., MONTREAL 128, QUEBEC. 
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THE Njuvoa-aaiscin FILMING OF 

“HIE POSEIDON ADVENTURE” 
Standing an 81,000-ton ocean liner on its head proves to be an 
interesting challenge-even to Hollywood's wizards of movie magic 

By JOHN CAMPBELL 

The Poseidon (Po-si-dun: after the 
Greek god of the oceans) is an 81,000- 
ton luxury liner making its last cruise 
from New York to a Greek ship-break¬ 
ing yard after a long and illustrious 
career as "Queen of the Seas." Her new 
owners, in the interests of saving mon¬ 
ey, force the captain to drive her at 
unsafe speeds and, most importantly, 
reject his attempts to ballast her 
properly. 

During a gala New Year's Eve cele¬ 
bration a monstrous wave strikes Posei¬ 
don abeam and capsizes her. The cap¬ 
tain manages to radio a distress call, but 
immediately after, everyone in the su¬ 
perstructure is lost. In the main saloon 
the effect is hardly less catastrophic, 
with dead and wounded everywhere. 
But the sea doesn't immediately enter 
and there are uninjured survivors. 

What follows is the heroic and dra¬ 
matic struggle of ten of these to make 
their way up through the explosion 
wracked and rapidly sinking ship to the 
propeller housings where there is some 
chance of escape. They are led by the 

Reverend Frank Scott, a man of remark¬ 
able will and capabilities. The others are 
Manny and Belle Rosen, a couple in late 
middle age; Mike and Linda Rogo, he a 
tough detective and she a one-time 
prostitute; pretty 18-year-old Susan 
Shelby and her 10-year-old brother, 
Robin; Nonnie Parry, a young singer; 
James Martin, a haberdasher; and Acres, 
a steward. 

With these varied backgrounds they 
react differently under the terrible pres¬ 
sures imposed upon them and poignant 
relationships develop. Along their peril¬ 
ous way four are lost, but six are 
saved—never to be the same again. 

That, in capsule form, is the story 
line of a new multi-million-dollar Irwin 
Allen production, "THE POSEIDON 
ADVENTURE", now in the post¬ 
production stages at 20th Century-Fox, 
which will release the picture. The cast 
of this extremely ambitious action epic 
includes the most distinguished group of 
actors assembled for a single picture 
anywhere in the world during the past 
several years. Five of them have been 

Academy Award winners, including 
Gene Hackman, Shelley Winters, Red 
Buttons, Ernest Borgnine and Jack Al¬ 
bertson. Other outstanding talents were 
Stella Stevens, Roddy McDowall and 
Carol Lynley. 

The roster of talents working behind 
the cameras was no less distinguished. 
The picture has been produced by Irwin 
Allen, directed by famed British film¬ 
maker Ronald Neame from a Stirling 
Silliphant screenplay based on the best¬ 
selling novel by Paul Gallico, and stun¬ 
ningly photographed by Harold Stine, 
ASC, in a series of incredible "upside- 
down" sets designed by Art Director 
William Creber. The complex mechani¬ 
cal and photographic special effects, so 
critical to the realistic illusion of a film 
such as this, were entrusted to the 
Academy Award-winning team of L.B. 
"Bill" Abbott, ASC, and A.D. Flowers. 

Few motion pictures—if any—have 
been physically as trying to its actors as 
Irwin Allen's production of "THE PO¬ 
SEIDON ADVENTURE" at 20th Cen¬ 
tury-Fox. 

(LEFT) In the upside-down engine room set of S.S. Poseidon, the camera crew takes a well-deserved breather. (Left to right:) Director of 
Photography Harold Stine, ASC; Camera Operator Tommy Morris, First Assistant Cameraman Tom Kershner and Second Assistant Cameraman Joe 
Valdez. (RIGHT) Bedraggled survivors of a rampaging tidal wave which, in the story, turns the huge ocean liner completely over, await the call to 
"action" in the set representing the Poseidon's First Class Dining Saloon, the ornate overhead lighting fixtures of which are now on the floor. These 
sets were first built right-side-up on the sound stages, then dismantled and reassembled upside-down. 



(LEFT) Desperately seeking some avenue of escape, survivors of the holocaust make their way up the narrow tube of a ventilator shaft. (CENTER) 
Academy Award-winner Gene Hackman, playing the role of a gustsy clergyman who assumes leadership under pressure of the tragedy, picks a path 
through the steaming wreckage of the engine room in his attempt to lead the others to safety. (RIGHT) Exploring the geography of their dilemma, 
Carol Lynley and Red Buttons peer into the ship's barber shop and are surprised to find the chairs hanging from the ceiling. 

(LEFT) Hackman, having climbed up a huge Christamas tree, which he has used as a ladder, pleads with surviving passengers to follow him out of the 
capsized Dining Saloon. Most of them, immobilized by fear, elect to stay where they are and are later drowned in the huge gush of water that 
inundates the room. (CENTER) Robin, youngest of the survivors, makes his way to the lavatory, only to find that the tables (and everything else) 
have been turned on him. (RIGHT) Hackman leads his near-hysterical charges through the roaring flames and gushing steam of the ship's bowels. 
Though The Poseidon is a fictional ship, its sets were built to exact scale from blueprints of H.M.S. Queen Mary, now "alive and well" as a tourist 
attraction in Long Beach, California. 

The story of 10 survivors struggling 
to escape from a capsized ocean liner, 
wracked with explosions and rapidly 
sinking, actors in "THE POSEIDON 
ADVENTURE" spent 10 of the produc¬ 
tion's 14 weeks in the same clothes, 
soaking wet and in a miasma of steam 
and smoke. 

The picture was shot in sequence 
because the principals became dirtier 
and more tattered and suffered injuries, 
some for real and some through artifice. 
It would have been impossible to skip 
around without committing some anach¬ 
ronism in their appearance. 

The genius of Hollywood set builders 
has been established for many years. 
They have reconstructed reasonable fac¬ 
similes of everything from the Garden 
of Eden to futuristic concepts not real¬ 
ized even in this remarkable age, plus 

most of the settings for important 
events in between. 

In the best traditions of this distin¬ 
guished history must be added the sets 
of "THE POSEIDON ADVENTURE". 
The story tells of the capsizing of a liner 
of the Queen Mary class and of the 
struggle of 10 persons to fight their way 
upwards into the bowels of the vessel 
towards possible escape through the 
tunnel which houses one of her four 
drive shafts. 

A number of the pre-capsize sequenc¬ 
es were shot aboard the Queen Mary, 
81,000-ton liner now permanently 
moored at Long Beach, Calif. "THE 
POSEIDON ADVENTURE" was the 
first feature film to be shot aboard her 
and she was a very expensive set, the 
City of Long Beach and other investors 
having poured over $100,000,000 into 
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her rehabilitation. This was all quite 
convenient, but in establishing a ship of 
this size it was made imperative to build 
the upside-down sets—in which nearly 
three quarters of the picture take place 
—to Queen Mary scale. This was done 
from the liner's blueprints and from 
photographs. 

Production designer William J. 
Creber, art director Ward Preston and 
set decorator Raphael Bretton were 
aided by the photographs, which could 
be inverted, but they and their imagina¬ 
tions were on their own after that. 

The most spectacular of the sets was 
the engine room. One of Red Buttons' 
lines in this sequence is, "Welcome to 
hell." And hell it is: an appalling scene 
of lacerated steel, twisted pipes, dan¬ 
gling wires and girders, peeling dyna¬ 
mos, cliffs of turbine rotors, peaks and 
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(LEFT) Crew of "THE POSEIDON ADVENTURE" sets up for shooting on the deck of H.M.S. Queen Mary, now anchored in the harbor at Long 
Beach, California, where it attracts millions of tourists. The Poseidon of the film is portrayed as an exact replica of the Queen. Long Beach 
authorities were most cooperative, lending blueprints and many fittings from the venerable "Queen of the Seas". (RIGHT) Camera on crane swings 
into set representing the bridge of The Poseidon. Sequence was difficult to shoot, because there are no lights on the bridge of a ship at night, except 
for tiny lamps that illuminate the instruments. 

ravines made by shattered generators 
only half torn loose from their founda¬ 
tions, split and pouring forth their metal 
innards. Steam hisses from ruptured 
pipes and burning oil produces an eerie 
glow. Water rises menacingly from 
below. 

This set is 43 feet high, by 56 by 60, 
and while it doesn't encompass the 
entire engine room of the Queen Mary, 
that part of it which is represented has 
been built to scale. The spidery walk¬ 
ways and ladders are all inverted, of 
course, and the cast had to pass over 
them at no inconsiderable danger to 
themselves. In fact, according to the 
story, it is a fatal passage for Gene 
Hackman and Stella Stevens. 

Probably the most ingenious set was 
the first class dining saloon. The original 
aboard the Queen Mary is intact, but it 
is in use—and, besides, it could hardly 
be inverted and put to the uses required 
for "THE POSEIDON ADVENTURE”. 
So, except for some alterations in decor, 
a duplicate was built on Stage Six at 
20th Century-Fox, using the same di¬ 
mensions: 118 feet by 60, and 28 feet 
high. 

The same set was employed for 
sequences right-side-up and upside-down 
and, in order to speed the conversion, 
the ceiling was carpeted on its reverse 
side and the floor was decorated as the 
cei'ing. Thus, when it came time for the 
inversion, panels were turned over and 
the basics were there. Tables and chairs 
were fixed to the ceiling and certain 
lighting fixtures were fastened to the 
floor and that was it. Visitors were not 
surprised that the tables were stationary 
but they were at the chairs. Production 
designer Creber had to explain several 
hundred times that on the Queen Mary, 
in rough weather, the chairs were at- 
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tached to the deck by elasticord and, 
therefore, would remain pretty much in 
place. 

Another innovative feature of this set 
was that 30-foot sections of it could be 
tilted to 30 degrees to start the ship 
rolling over at a gala New Year's Eve 
party. What producer Allen calls "movie 
magic" took over from there. 

This set was to be employed for even 
wilder activity when 125 stunt men and 
women were "drowned" in it. It was 
rigged to hold water up to three feet 
deep. It all started with an explosion 
and then six water howitzers, activated 
by compressed air and holding 300 
gallons each, were fired simultaneously 
at the unfortunates. Supporting this 
assault were three high-pressure pumps 
delivering 4,000 gallons per minute 
each. The set was filled to capacity in 
approximately 45 seconds. 

Another setting of ingenious design 
was the radio room of the Poseidon. It 
was important to the story line that the 
radio operator send out a mayday (dis¬ 
tress) call at the last possible moment as 
the ship rolls over. The entire set was 
built on an axle, allowing it to swing 
180 degrees into a tank of water. A 
great gout of water smashes through the 
window and the room rolls with camer¬ 
as in and out of the water, with more 
cameras at the windows in the tank 
recording the action. 

Throughout "THE POSEIDON AD¬ 
VENTURE" the protagonists are con¬ 
stantly menaced by rising waters. For 
the latter scenes, various sets were built 
on a giant sled which was eased into a 
large reservoir at about a 35-degree 
angle. In the film the water will appear 
to be rising, while actually the actors 
and sets are sliding into it. 

Another major set was an exact 

replica of the navigating bridge of the 
Queen Mary, complete with engine 
room telegraphs and other equipment 
from the former Queen of the Seas. It 
was mounted on hydraulic jacks and, 
under assault from the water howitzers 
and high-pressure pumps, it, too, rolled 
over. 

Two sets which caused much com¬ 
ment, although not as astonishing in 
their mechanics and concept, were an 
upside-down men's room and upside- 
down barber shop. There were several 
lapses in the construction of these sets, 
when carpenters, their mindswandering 
perhaps, installed doors and fittings in 
their normal positions. 

The great weight of achieving this 
realism visually fell upon Director of 
Photography Harold Stine, ASC (veter¬ 
an of a half-century in the film indus¬ 
try) and his more-than-intrepid camera 
crew. In the following interview with 
American Cinematographer Editor Herb 
Lightman, Stine discusses the unique 
problems inherent in photographing 
"THE POSEIDON ADVENTURE" and 
explains how they were solved: 

QUESTION: What would you say were 
some of your major challenges in photo¬ 
graphing a film in which more than half 
of the action takes place in sets that are 
upside-down? 

STINE: There have been many unique 
lighting problems on this picture—not 
only because the sets are upside-down 
most of the time, but because they're so 
huge. Take the first class dining saloon, 
for example—it's 118 feet long, 60 feet 
wide and 28 feet high. We started 
shooting in it when the set was original¬ 
ly normal—that is, right-side-up. In pre¬ 
paring for that / noticed that there was 
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no area above the walls for hanging 
lights, as there is in a conventional 
set—mainly because the ceiling light fix¬ 
tures have to be shown to establish the 
from-the-floor light source later, when 
the ship is turned upside-down. So / had 
to figure a way to get light to the far 
end of that big room. / had two parallels 
brought onto the set—hoping we 
wouldn't need that area for the camera 
—and had the boys rig four lOK's on the 
parallels. Then we sort of snooted these 
lights down so that they would reach 
into the corners 100 feet away. 

QUESTION: In order to get any depth 
of field at all under those conditions, 
did you find it necessary to push the 
film in development? 

STINE: No. In this case, we ended up 
with plenty of light. Zfe've been using 
Panavision's Panazoom lens, with its 
T/4.2 stop, so we've had enough speed. 
The 200-degree shutter on the Panavi¬ 
sion Reflex 200 camera has been an 
advantage, too, in that respect. I've been 
able to get a good exposure at close to 
200 foot-candles for the first part of the 
picture, where the set is upright. On the 
second part, after the tidal wave flips 
the ship, we were running at 150 foot- 
candles, shooting at T/4.5. That was 
because of the effect we were after, 
since the light was now all supposed to 
be coming from the floor—from what 
used to be the ceiling fixtures—and the 
background areas of the set were al¬ 
lowed to go pretty dark. From the 
technical standpoint, it's pretty nice 
these days to be able to depend upon an 
exposure meter to tell you what you're 
doing. When / started in this business 50 
years ago, they didn't have meters. 

QUESTION: I noticed that the large 
saloon set was lined with pillars. Did 
they provide any help in hiding lights? 

STINE: They were of terrific benefit 
when the set was in the upright posi¬ 
tion. My gaffer would find the angle of 
the lens we had on the camera and then 
start stacking the lights in line behind 
those columns. Each of them furnished 
a space of about two feet to hide a light 
behind, and we were able to hang a few 
backlights. In the upside-down sequenc¬ 
es we weren't able to use any backlight, 
because all of the light was supposed to 
be coming from the floor. 

QUESTION: All of those low lights 
make everybody look a little bit like 
Dracula, don't they? 

STINE: Well, it's true that low light 
source is usually very unflattering, but 

in this picture you don't have to worry 
about actor vanity. After all, they're 
supposed to look like survivors of a 
shipwreck and if that idea is to come 
through realistically, you've just got to 
forget photographic flattery. A more 
serious problem with the low light 
source was the fact that it sometimes 
left us without light where light— 
dramatically speaking—was really neces¬ 
sary. For example, in one scene Gene 
Hackman ended up in a position facing 
away from all the lights on the floor, so 
that there was no light on his face at all. 
It was a very dramatic scene and, 
therefore, essential that the audience see 
the expression on his face as he delivered 
his lines. So, at an angle of about 100 
degrees from the camera, we put a nice 
cross-light on him, plus a light fill to get 
a bit of luminosity into his face. It 
really came off in a terrific manner, 
showing the attitude on his face and the 
character of the man. / feel that it was 
extremely powerful. We were able to 
cheat a bit in this case, but there were 
many times when the light was com¬ 
pletely behind the actors and there was 
nothing we could do to motivate any 
light on the foreground—so they had to 
go into extreme low key or complete 
silhouette. 

QUESTION: What would you say was 
your most challenging scene to light in 
the picture? 

STINE: It wasn't any of the huge sets, 
as you might expect—it was the bridge 
of the ocean liner (or the wheel-room, 
as some call it). In actual working 
practice, there must not be any lights on 
the bridge of a ship at night. What are 
you going to do? How are you going to 
light it so that you can get an exposure 
onto the film? You've got to come up 
with a good dean negative—and it can't 
be too thin, or the lab will have nothing 
to work with. / would rather get a little 
extra onto the film and let the lab print 
it down later. At any rate, the only light 
sources that exist at all on the bridge of 
a ship at night come from the various 
instruments—the compass in front of 
the man at the wheel and others that 
they use for navigation. We simply hid 
little peanut lights and other small 
lamps in among all the mechanical 
devices and let the actors move in and 
out of this low-key light. To get the 
effect, / went to 100 foot-candles at 
about T/4.5 and pushed it one stop. For 
the reverse angles, where we look out to 
sea, there was a grey backing and / 
wanted to make it blue, so we took #25 
blue filters and put them over the lamps 
and just blued the whole sky down to a 
nice night feeling. 

Famed British director, Ronald Neame, dis¬ 
cusses scene with Director of Photography 
Harold Stine, ASC, on the set. Neame has 
won honors in every major category of 
film-making, beginning as a cinematographer 
and moving on to become a producer, writer 
and director. He has received three Academy 
Award nominations. Of his American crew he 
says: "I've got a wonderful unit working with 
me. It could be quite lonely for a foreigner 
working in a strange country, but it's nice to 
have such a lovely unit around me, such 
friendly and helpful people." 

QUESTION: I understand that the ac¬ 
tion of this picture has been shot in 
sequence, which is somewhat unusual. 
Can you comment on that? 

STINE: Yes. Well, the shooting in se¬ 
quence really began at the point where 
the ship turned over. Up until then we 
shot out of sequence because the people 
playing the passengers were all dean and 
well-dressed. But from that point on, it 
became almost necessary to shoot in 
Continued on Page 1026 

Young Eric Shea does a beautiful job of being 
tossed back and forth on the stationary deck 
of the Queen Mary during filming of storm 
sequence. 



A SYSTEMS APPROACH TO THE 

CINEMATOGRAPHER'S NEED FOR 

LIGHT CONTROL MATERIALS 
Approaching a basic problem "all-of-a-piece", a complete range 
of working tools has been developed to meet every specific need By STAN MILLER 

President, Rosco Laboratories 

Rosco Laboratories is regarded by 
many as a newcomer to the motion 
picture industry. In reality, we began in 
this field—although not on the produc¬ 
tion side of the business. The first 
product of the company, in 1910, was a 
line of dipping lacquers for coloring 
light bulbs. These colored bulbs were 
used in theater marquees, where up to 
that time, only the clear types had been 
available. 

At that time, live performances were 
integral with the presentation of motion 
pictures, so we added a line of German 
colored gelatine filters for use on the 
stage-show lighting fixtures. This prod¬ 
uct line was just getting established 
when World War I broke out, and we 
were placed in the position of having no 
product to sell. However, our experi¬ 
ence with dye technology in the manu¬ 
facture of the lamp-dipping lacquers 
enabled us to develop our own line of 
colored gelatine filters. This was the 
start of what is now known as the 
ROSCOGEL line of theatrical color 
media. The product is the dominant 
gelatine filter in use in this country 
today, and the line has 74 colors in it. 

Rosco was now firmly established in 
the "movie" business, with the colored 
light bulbs in the marquee, and the 
color filters for the stage-show lights. 
The next step, since all these products 
were sold through the same distribution 
channels, was to enter the projection 
booth. This was done with the addition 
of a line of film products, such as film 
cement for splicing, lens cleaner, film 
cleaner and film lacquer. It is of some 
interest to note that the colored lac¬ 
quers, and updated versions of the film 
cement and the lens cleaner are still 
active products. 

During the next period of time, most 
development emphasis was in the field 
of color media . . . particularly for the¬ 

atrical applications. This work led, in 
the fifties, to the colored acetate filters 
called ROSCOLENE. These products 
were sold for theater lighting, as art 
supplies and for the display field. Pri¬ 
marily, they established us more firmly 
in the theatrical market, and put us in a 
position to supply color media to the 
television industry when it changed over 
to color in the sixties. Our gelatine and 
acetate color filter lines now established 
us as the dominant U.S. supplier of 
color media to the theater and television 
lighting fields. 

Rosco Labs had become very much 
development-oriented in this period, 
and we had branched out into the field 
of metallizing and laminating plastic 
film-based materials. We had been at¬ 
tracted by the polyester materials from 
the time of their first appearance on the 
market. Our experiments with the poly¬ 
esters included work on coloring them, 
coating with metallic films and laminat¬ 
ing them with other materials. The first 
product resulting from this work which 
was applicable to the film and TV 
lighting markets, was the colored poly¬ 
ester film we call ROSCOLAR. We 
brought this out in 42 colors, which we 
have since increased to 52. 

BACKGROUND FOR CINEGEL 

At about this time, we became aware 
of the fact that the film industry had 
needs that were not being met by any 
commercial supplier. The increase in 
location activity over in-studio produc¬ 
tion, with the greater use of the small 
"quartz" lighting fixtures, and the use 
of the multiple PAR-lamp fixtures sig¬ 
naled the need for new diffusion mater¬ 
ials and color media for filters. We had 
been selling some material for carbon 
arc color correction and daylight con¬ 
version, and this exposure to the camer¬ 
amen in the industry enabled us to hear 

what some of the problems were. 
I spent many days observing the 

Directors of Photography and their 
crews working on all types of produc¬ 
tion. These ranged from TV commer¬ 
cials to major features. I asked many 
questions, and tried to listen carefully 
to the answers that were offered. A 
pattern of needs emerged from these 
contacts. This was the birth of the 
Cinegel product line. These would be 
our entree into the motion picture 
production field, a line of products that 
actually solved the problems of the 
working cameraman. From this initial 
contact, the policy was established that 
Rosco Labs would maintain strong con¬ 
tact with the cameramen, gaffers and 
grips in both the development of new 
products, and the continuing reassess¬ 
ment of the existing items. 

We decided that Cinegel would be¬ 
come a total systems view of the field of 
"light control" for cinematography. The 
term "light control", as used here, 
means modifying the color, or the char¬ 
acter, or the amount of light from either 
natural or artificial sources. This meant 
that we would be expanding the range 
of materials we produced in order to do 
things besides changing the color of the 
light. Even the changing of color would 
now be divided into two categories: 
first, the kind of changes with which we 
were very familiar, those done for effect 
or mood; secondly, a relatively new 
field to us, that of filtering light to meet 
the spectral energy balance require¬ 
ments of a color film. 

A further consideration of impor¬ 
tance was the realization that we were 
the only company which had the total 
capability for developing, manufactur¬ 
ing and marketing products in this field. 

All of our competition was marketing 
someone else's product, and had very 
limited control over development. Fur- 

(LEFT) Cinematographer Dave Quaid, who has been interested in the new Cinegel line by Rosco and has helped out with measurements and 
evaluations, makes exposure readings through a panel of ROSCOFLEX 85. (CENTER) Author Stan Miller checks the color temperature of the light 
filtered by the ROSCOFLEX 85 material. (RIGHT) A test exposure taken through the panel of ROSCOFLEX 85 with tungsten-balanced film. 



(LEFT) Gaffer Glen Bird and Director of Photography Robert L. Surtees, ASC on the set of "LOST HORIZON". Surtees utilized Rosco TOUGH 
SILK diffusion material on the production and was impressed with the quality of the diffusion, and particularly with its low degree of light loss. 
(RIGHT) Walter Strenge, ASC, Director of Photography on "MARCUS WELBY, M.D.", shown on the set experimenting with the TOUGH SPUN 
diffusion material. 

ther, none of these companies could 
produce the range of materials, without 
finding a new supplier for each one, that 
is necessary to span this field. 

This strengthened our determination 
that we were the company which could 
solve the problems and apply our tech¬ 
nology to the field of light control for 
cinematography. We intend to be a 
complete source for all of the wide 
variety of materials needed to accom¬ 
plish the many "light control" tasks 
that might now, or in the future, face 
the cinematographer. In order to assure 
that this was more than just rhetoric, we 
embarked on a program of capital ex¬ 
pansion a year-and-a-half ago. The last 
of the planned facilities for this phase of 
the program, an extruder, is just going 
on-stream, further expanding the range 
of in-house manufacturing capabilities. 

DIFFUSION MATERIALS 

This aspect of light control relates to 
the need to change the character of the 
light reaching the subject being photo¬ 
graphed. Usually, it is used to "soften" 
the light, and reduce the density of the 
shadows that are cast by the source. The 
most widely-used material for this appli¬ 
cation in the past has been the so-called 
"spun-glass". This is made of chopped 
fiberglass bound together with a resin. 
The material gets brown when used in 
front of very hot sources, and there 
have been many complaints about 
handling it. There have been some pres¬ 
sures recently to eliminate the spun for 
this reason. 

The other material used in film work 
for a softening or diffuse effect on the 
light has been silk. This is one of the old 
standbys, and it is an excellent material 
for the effect. Its main drawback is that 
it is extremely fragile, and of course it 
will not stand up to very much heat. 

We set out to overcome the objec¬ 
tions to the existing materials but, even 
more important, to establish a range of 
diffusion products which would truly 
meet the full variety of needs encoun¬ 

tered by the cinematographer. The fol¬ 
lowing four products are the results of 
the work done to date. All the materials 
are field-proven in actual production 
service. 

ROLUX is the densest of the new 
diffusion materials. The material is a 
relatively stiff sheet product and is 
intended to soften the most intense 
point source light. It can change the 
appearance and effect of the light from 
a multi-PAR-lamp fixture almost to 
"softlight" quality. The basic material 
warms the light slightly, approximately 
200° Kelvin, which tends to render skin 
tones very pleasantly. ROLUX was orig¬ 
inally created by us to meet the require¬ 
ments of photography for TV commer¬ 
cials where the "softlight" look was 
desired. It remains the largest selling 
diffusion material we make. 

SOFT FROST is a polymer film 
diffuser that is used like the Marlux 
panels have been used. It is normally 
placed a short distance from the lumin¬ 
aires for softening the lighting effect in 
a large area. In fact, because the mater¬ 
ial is soft and stretchable, it has been 
applied by stretching it tautly over the 
top of an entire set, and pouring the top 
light through the SOFT FROST. It has 
been used on location where there were 
problems with other materials because 

of the noise they made in the wind, and 
to avoid the surface reflections of the 
sun. 

TOUGH FROST is a frosted poly¬ 
ester sheet diffusion material available 
in 48"-wide rolls. It has achieved wide 
application recently due to its very good 
diffusion characteristics and the fact 
that it stands up exceptionally well on 
high-powered light sources. Gene Polito, 
Director of Photography, is using the 
Tough Frost material on "ALIAS 
SMITH AND JONES". He says, "The 
Tough Frost is an excellent diffusion 
material for my requirements. I have 
liked the quality of diffusion obtained 
with tracing paper, and I feel that this 
material gives that quality. In addition, 
it seems to last forever." Mr. Polito 
added that, "The Tough Frost actually 
passes more light than the tracing pa¬ 
per!" 

TOUGH SILK is a polyester sheet 
diffusion material which is scratched in 
one direction in a way that makes it act 
very much as a silk would. It has the 
excellent heat-resistance of the polyes¬ 
ters. Some of the most extensive testing 
of this new material was carried out by 
Fred Mandl, ASC, in his role as Director 
of Photography last season for the series 
"TREASURY AGENT"."This material," 
states Mr. Mandl, "has the diffusion 

(LEFT) Lester Shorr, ASC, Director of Photography and Gaffer Mai Donelson examine a 
TOUGH SPUN diffuser which has been in service for some time on the set of "THE ODD 
COUPLE". (RIGHT) Donelson checks out the condition of the TOUGH SPUN diffuser on the 
camera light for this multi-camera show. Experience on "THE ODD COUPLE" has shown that 
this diffuser material can be used much longer than the spun glass it replaced. 



(LEFT) Gaffer Dick Hart, on the set of "PETE AND TILLIE" (John Alonzo, Director of Photography), adjusts a "dot" which has been coveret 
with ROSCOFLEX-F reflector material. This was being used to provide bounce-fill light. (RIGHT) Ralph Woolsey, ASC, Director of Photography or 
"THE BOUNTY MAN", discusses the Rosco CINE BOOSTER BLUE and the CINE BOOSTER 1/2 BLUE with John Murray, Western Sales Managei 
of Rosco Labs. 

properties of silk, but you can put it in 
the accessory clips in a gel frame with¬ 
out it breaking down from the heat. We 
finally converted to this material for all 
our diffusion on this show." 

Robert L. Surtees, ASC, currently 
Director of Photography on "LOST 
HORIZON", has used the Tough Silk 
material as diffusion on his current 
production. "The diffusion qualities of 
this material are outstanding, and we are 
particularly pleased by the low light loss 
we get with Tough Silk." Gaffer Glen 
Bird added, "The durability of the 
material on the large fixtures is a very 
important quality, as well as the good 
diffusion properties." 

TOUGH SPUN is a most unusual¬ 
looking diffusion material. It is a non- 
woven polyester mat that is put through 
some special processing. It has the dif¬ 
fusion characteristics of spun glass, with 
none of the disadvantages. It doesn't 
turn brown from the heat, and won't 
irritate the skin. 

The use of Tough Spun has been an 

enormous success on the set of "THE 
ODD COUPLE". This is a multi-camera 
show, and is done before a live audi¬ 
ence. 

Lester Shorr, ASC, Director of Pho¬ 
tography, explained, "The three-camera 
format, with a fixed lighting array, 
demands that we use a great deal of 
diffusion in order to allow for the large 
degree of camera movement. We have 
used spun glass on all our front lighting 
fixtures since the start of the show in 
order to get a softlight look. 

"Spun glass did the diffusion job, but 
required fairly constant changing, due 
to the fact that it turns brown when 
continuously exposed to heat," says 
Shorr, "and we were most anxious to 
find a more durable material with the 
same diffusion quality. 

"Samples of Rosco's Tough Spun 
were brought to me by John Murray 
during the development of the product. 
We were asked to substitute it for spun 
glass, and give Rosco our comments. We 
found the material to be about the same 
as the 015 spun, in terms of light loss, 

and that its diffusion properties were 
excellent. One of the most critical light¬ 
ing requirements, on this type of show, 
are the camera lights. We have devel¬ 
oped our own, in conjunction with Bill 
Croff of the Paramount Electrical De¬ 
partment, and find that their operation 
is strongly dependent on the quality of 
the diffusion. We now use the Rosco 
Tough Spun in the camera lights, and 
have finally converted the diffusion on 
all our lights. We no longer use any of 
the spun glass material." 

"Not only is the diffusion quality 
excellent," says Mai Donelson (he is 
gaffer on "THE ODD COUPLE"), "but 
the total elimination of the handling 
problem we had with the spun glass is a 
tremendous boon. There were always 
complaints of face, hand and sometimes 
eye irritation from the small fragments 
of glass fiber from the spun glass. It was 
a particularly bad problem on a show 
like this, due to the fact that the final 
adjustment of the lights involves work¬ 
ing with the fixtures overhead. This 
means that the fiberglass fragments are 

(LEFT) Jacques Marquette, ASC, Director of Photography on "STREETS OF SAN FRANCISCO", reviews ROSCOFLEX-F material with Murray. 
Marquette reported that this material was extremely useful in providing bounce light on "FUZZ", feature on which he was Director of Photography. 
(RIGHT) Owen Crompton, Grip Department Head at Disney Studios and Murray discuss the remarkable fact that the small hand reflector they are 
examining has had several tears in the ROSCOFLEX-F covering repaired by simply cementing patches over the tear. 



(LEFT) Don Capet, Key Grip on the production "CHARLEY AND THE ANGEL" (Charles K. Wheeler, ASC, Director of Photography), examines 
the "soft" side of a reflector board covered with ROSCOFLEX-S, and (RIGHT) the "hard" side covered with ROSCOFLEX-H. "The reflective 
characteristics of this nearly indestructible material are outstanding," says Capel. 

falling down on the operator. The use of 
Tough Spun has totally eliminated this 
problem." 

"We have had a doubled Tough Spun 
diffusion on a 2K Sky Pan for about 
200 hours burning time now, and there 
are no signs of any deterioration. Effec¬ 
tively, we have stopped changing diffus¬ 
ion on this show," added Shorr. 

The above developments comprise 
the latest in the diffusion field. Work is 
still going on to improve and refine the 
products described, in order to incorpo¬ 
rate as much as possible of the latfest 
field information. 

REFLECTOR MATERIALS 

The sunlight reflector has been a tool 
of the cinematographer for many years. 
The reflector boards have long been the 
easy way to provide daylight fill with¬ 
out using power. The covering of the 
boards has been troublesome and time- 
consuming, involving a complete clean¬ 
ing of the board to remove all the 
previous materials, and then the replace¬ 
ment of the reflector in 5" by 5" 
squares. Rosco has developed laminated 
reflectors for use on these boards which 
duplicate both the "hard" side, ROSCO¬ 
FLEX-H, and the "soft" side, ROS¬ 
COFLEX-S, of the traditional boards. 
These materials are very rugged, and will 
resist salt air as well as repeated clean¬ 
ings, without any significant changes in 
the surface. The ROSCOFLEX materials 
are supplied in 48"-wide rolls. 

Owen Crompton, Grip Department 
Head at Walt Disney Studios, says, 
"These are truly remarkable materials. 
Their performance is superior to the 
traditional materials, and they are ex¬ 
tremely durable once they are mounted. 
We find that the ROSCOFLEX-H 'hard' 
side material has slightly better throw 
with greater evenness than the old-time 
material. The ROSCOFLEX-S used on 
the 'soft' side has outstanding reflec¬ 

tance, and a better spread than we are 
used to seeing. The best thing about the 
'soft' side is that with ROSCOFLEX-S, 
it looks like it will never wear out." 

Don Capel, Key Grip on the feature 
"CHARLEY AND THE ANGEL", has 
been involved at Disney in the evalua¬ 
tion of the ROSCOFLEX materials for 
the reflector boards. He is using them 
on his current feature. Mr. Capel says, 
"The most remarkable thing to me were 
the tests we did to see how the ROSCO¬ 
FLEX would stand up on location. 
After creating some tears in the mater¬ 
ial, we patched the boards by simply 
cutting small pieces of ROSCOFLEX-S 
and cementing them down over the 
tears. We couldn't see the difference in 
the performance of the patched board. 
Anyone who has worked with the old 
'soft' side material knows that the sur¬ 
face is so fragile that you can't clean it 
without destroying the surface." Con¬ 
tinued Mr. Capel, "You were lucky if a 
'soft' side reflector lasted two weeks. 
These ROSCOFLEX materials seem to 
me to be just about indestructible." 

In addition to the materials for re¬ 
flector boards, the need for a soft, 
flexible and lightweight reflector was 
brought to our attention by the fact 
that the "Space Blanket" was being 
used by some cameramen even though it 
was too small, and it had poor reflec¬ 
tance. We felt that if it was being used 
with these drawbacks, it must represent 
a real need. 

In response to this need, Rosco 
developed ROSCOFLEX-F, which has 
very high reflectance, and is extremely 
lightweight. An entire roll, 54" by 25 
feet long weighs about a quarter of a 
pound! This material offers a conve¬ 
nient means for placing a reflector 
surface easily in almost any location for 
bounce lighting, or other reflected light 
requirements. 

John Alonzo, Director of Photog¬ 

raphy on the new film "PETE AND 
TILLIE", has been using considerable 
amounts of the ROSCOFLEX-F. One of 
his applications has involved the use of 
the material in the form of many small 
reflectors. These are created by cutting 
an appropriate-sized piece of the ROS¬ 
COFLEX-F and securing it to a gobo. 
These are then strategically located to 
offer small amounts of booster light 
into selected areas of a confined set. Mr. 
Alonzo formerly used the Space Blan¬ 
ket, but feels that, in addition to the 
problems noted above, it was "warm¬ 
ing” the reflected light. 

Jacques Marquette, ASC, Director of 
Photography on "Fuzz", found the 
ROSCOFLEX-F reflector material inval- 
Continued on Page 1051 

Gene Polito, Director of Photography on 
"ALIAS SMITH AND JONES", examining 
the effect of the Rosco TOUGH FROST 
diffusion material. Polito, who recently pho¬ 
tographed "PRIME CUT", formerly used trac¬ 
ing paper for this effect. 



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-uptime 

• Small sizes that save space 

• Modular construction 

• Stainless steel cabinets 

• Color coded plumbing and 
wiring 

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. 

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

Jamieson Mark IV, Model A. 
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 

EQUIPMENT DIVISION 

•1= 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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■ Just because we haven’t built professional cinecameras for over 20 years doesn’t mean that we have 

forgotten how. ■ We have in fact been designing and building even more sophisticated cameras to meet 

requirements that are—quite literally—out of this world. ■ Cameras for NASA for example. Our cameras 

and photographic systems have been used on every GEMINI and APOLLO manned space flight, where 

they have been filming in outer space and on the moon surface —quite often by remote control. ■ And 

under conditions where size and weight and ruggedness and absolute reliability and consistently accu¬ 

rate performance under the most harassing of environmental conditions, were merely the starting points 

of our designs. ■ In consequence we have not only kept abreast of all advancements in contemporary cam¬ 

era design; we have been leading them. ■ We are proud of our achievement. And are equally proud to 

introduce our new MAURER PRO 16 professional Camera. Designed with equal care for use on earth. 

■ The MAURER PRO 16 is a professional cinecamera with all the ruggedness, reliability and accuracy of 

a space camera. It is lightweight, handles easily and is suitable for use in tropical or arctic conditions; 

in rain, hail or blizzard. It has detachable quickly fitted 400 ft. magazines with self— forming loops. (No 

threading or loop-checking necessary). It is driven by a single brushless electronically controlled D.C. 

motor, crystal synchronized. It can be operated in single frame, or from 8 to 96 f.p.s. It is designed to 

run in silence, so that no blimping is necessary. It has built-in bloop, and clapper signals, and a 60Hz sync. 

Or it may be used cordless. It has a 360° rotatable eyepiece with constantly erect image, reflex viewing 

through a rotating mirror shutter, and interchangable groundglasses and aperture plates for normal or 

“Super 16” frames. Or for TV. It has semi-automatic exposure control, 25 to 1000 ASA. Correct indication 

whether camera is still or running. The meter, together with a “running” light, and end-of-film warning, 

are visible in the viewfinder. Designed to take all commonly used Zoom and fixed focus lenses, with 

suitable adaptors; and for Single System Sound. Provided with external iv yi yv | 11—•) I [—•) 

quickly rechargeable batteries with 2000 ft. capacity in belt mounted ■ ^ M 1 ' 

carrier. ■ The MAURER PRO 16 camera will be on display at SMPTE, 

Los Angeles, Calif. ■ For further details, write to: Mr. Roger Lee, Man¬ 

ager, Commercial Division, J. A. Maurer, Inc., 33-14 47th Avenue, Long 

Island City, N.Y. 11101. Telephone (212) 937-8800 TWX 710 582 2995 
PR© 
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16mm FOR TELEVISION? 
A top laboratory expert analyzes the various problems 
inherent in the use of the narrow-gauge format for TV 
and suggests practical alternatives for solving them 

By SIDNEY P. SOLOW 
President, Consolidated Film Industries 

There is a great deal of discussion 
these days relative to the use of 16mm 
film for television and, as might be 
expected, there is a certain amount of 
confusion regarding the feasibility of 
using the smaller gauge for television 
work. The first thing that must be 
understood is that it is meaningless to 
debate whether 16mm is a large enough 
gauge for television without first taking 
into consideration a variety of other 
factors, including the way the film is to 
be used and the kinds of emulsions 
which are available. Sixteen millimeter 
films are being used successfully for 
certain kinds of television work, but this 
does not mean that they can be used 
with equal success in all areas of televi¬ 
sion film production or that they neces¬ 
sarily represent the wave of the future. 

There is one general technical princi¬ 
ple which should be discussed in order 
to consider the feasibility of using 
16mm film stocks for television. It has 
to do with the factors affecting image 
quality when a film image is broadcast 
via television. It is natural, in consider¬ 
ing the use of smaller gauge films in 
television, to think about the compara¬ 
tively small size of the television screen 
and conclude that there should be no 

problem using 16mm or even Super 
8mm film for television, because the 
image does not have to be enlarged as 
much as it usually is in direct projec¬ 
tion. To most viewers, the direct screen 
projection of 16mm or Super 8mm film 
yields a sharper and more detailed image 
than the television system currently 
uses in this country. It would seem, 
therefore, that 16mm or even 8mm 
should be more than adequate as a 
medium for television work. Unfortu¬ 
nately, the matter is not so simple. 

One of the most important factors in 
evaluating a film image for use in 
television is graininess. Surprisingly 
enough, the requirements are more 
stringent than those for normal projec¬ 
tion. Reproducing a film image on a 
television screen involves a kind of 
reverse synergism in which the final 
image has more apparent graininess than 
either the film by itself or the television 
system by itself. Reproducing a film 
image electronically, therefore, results 
in an increase of apparent graininess. 

In evaluating the grain structure of 
different photographic images for use in 
television, what matters, of course, is 
the "image-to-grain" ratio rather than 
the absolute size of the grain, since it is 

the image-to-grain ratio which affects 
the apparent graininess of the images 
when they are reproduced on a televi¬ 
sion screen. If the identical emulsion is 
used on 16mm and 35mm stock (as is 
the case with Eastman Color Negative 
types 7254 and 5254), the apparent 
graininess of the 35mm image will be 
substantially less than that of the 16mm 
image; and the 35mm image will yield a 
more pleasing television picture. 

The key to evaluating smaller-gauge 
films for television production work is 
the number of film generations through 
which the film image must be duplicat¬ 
ed. If the original camera film is to be 
projected and broadcast directly or re¬ 
corded onto videotape, and there is no 
need to make film duplicates, then 
16mm will be more than adequate. This 
is the case with newsfilm. A news 
cameraman can use a reversal film, and 
the original film can be edited and run 
once or twice for the news program and 
then filed away. If the film is for a local 
news program and is not intended to be 
broadcast over a network, it may even 
be feasible to shoot in Super 8mm. 
Indeed some television stations located 
in smaller cities are already shooting 
some newsfilm in Super 8mm. 

PROGRAM ROUTES FOR TV 

FIGURE 1 

Original 
2” Hi-band 
Videotape 

Electronic Editing For TV broadcast 
Equivalent to live TV 
Example: 
“All In The Family” 

Feasible for Network 
Broadcast Only. 

FIGURE 3 

Original 

‘On The Air” 

Example: 
"Lawrence Welk Show’1 

Network quality used 
for syndication to 
large number of 
television stations. 

FIGURE 4 

Original 

“On The Air" 

16mm 
Camera 

Film 

Example: 
“Bonanza” 
“Mission Impossible" 
“Here’s Lucy”, etc. 

Only acceptable procedure 
for network filmed series. 
High-quality opticals 
available. Permits high- 
quality direct reversal 
negatives to be made, to 
be used for foreign distribution 
and domestic syndication. 

7252 (ECO) Quality very good, 
7241 j Hi Speed except for color 
7242 J Ektachrome variations, for which 

there is no easy means 
of correction. 

Standard procedure 
for network and most 
local newsfilms. 
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FIGURE 5 FIGURE 7 

A & B Rolls (Optional) A & B Rolls 

7254 
(Negative) 

Standard Procedure 
in Japan for TV 
film Production and 
for most domestic 
TV film production in 
England. 

Dupings not satisfactory. 
Abrasions show as white 
markings in print. 

FIGURE 6 

7252 (ECO) 
Reversal 

7271 
Internegative 

7381 
Print 
With 
Sound 

(Standard procedure 
in educational and 
industrial film pro¬ 
duction for non-TV 
distribution.) 

A & B Rolls 

7252 (ECO) 
7241 Hi-Speed 
7242 Ektachrome 
Reversal 

Standard procedure in 

U.S. for documentaries, 
etc. Standard procedure 
in Canada for all TV 
film. Originals can be 
used for 35mm blowups 
for theatrical release; 
also, can be used for 
making 16mm internegatives 
for distribution in 
educational field. 

With care in photography, 
etc., acceptable for 
syndication, but not for 
network broadcast. 
Generally not used at 
present for TV Production. 

FIGURE 8 

A & B Rolls (Optional) 

Original 

“On The Air” 

7254 
(Negative) 

(Liquid gate) With care in photography 
CRI etc., acceptable for 
7249 syndication, but not for 

network broadcast. 
Generally not used at 
present for TV Production. 

7381 
Print 
With 
Sound 

Most newsfilm for television is shot 
on 16mm stock using Ektachrome EF 
types 7241 and 7242. These film stocks 
are high-speed reversal films designed 
for direct projection. They are suffi¬ 
ciently fast [Exposure Index: daylight 
(7241) 160, Tungsten (7242) 125] to 
permit filming under adverse light con¬ 
ditions, and they can be force-developed 
one stop without too great a loss in 
quality. (Also, they can be forced two 
stops in emergencies, but the deteriora¬ 
tion in quality is severe.) 

Sixteen millimeter Ektachrome EF 
types 7241 and 7242 with proper expo¬ 
sure, flashing, and normal processing 
yield images which are good enough for 
network broadcast. It must be empha¬ 
sized, however, that we are talking 
about the projection and broadcast of 
the original camera material, since the 
normal use of newsfilm does not require 
that it be duplicated. While the footage 
may be transferred without any quality 
loss to videotape before it is telecast, 
that is a matter strictly of convenience 
for the television station. 

There are usually noticeable varia¬ 
tions in the color rendition stemming 
from variations in the emulsions, or in 
the storage, exposure, and processing of 
the film; but, nonetheless, the basic 
image quality of 16mm newsfilm used 
by the networks and many local stations 
is generally excellent. (It is technically 
possible to equip the broadcast film 
chain with an automatic color equalizer 
to overcome this inconsistency, but this 
device has not, as yet, been adopted 

commercially.) 
The problem with using 16mm film 

for regular television programs comes 
when it is necessary to duplicate the 
film image before it is telecast or trans¬ 
ferred to videotape. With every genera¬ 
tion through which the film image 
passes there is an inevitable degradation 
in terms of sharpness and graininess, and 
a standard third-generation 16mm re¬ 
lease print from a 16mm original does 
not quite meet network standards for 
television use. Third-generation prints 
from 16mm originals have been used for 
syndicated television programs, but the 
image quality obtainable in such a print 
is not adequate for network television. 

There are some documentaries made 
for television which are possible only 
because they are shot in 16mm. The 
circumstances surrounding the produc¬ 
tion may require an easily-portable cam¬ 
era, uninterrupted long takes, or an 
extraordinary amount of footage—so 
that the film is economically feasible 
only if it is shot in 16mm. In any case, 
the extent to which 16mm equipment 
facilitates a production makes it a very 
attractive medium for a documentary, 
and the majority of documentaries for 
television are, therefore, shot in 16mm. 

As is true of most 16mm production 
in this country, the camera stock used 
for a 16mm television documentary is 
usually a reversal film, either ECO (type 
7252) or Ektachrome EF (types 7241 
and 7242). The latter should be flashed 
prior to processing in order to reduce 
the contrast to a point where it is 

compatible with ECO and therefore 
suitable for printing, rather than direct 
projection. Instead of making an inter¬ 
negative which is then used to make 
release prints, however, the producer of 
a television documentary will make a 
low-contrast reversal print from his cut 
original. While making this print, he is 
able to have the laboratory incorporate 
optical effects as well as color correc¬ 
tions into his picture before transferring 
it to videotape. Making this reversal 
print enables him to use a second- 
generation print rather than a third- 
generation print (from an internegative), 
and using type 7389 Ektachrome rever¬ 
sal print film prevents the contrast 
build-up which comes with printing on 
other print stocks. The sound track is 
usually transferred directly to the video¬ 
tape from a separate magnetic track, 
thus insuring the best possible sound 
quality. The image quality of the result¬ 
ing videotape is acceptable to the net¬ 
works for documentaries and, if the 
producer later wants to make conven¬ 
tional 16mm release prints for educa¬ 
tional distribution, it is still possible to 
make an internegative and an' optical 
sound track from his original materials. 

Before considering the use of 16mm 
for the production of television series or 
dramatic programs, we should take note 
of an aesthetic factor affecting the use 
of 16mm for documentaries for televi¬ 
sion. Relatively inferior image quality is 
often not only acceptable in a documen¬ 
tary but even serves to heighten the 
Continued on Page 1042 

AMERICAN CINEMATOGRAPHER, SEPTEMBER, 1972 1036 



Whatever you shoot in Canada, 

Canada is where visiting U.S. and foreign cinematographers can really create. 
Secure in the knowledge that their film lab and sound studio work is in the 
skilled hands of Bellevue-Pathe. With facilities in Toronto, Vancouver and 
Montreal, we handle everything. From overnight dailies to release printing 
in all formats. Organizations like Columbia, Paramount, 20th Century Fox, 
Universal International, Warner Bros, entrust their work to us. Recent release 
printing includes such titles as M.A.S.H., Tora, Tora, Tora, The French Con¬ 
nection, Deep End, Making it, Welcome to the Club. Our service covers 
Eastman Colour (35, 16 & Super 8), Ektachrome (16mm, ECO-3 & ME-4) and 
B&W (35, 16 & 8). Plus the most advanced sound recording facilities. Motion 
pictures or television — whatever you shoot in Canada, we’ll help you bring 
it back alive. 

Canada’s largest film laboratory 
and sound studio organization. 

Bellevue-Pathe 
VANCOUVER 

(Formerly Trans-Canada Films 
Ltd.) 

916 Davie St. 
Vancouver 1, B.C. 

Tel. (604) 682-4646 

Bellevue-Pathe 
TORONTO 

(Formerly Pathe-Humphries 
of Canada Ltd.) 

9 Brockhouse Road 
Toronto 14, Ont. 

Tel. (416) 259-7811 

Bellevue-Pathe Berkey Path6 Humphries 
MONTREAL TEL-AVIV 

(Formerly Associated Screen 65 Weizman St., 
Industries Ltd.) Tel. 722-111 

2000 Northcliffe, Ave. 
Montreal 260, Que. 
Tel. (514) 484-1186 
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NOTHING CHANGED BUT THE NAME 

2840 REWARD LANE, DALLAS, TEXAS 75220 

Phones (AC 214) 357-3045 or 357-2725 

SPECIAL FACTORY PURCHASE 
Permits sale of this fine Bauer P-6 Automatic 300 with G.E. MARC-300* Lamphouse 

Model 300 T optical-magnetic 

regular list $1,850. 

OUR PRICE $1,199.00 

Model 300 L Optical only 

regular list $1,750. 

OUR PRICE $1,099.00 

Limited supply-order soon 

Send for brochure with complete specs 
on this machine. 

The G.E. MARC-300 lamp boasts of a 5000 K color 
temperature, which is almost equivalent to daylight and 
gives a true color rendition. A separate power unit is 
connected to the projector through a cable, serving as a 
stand for the projector in the Type "L" model. The 
MARC-300* lamp is equipped with a cold light dichroic 
condenser-reflector which transmits heat producing radia¬ 
tion through the rear of the reflector, cooling the light 
projected through the film. In addition, the P6 Automatic 
300 is equipped with a separate blower for the lamp. 

The Bauer P6 Automatic 300 is the quietest operating projector made today. Its lightweight construction and modern styling 
make the P6 the "most wanted" 16mm projector. A chromed three tooth claw and specially designed film gate guarantee 
perfect film transport and picture steadiness. An automatic "Fail-Safe" circuit stops the projector and operates a magnetic 
douser should the film break during a performance. 

A fully transistorized 15 watt amplifier and a speaker built into the P6 projector provides the finest sound reproduction of any 
portable projector. The BAUER P6 Automatic 300 also has an outlet for an accessory 20 watt speaker system, for audiences as 
large as 1,000. 

*Trademark General E lectric This machine may be FACTOR Y SER VICED in New York, Chicago, Los Angeles & Dallas. One year guarantee. 
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CINEMA PRODUCTS’ CP-16 AND CP-16/A 
SINGLE/DOUBLE SYSTEM SOUND CAMERAS 

Two models of a completely new camera system designed 
to meet the special needs of TV newsreel cameramen 

Cinema Products, as an engineering 
and manufacturing company well- 
known in the motion picture industry 
for its advanced technological break¬ 
throughs in crystal sound, reflexing the 
BNC, etc., and holder of numerous 
Academy awards for its achievements, 
was not interested merely in providing 
another Auricon-type "conversion” 
camera for the TV news field. Instead, 
Cinema Products engineers and design¬ 
ers spent considerable time in realisti¬ 
cally analyzing the actual requirements 
faced by TV news cameramen through¬ 
out the world. The result was the CP-16, 
a 16mm single/double-system sound 
camera. The CP-16 is a completely new 
camera system, manufactured of light¬ 
weight magnesium and designed to ful¬ 
fill all the requirements faced by TV 
news cameramen. 

Newsreel cameramen basically look 
for a number of features in any camera 
system: extreme light weight (without 
sacrificing steadiness and strength of 
construction) is one of the most impor¬ 
tant. The CP-16 weighs some 15 lbs., 
when equipped with a 400-foot maga¬ 
zine (loaded with 400 feet of film), a 
12-120 Angenieux zoom lens, as well as 
the Nicad battery pack. The CP-16 
camera body itself (including motor) 
weighs only 9 lbs. The CP-16 camera is 
designed and specially balanced for on- 
the-shoulder shooting, eliminating the 
need for back-breaking body-braces and 

cumbersome tripods, while permitting 
utmost mobility. 

Another feature of utmost impor¬ 
tance for the TV film cameraman is 
silent camera operation. The CP-16 cam¬ 
era is extremely quiet in operation, with 
approximately 31 db at three feet. 

Simplicity and reliability of the pow¬ 
er supply is another major considera¬ 
tion. The CP-16 camera accepts the 
specially-designed Cinema Products 20- 
Volt Nicad battery pack. This compact 
and light-weight battery pack instantly 
clips into the battery channel located in 
the side of the camera door. The battery 
pack can run over 3600 feet of 16mm 
film on one complete charge, and can be 
recharged fully in 14 hours using the 
Cinema Products-designed NCC-4 bat¬ 
tery charger and AC power-supply unit. 
The NC-4 Nicad battery pack weighs 
only 16 ounces, and is so compact in 
design that a spare can be carried easily 
in a shirt pocket. The battery charger 
and AC power supply will run the CP-16 
camera (and CP-16/A camera) directly 
from AC mains, whether or not the 
Nicad battery pack is in the camera. If 
the battery pack is in the camera, it will 
be recharged at the same time. The 
NCC-4 unit can also recharge a second 
Nicad battery pack, located outside of 
the camera, at the same time. With 
CP-16 cameras there is no requirement 
for dangling power cables, or battery 
packs tied around the waist or swinging 

over the shoulder. 
Film capacity is another factor of 

importance. After considerable research 
in the field. Cinema Products engineers 
decided that TV newsfilm cameras limit¬ 
ed to a 200-foot capacity would simply 
not meet the requirements of the media. 
The CP-16 camera was consequently 
designed to accept Mitchell-type 400- 
foot and 1200-foot magazines. These 
types of magazines have been extremely 
popular for many years, and many such 
magazines, which are in excellent condi¬ 
tion, are in stock in most TV newsfilm 
departments all over the country. The 
compatibility of the CP-16 camera sys¬ 
tem with these Mitchell-type magazines 
eliminates wasteful and unnecessary in¬ 
stant obsolescence. To further aid the 
working TV newsfilm cameraman, Cine¬ 
ma Products engineers designed a special 
magazine latch-lock system on the CP- 
16 camera, and supplies Mitchell-type 
magazines with a special locking stud so 
that the magazines can be easily and 
instantly snapped on and off the cam¬ 
era. 

CP-16 cameras can run at 24 fps or 
25 fps (and as a special optional feature, 
at an additional speed of 36 fps or 37.5 
fps, by using a special selector switch). 
Since CP-16 cameras are single/double¬ 
system sound cameras, maintaining criti¬ 
cally accurate speeds is highly impor¬ 
tant. The CP-16 camera DC motor is 
critically controlled by Cinema Products- 

(LEFT) Cinema Products' CP-16 camera, showing the CP Nicad battery pack outside of the camera's battery receptacle. Weighing only 16 ounces, 
the battery can be snapped into position in less than a second and is so compact in configuration that a spare battery pack fits easily into a shirt 
pocket. (RIGHT) Reverse side of CP-16 camera, showing ON-OFF button (located at the bottom front of camera body, just above 
adjustable/removable hand-grip). There is also a separate ON-OFF switch located at the rear of the camera for convenience during tripod operation. 
Short viewfinder shown in use with 12mm-120mm Angenieux zoom lens is extremely important for on-the-shoulder shooting. 



Rear view of the CP-16A camera, with Crystasound System. The built-in amplifier is not merely 
an "add-on" to an existing camera system, but is part of an overall total-systems-design approach, 
adhering to the design principle that the playback and record amplifier should be as close in 
proximity as possible to the record/playback heads. The Crystasound Recording System's 
controls, as shown here, are clearly visible on the rear panel of the built-in amplifier. 

designed crystal oscillator, which has a 
sync speed accuracy of ±8ppm at 70° 
F and ±15 ppm from 0° to 140°F. 

CP-16 cameras are, consequently, au¬ 
tomatically in cordless sync with profes¬ 
sional-type tape recorders which use 
crystal oscillators of a similar high de¬ 
gree of accuracy for sync sound control. 
If, for any reason, the CP-16 camera 
does not maintain its pre-set running 
speed, the easily visible red-colored 
"out-of-sync” warning lamp immediate¬ 
ly lights up. (A warning light signal is 
used to indicate an "out-of-sync” mode, 
instead of using a beep-tone warning 
sound, because of the unrepeatable na¬ 
ture of the film footage shot by TV 
newsfilm cameramen and documentary 
filmmakers.) 

In terms of single systems sound 
operation, Cinema Products has de¬ 
signed a special sound head that incor¬ 
porates a record and playback head 
encapsulated in the same module to 
guarantee absolute alignment for the 
entire life of the head. CP-16 cameras 
can also accept standard Auricon-type 
magnetic heads, and are also compatible 
in operation with standard Auricon-type 
amplifiers. 

Though other type C-mount lenses 
may be used with the CP-16 camera, 
Cinema Products has adopted the view- 
finder-type Angenieux zoom lens as a 
standard lens for the CP-16. Cinema 
Products has desiged a 2V2" short view¬ 
finder for Angenieux zoom lenses which 

is ideal for shoulder-supported camera¬ 
work. This short viewfinder also incor¬ 
porates a TV reticle. A filter slot is 
provided behind the lens. The CP-16 
shutter speed is 1/50 of a second. 

Recently Cinema Products became 
aware that more and more TV newsfilm 
cameramen had been sent out on very 
difficult assignments where the camera¬ 

man has been called on to act as his own 
soundman, thus becoming a "one man 
band", so to speak. To meet the prob¬ 
lems caused by this new reality Cinema 
Products engineers have again designed a 
totally new camera system—the CP- 
16/A. 

The new CP-16/A incorporates the 
Crystasound Recording System. The 
Crystasound built-in amplifier is not 
merely just another "add-on" to an 
existing camera system. The new Cine¬ 
ma Products-designed Crystasound re¬ 
cording system, with built-in amplifier, 
is part of an overall total-systems-design 

approach, using the most rational design 
features to achieve optimum results. 
Consequently, the new CP-16A built-in 
amplifier adheres to the design principle 
that the playback and record amplifier 
should be in as close proximity as 
possible to the record/playback heads. 
Since the record/playback heads are 
located in the camera head, the new 
CP-16/A Crystasound amplifier system 
is built directly into the camera head, as 
well. This design principle holds true 
whether a separate sound mixer is used 
or not. 

The built-in amplifier system draws 

(LEFT) Front view of the CP-16A camera with Crystasound Recording System. Microphone is shown plugged into one of the two available 
microphone inputs located on the front of the camera. The cameraman's monitoring earphones are shown plugged into the rear panel of the built-in 
Crystasound System amplifier. The cameraman can monitor the live mikes while the camera is not running, and is automatically switched to the 
playback amplifier the moment the camera is turned on. (RIGHT) Rear view of the CP-16A camera, with Crystasound Recording System built-in 
amplifier, showing the auxiliary mixer. 



Close view of the CP-16 film chamber, showing the film transport mechanism, connector which 
accepts Auricon-type recording heads, behind-the-lens filter slot, and the "out-of-sync" warning 
lamp, which lights up for a brief instant just as the camera is started, and goes out almost 
immediately as the camera very quickly reaches the pre-set running speeds . . . speeds which are 
accurately maintained by the crystal controlled DC motor. The warning lamp will flash on as 
soon as there is any variance from the pre-set speed. 

its power from the same Nicad battery 
pack that powers the camera itself. The 
crystasound built-in amplifier features: 

1) Two microphone inputs and 
one line input, all with inde¬ 
pendent volume control. 

2) Switchable, variable compres¬ 
sion, AGC. 

3) VU meter. 
4) Headphone monitoring chan¬ 

nel that automatically switches 
from live mike to playback 
when camera is turned on. 

5) Automatic bias level (no ad¬ 
justment required). 

6) Preview switch (disables bias, 
so previously recorded mater¬ 
ial can be checked without 
erasure). 

7) Minimum distortion in play¬ 
back channel, due to close¬ 
coupling to pre-amp and thor¬ 
ough shielding. 

8) Draws only 30 Ma from the 
camera battery. 

9) Provision for a line feed to a 

tape recorder (through a pig¬ 
tail connector attaching to the 
auxiliary mixer connector on 
the built-in amplifier). This 
feature is useful in those in¬ 
stances where the cameraman 
is recording simultaneously for 
TV and radio. 

10) The Crystasound built-in am¬ 
plifier can be easily removed 
from the CP-16A camera body 
through two disconnects. An 
accessory replacement camera 
door (wired with two discon¬ 
nects identical to those used 
on the Crystasound built-in 
amplifier) is available, fitted 
with an 8-pin connector to 
preserve compatibility with 
existing Auricon-type amplifi¬ 
ers—in the event that the Crys¬ 
tasound built-in amplifier 
would require repair. 

11) The Crystasound built-in ampli¬ 
fier system adds only one 
pound to the weight of the 

camera. 
Where it is desirable or necessary to 

have a sound technician operate a mixer 
directly. Cinema Products has made 
available the Crystasound Model 4C 
Auxiliary Mixer. This mixer features 
four channels of mike input, with one 
channel switchable to line and one 
channel switchable to condenser mike. 
The auxiliary mixer accommodates both 
Sennheiser -04 and -05 series condenser 
mikes, with power supply internal to 
mixer. The auxiliary mixer also features 
individual and master volume controls 
as well as switchable AGC. 

Since the introduction of the CP-16, 
over 125 cameras have been in use in all 
parts of the world by major television 
networks, local metropolitan television 
stations, news services, universities, gov¬ 
ernment agencies, and documentary 
filmmakers. User response has been 

CP-16 cameras are equipped with a special 
quick-engage/disengage spring-loaded maga¬ 
zine latch. Mitchell 400-ft. magnesium maga¬ 
zines and Mitchell 1200-ft. magazines are 
supplied with a special lock mount stud, 
located at the rear of the magazine base, 
which engages instantly with the spring- 
loaded sliding latch. 

(LEFT) CP-16 camera head (shown minus magazine) weighs only 9 lbs., including motor, and 
measures 9" long by 6" high by 514" wide. (RIGHT) Cinema Products Battery Charger and AC 
Power Supply (Model NCC-4), shown together with a 20-volt Nicad battery pack. The NCC-4 
Battery Charger and Power Supply will run the CP-16 and CP-16A cameras directly from AC 
mains, whether or not the Nicad battery pack is in the camera. If in the camera, it will be 
recharged at the same time. 

overwhelmingly positive, especially in 
terms of the CP-16's performance relia¬ 
bility, as well as the freedom of move¬ 
ment it affords the cameraman while 
filming, thus providing more spontane¬ 
ous film footage. 

Further information on the CP-16 
and CP-16A cameras can be obtained by 
contacting the manufacturer: CINEMA 
PRODUCTS; 2044 Cotner Ave.; Los 
Angeles, Calif. 90025; Attn: Marketing 
Manager. ■ 
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COR, the high 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 
HO0 

2. -4-80”FPM on the 16mm side 

3. Accepts 16mm or 35/32mm negatives 

4. 16mm/1-3 or35mm/5R Super8 
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 

CilllTE liaTII 
SPivsi91 m ISMR 1■* 
Technical Conference 
Oct. 22 to 27—Los Angeles 

PETERSON ENTERPRISES, INC. 1840 PICKWICK AVE. • GLENVIEW, ILL. 60025 • 312/729-1010 
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The unshot Black Forest... 

of Texas. 
Timberlands in Texas? 

Certainly. 12 million acres in 
East Texas’ Piney Woods alone. 
Big enough to swallow not one, 
but four National Forests. And 
a teepeed Indian reservation to 
boot. 

Tangled enough to shoot 
jungle scenes. With azaleas, 
passion flowers and wild 
orchids as a backdrop. 

Water-splashed enough for 
mid-summer takes of the Land 
of Lakes. In the dead of winter. 

Swampy enough for filming 
the Everglades. Or the 

Okefenokee. With big-footed, 
moss-bearded cypress as 
natural props. 

And that’s only East Texas. 
We also have the High Sierras. 
The Sahara. And the tropics. 
Tell us what you want and we’ll 
shoot some stills to show you 
what we’ve got. 

It beats blowing your budget 
just checking things out. 
Your central source for film 
production service. 
( Texas Film Commission 

Warren Skaaren 
GBC Executive Director 
1212 Guadalupe □ Suite 1101 
Austin, Texas 78701 □ (512) 475-3785 
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COMPUTER CQUTRQUED” 
□XBERRY Master Series 
Animation Stand 

This Oxberry Stand is an on-line computer controlled 
animation system. It permits direct precision computer con¬ 
trol over the entire operation of the Stand. The operator can 
direct the computer to execute complex sequences of 
animation photography with simple compact instructions in 
animators language. 

Some of the many features are: 

1. 

2. 

3. 
4. 
5. 
6. 
7. 

New stop motion motor for camera, under computer 
control. 
Compound movement East-West, North-South, Rotation, 
Zoom and two peg bars all computer controlled. 
New computer controlled fade and dissolve system. 
Computer controlled platen pressure release. 
Closed circuit T.V. camera and monitor. 
Complete manual control console. 
Paper tape punch and reader for preparation of reuseable 
tapes. 

□XBERRY 
Division of Rich mark Camera Service, Inc. 

516 Timpson Place, Bronx, New York 10455 Cable: OXBERRY, N.Y. Tel. (212) 585-0730 
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EDITED BY 

Two Veteran Cinematographers 

ARTHUR C. MILLER, A.S.C. 

AND 

WALTER STRENGE, A.S.C. 

THIRD EDITION 

AMERICAN 
CINEMATOGRAPHER 
MANUAL 

COMPILED AND 

OFFICIAL PUBLICATION 
AMERICAN SOCIETY OF r CINEMATOGRAPHERS 

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

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

NAME  

STREET  

CITY STATE ZIP 

California residents please remit 5% Sales Tax (.75 per Manual). 
Foreign Buyers please pay by International Money Order or U.S. Funds 
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(LEFT) Eumig Mark S 712D projector, with transformer at left for stronger bulb, and anamorphic lens fitted to front of normal projector lens. 
(RIGHT) Cameraman Peter Benison connects Optasync to Fuji Z-2 camera prior to shooting. Note the addition of anamorphic lens and lens shade to 
camera. 

FILM EDUCATION ON A BUDGET 
How student film makers at McGill University 
manage to put a lot on film with very little money 

By PETER BENISON 

The Student's Society of McGill Uni¬ 
versity is given a portion of each stu¬ 
dent's fees with which to run its activi¬ 
ties. In addition to owning a building 
and paying salaries to its staff and 
student officers, the Student's Society 
supports about 100 clubs, activities and 
services. Needless to say, the funds 
don't go far. 

One of the biggest clubs is the Film 
Society. With a varied program of film 
fare, it receives the patronage of many 
students throughout the year. It is only 
because of this that the Student's Soci¬ 

ety supports a Film Workshop. Thus, 
with an annual budget of between 
$1,000 and $2,000, the McGill Film 
Workshop came into being six years ago. 

At that time, Super-8 wasn't popular, 
so all the equipment was Regular 8mm. 
Most of the cameras were secondhand 
and, somewhere along the way, an old 
Bolex was acquired. However, due to 
poor organization, there were no direc¬ 
tions in the aims or goals of the Work¬ 
shop and the equipment was regularly 
lost, stolen or in bad repair. Inconsider¬ 
ate students bringing in the equipment 

late fouled up the plans of the next 
student and consequently, the enthusi¬ 
asm died. 

Such was the situation in 1969 when 
I became Chairman. I had a free hand to 
do what I wanted, but with a limited 
budget, building up the physical plant 
could take some time. Re-organization 
started immediately and, with regular 
meetings scheduled and the equipment 
under control, we could now expand 
instead of simply replacing or repairing 
old equipment. Then we ran into prob¬ 
lems of standardization. By then, we 

(LEFT) Uher 400 recorder converted to Optasound. Normal Optasound light-sensitive cell is usually mounted on left side of the recorder and is 
about 6” x 2" x 2". Arrow on left shows only evidence—light sensitive cell and light. Arrow on the right shows switch which enables camera to be 
started by tape recorder, or recorder to be started by camera. (RIGHT) Fuji Z-2 camera with anamorphic lens, lens shade and showing position of 
Optasync contacts. The camera receives pulses from sprocketed tape on recorder, so filming speed is governed by tape speed. 



(LEFT) Projector as it comes, with 8-volt, 50-watt lamp. (CENTER) Projector after modification. New bracket holds 21-volt, 150-watt FJM bulb 
and transformer at the left handles these new values. Added strength is needed for light absorption by anamorphic lens, light spread due to a 2:1 
image and a generally brighter picture for larger audiences. (RIGHT) Adisync is connected by a shaft to projector to run the tape at the same speed. 
Normally equipped with playback head only, arrow on left shows addition of erase head and arrow at right shows replaced stereo head/playback 
head. In addition to providing an extra track, it also makes possible post-syncing. 

had both Regular and Super 8mm and 
of course this meant two sets of equip¬ 
ment. When a student selected one 
gauge to work with, his chances of 
getting the equipment he needed when 
he wanted it were reduced (the equip¬ 
ment from the alternate gauge being 
useless to him). Our facilities were 
demanded for different purposes and 
this was where the trouble was. 

First, there was no practical comple¬ 
ment to the academic courses in film 
offered by McGill. Thus, English stu¬ 
dents began coming to us to do film 
projects for their courses. Then students 
from such areas as Psychology, Engi¬ 
neering, Sociology, Meteorology, etc. 
began coming to us to do films for 
marks. As McGill itself didn't support us 
and we still had to pay import duties 
and taxes on our purchases, our facili¬ 
ties could no longer service the demand. 
Then, several people wanted to work in 
16mm because of the professional serv¬ 
ices available. So, with several types of 
students all interested in our facilities 
(general interest, course requirements, 
more advanced), we had to study our 
situation. As the equipment was too 
expensive for us, and the stock, process¬ 
ing and related work was too expensive 

for the student, 16mm was ruled out. 
What about a professional-type 8mm 
unit? As the lab facilities available to 
16mm and 35mm workers were denied 
in 8mm, this meant everything we did 
would have to be done in the camera. 
This ruled out Super 8mm as it's not 
meant for this type of work (despite the 
high price tag on some of these cameras) 
and the Double Super 8mm with related 
Pilotone was still too expensive. What 
we needed was a system with the rewind 
facility and in-camera pressure plate of 
Regular 8mm, and the new frame size 
and cartridge-loading of Super 8mm. 
The Fujica Single 8mm system was just 
that, so we went with it. As the sprock¬ 
et holes are the same size as Super 8mm, 
editing and projection are on the same 
equipment. The cartridge design allows 
the same path as Regular and, thus, 
unlimited rewind is possible. Fuji, Koni- 
ca, Canon and Elmo* all accept this 

different cartridge design and films 
available at the moment are B&W ASA 
50, B&W ASA 200, indoor colour ASA 
50 and outdoor colour ASA 25. The 
colour has characteristics similar to 
Kodachrome. The film base itself is 1/3 
thinner but about 10 times stronger 
than conventional film. It must be 
spliced with tape, but Fuji has a good 
system. The tape is available on rolls 
and this makes it cheaper. It's thin and 
sticks well. The cut is on the frame line 
and the tapes are two frames wide, not 
4 or 5. A space is left for magnetic 
striping. With the system's variable shut¬ 
ter and rewind crank, we can do fades, 
dissolves, multiple exposures, superim¬ 
posed titling, split screen, split mattes, 
and a host of other in-camera effects. In 
short, it is simple for those who want 
simplicity, and capable of most of the 
effects the advanced worker may re- 
Continued on Page 1046 
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(LEFT) Sue Gammie checks storyboard before making a cut. Editing table includes viewer, synchronizer for Super/Single-8 and sprocketed tape, and 
playback head. Shelves in back provide convenient storage while students take time off for things like classes. (RIGHT) Ted Krasnicki works with his 
homemade mixer. Featuring 8 inputs and two channels, this board handles playback head with synchronized playback for Edisync, inputs from tape 
recorders, turntables, etc., recording onto Edisync and projector and other related audio sources. 



On location with 
Aniflex 35BL 
“On the New York rooftop 
sequences, we shot 27 sync 
sound setups in one day!” 

UTTTe planned to shoot the Manhattan 
VV rooftop chase scenes wild, with an 

Arri 2C, and loop the dialogue later. But 
when we got this 35BL, we were able to 
get real sync sound. And twenty-seven 
setups in one day!” 

That’s Jack Priestley talking. And 
this: “Shooting Across 110th Street 
demanded the type of gritty documen¬ 
tary realism I went after in Naked City. 
Stairwells, sidewalks, inside cars’.’ 

“You can’t get that realism on a 
soundstage, of course. And you couldn’t 
get a blimped studio camera into most 
of those locations. Or it would take half 
a day to set up.” 

“Hand-holding the 35BL is a pleas¬ 
ure. It just sits there on your shoulder, 
so you’re never tired. It’s like shooting 
16mm! And this mobility makes the pic¬ 
ture more spontaneous. Everything gets 
done twice as fast, and better” 

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. 



Director of Photography Jack Priestley 
has worked on around twenty-five fea¬ 
tures. He has won two Emmy awards 
for Naked City; and an Emmy nomina¬ 
tion for East Side, West Side. 

/ 



Egon Stephan Announces The Largest Rental Inventory In Florida 

CINE TECH INC. 
HAS EXPANDED!! 

COLORTRAN ACADEMY AWARD WINNING 
16-35-65 mm TYLER CAMERA 

SYSTEMS 
VIBRATIONLESS 

r-srg,' 
mini 

• n f ® n [|L o) 

16ARRI BL 
CRYSTAL CONTROL 

16 NPR ECLAIR BEAULIEU 

16 POWER ZOOM' 

RECORDERS 
MIKES 
MIXERS 1 ft 

A\ "COWS UJWX UNDERWATER 
HOUSINGS 

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 

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 
courses in cinematography. 

Order now and be assured of 
your copy of the revised edi¬ 
tion of this valuable book! 
Postpaid for only . . . 

The American Cinematographer 
P.0. Box 2230, Hollywood, California 90028 

Please send me  copies of PROFESSIONAL 

CINEMATOGRAPHY @ $10.GO ea., postpaid. No 

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

Check or money order must accompany orders 

for single bocks. 

Name    

Street 

lity _ 

State 

California residents please remit 5% Sales Tax 

(50<- per copy). Foreign buyers please pay by 

International Money Order or US funds. 
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For 
ANGEMIEUX 
Lenses: 

9.5 - 95 

12.5-75 
12-120 

12-240 

BEHIND-THE-LENS FILTER HOLDERS THAT FIT ALL 
ANGENICUX ZOOM LENSES having either type of Arriflex mount - the regular or the steel bayonet, 

including the BL and the BL with the new Arri Precision Exposure Control; or with the Eclair mount for the NPR and CM3 

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

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

Have the convenience of a full inventory of filters to meet any filter situation - all at little expense. 

25-250 

35-140 

Also use in combination with glass filters. 

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

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

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

Ask for brochures 

For 
ANGEMIEUX 

Prices include AIR MAIL shipment same 

day to anywhere in U.S. & foreign. 

' Type BTL35A - 
FOUR holders with kit $65.00 

Type AE3GS - 

FIVE holders with kit $50.00 

FOUR holders with kit $45.00 

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

CUSTOM MADE BY 

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

PHONE 503-292-5569 

TIFFEN 

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

Selected by NASA for Apollo flights and earth resources programs 

Tlffen 
Offers Its 
Optical and 
Filter System 

Brochure to You 
by Return Mail 

All the sizes, the colors, the 
threads, the holders, adap¬ 
ters and accessories ... all 
of the details you need to 
complete your camera sys¬ 
tem are incorporated in this 
just-off-the-press brochure: 
TIFFEN PROFESSIONAL LENS 
ACCESSORIES. 

Write today for your copy. 
Or ask your cine supply house 
for further information on the 
complete line of Tiffen opti¬ 
cal aids. 

NEW 
138mm FILTERS 

for Angenieux 20-120 (6x20) 
F2.6 lens. Available in all 
standard colors, combination 
colors and neutral densities. 
Close-up lenses in +Y2,1,2,3. 

RECTANGULAR 
FILTERS 

for Arri 16 matte box. Avail¬ 
able in all colors and neutral 
densities O.l-l.O. 

At Last! A $2.00 
Filter Catalog With 

Transmission Curves— 
Percentages! 

Tiffen Photar Filter Glass 
Catalog is now available, to 
aid the technical and profes¬ 
sional community. Included 
are the optical, physical and 
transmission characteristics 
covering the extensive list of 
Photar Filter Glass colors. 

To receive your copy 
send $2.00 to Tiffen Optical 
Co., Dept. ACS. 

The world’s finest filters 
at your local cine dealer wherever you are 

TIFFEN 
A 

* 

PHOTAR 
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PRODUCTION 
EUROPE? 

Ml/NICH Arri 35 IIC with 3 matched 
Cooke lenses, 3 magazines, 
battery, etc - $ 10 per day* 

Dedo Weigert Film’s rental department supplies 
the latest motion picture equipment - maintained 
by factory trained specialists. 
Our sound service studio handles multi-track 
mixes and 60 cycle transfers. 
Complete camera crews available. 
Multi-lingual staff in all departments. 

Quartz multi-camera systems 

Blimps, dollies, helicopter mounts 

Mitchell, Milliken, 
Eclair, Nagra, Sennheiser 

write for our catalogue: 

DEDO WEIGERT FILM GMBH 
8 Munich 2 Rottmanstrafte 5 
Telephone 529666 Telex 529-865 
Cable Address Weigertfilm Munich 

call our New York agent: 
SOUND ONE INC. 
(212)-765 4757 
Phil Pearle 

35 mm 8-track selsyn mix - 
$ 30 per hour* 

Steenbeck editing tables 

agents for: 
TIFFEN, 

O’CONNOR, 
MILLIKEN, 

CRYSTAMATIC 

visit us at: PHOTOKINA, hall 11 G 48 * subject to current exchange rate 
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The Bolex EBM has everything a profes¬ 
sional could wish for in an electric 16. At a 
price that sounds like wishful thinking. 

BOL-EX 
F=W 11_ |_ XV F=J CD 

Other products from Paillard: Hasselblad cameras and 
accessories, Hermes typewriters and figuring machines. 

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

Name  

Company  

Address  

City State Zip  

Because it is a Bolex. 

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

The motor is electronically controlled for 
accurate, steady running at speeds of 10 
to 50 frames per second, and 24 and 25 
fps for synch sound. An easily attachable 
400' film magazine is also available. 
The EBM has flickerless ground glass re¬ 
flex viewing and focusing with 14X magni¬ 
fication. Plus a handy behind the lens filter 

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

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

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



Ron Eveslage says - 
“We put the Photo-Sonics 1PD camera into impossible 
situations - to 50 below zero and heavy G loads on a lOOmph 
snowmobile - and it performed perfectly. The 1PD kept going 
long after our other cameras had stopped! 

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. 

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, 7Vz° to 160°. 

The unique, rugged and highly 
■versatile 1PD sports and 

documentation camera 
mounted in a special cage 

by rigger Bill Matey, was 
used to get unbelievably 

difficult racing and chase 
sequence in the production 

“Storm," Ron Eveslage Films. 

Write, wire or phone 
INSTRUMENTATION MARKETING CORPORATION 

for complete details. 820 South Mariposa Street, Dept. A / Burbank, California 91506 / (213) 849-6251 

1020 AMERICAN CINEMATOGRAPHER, SEPTEMBER, 1972 



CP-16 PUTS YOU 
WHERE THE 
ACTION IS! 

If you’re still using cumber¬ 
some camera equipment to 
shoot your TV news, now’s 

the time to join the CP-16 generation and 
go where the action is. This brand new 
16mm sound camera has been designed 

especially for newsmen who are on the go, such 
as supervising news and documentary camera¬ 
man Phil Giriodi of KHJ-TV Channel 9 News in 

Los Angeles, who is shown in the accompanying photos. Why don’t you join the fast-growing 
list of CP-16 users today? 

No power supply to weigh you down. Camera body weighs 
only 9 pounds. 

Camera is perfectly balanced for action filming; its freedom 
of movement allows you to get that unusual closeup, that 
difficult angle. 

Silent operation allows for uninhibited candid cinematography. 

• CP-16 gets you in and out of a news story in a hurry. No need 
for a tripod when speed and camera angle make the difference. 

• Minimum of 3000 feet of filming capacity per battery charge. 
Extra battery fits in shirt pocket. 

• Equipped with extremely accurate crystal controlled motor. 

Write today for complete details on the brand-new CP-16 Sound Camera 

Distributed in the United States By: 

In the East: In the Midwest: In the West: 

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

(212) 757-6977 

VICTOR DUNCAN, INC. 
11043 Gratiot, Detroit Michigan 48213 • (313) 371-4920 
155 East Ohio, Chicago, Illinois 60611 • (312) 321-9406 

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

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

Sales: (213) 985-5500 • Rentals: (213) 466-3561 
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FILMING “THE CANDIDATE' ON LOCATION CALLS 
FOR SOME FAST “NATURAL HABITAT” DECISIONS 
By RAND LAYTON 

The car rolls to the edge of the 
crowd and stops. A figure emerges and 
is immediately swallowed by waves of 
enthusiastic admirers. 

The face and gestures are familiar, 
the people are real, and the excitement 
is obviously genuine. The candidate is 
caught up in a sea of campaign signs, 
banners, and buttons. He shakes hands, 
signs autographs, and is carried along by 
the press of the crowd. 

The audience watches a "television 
newsfilm crew" jockey for position. 
Suddenly, it is viewing the action 
through the camera's eye. The face and 
gestures are now easily identifiable. It is 
Robert Redford, star of "THE CANDI¬ 
DATE", a frenetic story, in near¬ 
documentary style, of a California polit¬ 
ical campaign. 

Audiences may not realize it, but 
about half of the movie (appropriately 
scheduled for release on July 4) was 
exposed with hand-held cameras. What 
appeared to be a TV news team in the 
crowd sequence described, for example, 
was actually a camera crew shooting 
close-up inserts. 

Director of Photography Victor J. 
Kemper, ASC, says the movie required 
even more hand-held work than John 
Cassavettes' "HUSBANDS". After 
working as an operator for such films as 
"A TIGER MAKES OUT", "ME NATA¬ 
LIE", "CHARLEY", and "ALICE'S 
RESTAURANT", Kemper was elevated 
to director of photography for a movie 
made prior to "HUSBANDS", although 
that picture has not been released. 

A cinema verity photographic style, with the liberal use of 

hand-held cameras, lends this timely story great authenticity 

His technique during the filming of 
"THE CANDIDATE" was dictated by 
the nature of the movie. 

"Like many of today's pictures, it 
was shot entirely on location," Kemper 
says. "We used no sound stage at all. 
When we had a motel scene, we rented a 
room and shot it there. We used the 
same approach in recording public ap¬ 
pearances of the candidate. He visited 
real supermarkets and took advantage of 
natural crowd scenes. While we occa¬ 
sionally surrounded him with extras, 
Redford's presence itself usually gener¬ 
ated an excitement in crowds that close¬ 
ly simulated that of campaigning." 

The job of the cinematographer was 
to capture the feeling of reality on film. 
Often, notes Kemper, it required push¬ 
ing the medium, Eastman color negative 
film 5254, to its widest latitude. 

"There were restrictions that just 
don't exist on a sound stage," Kemper 
says. "We couldn't remove a ceiling or a 
wall to get the camera angle we wanted 
or to bring in artificial lighting. Instead, 
we often had to work within confined 
areas and still strive for natural effects. 
There were scenes shot in a motel, for 
example, that called for the drapes to be 
drawn. The only illumination was from 
the lamps that were part of the room's 
furnishings." 

The solution to this and similar 
technical challenges that the cinema 
verite style of moviemaking demands of 
photography directors was most often 
found in the use of portable cameras, 
creative lighting, and the speed and 

latitude of the film, notes Kemper. He 
had already successfully coped with 
similar challenges in filming such movies 
as "THE MAGIC GARDEN OF STAN¬ 
LEY SWEETHEART", "THEY MIGHT 
BE GIANTS", "WHO IS HARRY KEL- 
LERMAN, AND WHY IS HE SAYING 
THOSE TERRIBLE THINGS ABOUT 
ME?", "HOSPITAL", and the just- 
released "LAST OF THE RED HOT 
LOVERS". 

In "THE CANDIDATE", however, 
there was something new. The script 
specified a number of location setups 
where there would be one chance to 
shoot—and only one. These were mostly 
opportunities to film the candidate in 
real crowds under conditions approxi¬ 
mating the emotions of political rallies, 
Kemper recalls. 

One such situation occurred during 
the high school football team's home¬ 
coming rally in rural Tracy, California, 
an annual event that attracts upward of 
20,000 cheering, excited people. Anoth¬ 
er opportunity to film Redford in a 
wildly enthusiastic crowd occurred De¬ 
cember 31, 1971, on Montgomery 
Street in San Francisco's financial dis¬ 
trict. Traditionally, employees of the 
stock brokerage and other financial or¬ 
ganizations in the district tear up the 
old year's calendars at a set time that 
day. 

"When the pieces of calendar came 
floating down from the windows," says 
Producer Walter Coblenz, "it was the 
closest thing that you will ever see to a 
ticker-tape parade. In fact, we think it 

(LEFT) The crew setting up on location for filming of a sequence for "THE CANDIDATE". Director Michael Ritchie in left foreground and 
Director of Photography Victor J. Kemper, ASC behind the camera. Panavision Reflex camera on a tripod, shown here, provided a solid base for the 
photography, but many of the action sequences were shot with Panavision-modified and blimped Arriflexes. (RIGHT) A sequence shot inside an 
actual hotel suite takes advantage of available light, boosted with just a few quartz lighting units. 



(LEFT) Cameraman adopts a very low angle as star Robert Redford comes sliding down a sand dune. (RIGHT) Two-man sound/camera "crew" 
prepares to shoot running scenes of Redford riding in a car. This crew and others like it sometimes appeared in actual scenes of the film, appearing to 
be a TV newsreel team but, in reality, shooting closeup inserts for the principal photography. The entire emphasis of the visual style was to capture a 
natural effect and as much realism as possible. 

outdid the real ticker-tape parade that 
occurred when one of the nation's 
major politicians visited San Francisco 
in the 1968 presidential campaign.” 

"These kinds of things virtually re¬ 
quired us to 'wing it,' " Kemper com¬ 
ments. "I don't mean that we didn't 
plan carefully—we did. But we knew 
that there would be just one chance to 
get things on film. Our first take had to 
be right because it usually couldn't be 
repeated." 

Coblenz says the approach was sim¬ 
plicity in itself: Star Redford would 
stroll into crowds. To add to the real¬ 
ism, the few extras around him would 
be supplied with campaign posters and 
buttons, but they were given no specific 
instructions. 

"Chemistry took over," comments 
Coblenz. "They pushed up and shook 
his hand just like the tourists, and some 
of them obtained autographs. In fact, it 
was exactly like a real campaign appear¬ 
ance." 

For Kemper, this approach necessi¬ 
tated quick thinking and virtually in¬ 
stantaneous adaptation to the exigencies 
of the moment. He could position one 
camera on a tripod or dolly to record 
the master shots of the scenes, but the 
close-up inserts had to be done with 
hand-held cameras operated amid the 
jostling of the crowds. 

"We used two and three cameras 
throughout the film," he says, "and 
occasionally, four. One four-camera 
time was for the 'natural disaster' that 
brought together Redford and the op¬ 
posing candidate in confrontation over 
the actions they would take, if elected, 
to deal with and prevent such occur¬ 
rences in the future. 

"The Army was planning to burn 
some old barracks on Angel Island in 
the bay at Mill Valley. Coblenz persuad¬ 
ed authorities to have some extra fire¬ 
men on hand and generate an even 
bigger blaze than planned by burning 20 
barracks in one day, so we'd have our 
'disaster.' 

'To get the camera angles we need¬ 
ed, we actually had two fires going 
simultaneously. We covered them news- 
film-style with three cameras on the 
ground and a fourth in a helicopter 
overhead. 

"In some situations, when our sec¬ 
ond camera unit was filming under 
low-light conditions, they 'pushed' the 
Eastman color negative film for various 
sequences. The film is rated for an 
exposure index of 100 in tungsten light, 
and 64 in daylight (with a Kodak 
Wratten filter, no. 85, over the camera 
lens), which is adequate for most situa¬ 
tions," Kemper says. 

However, there were some location 
scenes—for example, at an indoor politi¬ 
cal rally—where the illumination wasn't 
sufficient, and it was both impractical 
and unrealistic to set up too many 
artificial lights. In these cases, cinema¬ 
tographer Kemper was able to consult 
not only with the processing lab, but 
also with F. X. ("Skip") Millor, a sales 
and engineering representative of East¬ 
man Kodak Company's Motion Picture 
& Education Markets Division office in 
San Francisco. 

"In the old days—before the popular¬ 
ization of the location films—such on- 
the-spot technical support from Kodak 
was available in Hollywood, Chicago, 
and New York, where most motion 
pictures were produced," Kemper notes. 

"Now, experts such as Millor are availa¬ 
ble in or near most major metropolitan 
areas. 

"For these scenes—in particular, the 
massive indoor political rally that took 
advantage of a crowd attending a real 
event—the answer was found in 'push¬ 
ing' the film one camera stop," says 
Kemper. 

Although locations throughout Cali¬ 
fornia were utilized, "THE CANDI¬ 
DATE" was produced from second- 
floor quarters over a shopping center in 
suburban Mill Valley. Budgeted at $1.5 
million, the picture is a joint venture by 
Redford and Director Michael Ritchie, 
who formed Wildwood-Ritchie Produc¬ 
tions for that purpose. Ritchie had 
previously directed Redford in "DOWN¬ 
HILL RACER". 
Continued on Page 1048 

Scenes with actors showing hustle-bustle be¬ 
hind the scenes of campaign were filmed and 
intercut with scenes filmed during an actual 
campaign. 
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Movielab’s Comprehensive Service Includes: 

• Developing and printing of 35mm & 
16mm Color and Black & White Dailies 

• 16mm Ektachrome ECO & EF Dailies 
• Processing of TV Spots by a special 

Television Department 
• Super 8 and Regular 8mm in any format 
• Daily Color Reversal Intermediate CRI 

processing 
• Matching of all Camera Originals — 

35mm & 16mm 
• Complete Screening and Cutting Room, 

facilities 
• Film Strips & Slides 

Moviebb 
INC 

NEW YORK HOLLYWOOD 
619 West 54th Street 
New York, New York 10019 (212) 586-0360 

6823 Santa Monica Blvd. 
Hollywood, California 90038 (213) 469-5981 
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Andre Coutant and Vintens have joined forces to produce 
an outstanding new 16 mm Newsreel Documentary 

camera that has been specifically designed for todays 
exacting shooting conditions. The Vinten/Coutant has 

been designed to give freedom from technical operating 
worries and leave you free to concentrate on getting 

creative pictures. 
Just look at the facts: 

A fool-proof co-axial clip-on magazine - that really works. 
Light and beautifully balanced - weighs just over 12 lbs. 

Accepts any of the world’s leading lenses. Large capacity 
120 metre magazine. Quick and fool-proof to operate - 

even with gloves on. Perfectone crystal controlled motor 
- super silent movement. 180° reflex shutter and ‘wide 

frame’ viewing. Double system sound recording. Designed 
for 16 and super 16 mm. 

We have set out to produce the world’s most advanced, 
practical 16 mm camera, backed by Vintens unsurpassed 
reputation for quality and service, and are launching it 
at this year’s Photokina - come and see us at Stand 45 
Hall 11 or send for a full specification to: 
W. Vinten Ltd., Bury St. Edmunds, Suffolk 
Telephone: 2121 Telex: 81176 

Vinten/Coutant takes 
the hard out of work 



"THE POSEIDON ADVENTURE" 
Continued from Page 993 

sequence, because quite a few of the 
people got scars on them; some got cuts 
and their clothes began to tear and get 
dirtier and dirtier as they tried to 
escape. Also, they got more and more 
tired as they struggled to get out and it 
was easier for the actors to play this 
progressively. It was easier for me and 
the special effects people, too, from the 
standpoint of lighting or how much fire 
to use, and so forth. It would have been 
very difficult in this kind of picture to 
jump around out of continuity. 

QUESTION: How did you handle the 
sequence where the ship begins to tilt, 
just before the tidal wave turns it all the 
way over? 

STINE: There was one corner of the set 
that was built on a platform measuring, 
perhaps, 20 by 30 feet—and our princi¬ 
pal characters were sitting with a group 
of other people at a table on that 
platform. The platform and part of the 
adjacent wall were attached to a hinge, 
so that we could raise the whole thing 
to an angle of 30 degrees. We used that 
for a number of shots to get the ship 
started over. We put in other tables with 
different people and changed the back¬ 
ground a bit to get a number of cuts of 
the passengers starting to slide down 
and hanging onto the tables. What you 
will see on the screen in this sequence is 
real. Take Shelley Winters, for example 
—who can scream at the top of her 
lungs—she started hanging onto this 
table and screaming and calling for her 
husband, and we got the real thing. 
There was no pretense in that action. 

QUESTION: What did you have to do 
in terms of camera movement to com¬ 

plement this tilting action? 

STINE: We started with our convention¬ 
al two-way tilt-head, but the operator 
needed more flexibility than that be¬ 
cause we didn't know where the people 
were going next. Also, that single head 
wouldn't take care of the tilt of the 
ship—in other words, the slide motion. 
So we added half of a tilt-head on top 
of the other tilt-head and, in that way 
were able to get a constant slow side- 
motion. At the same time, our boom 
was floating; our camera never stopped 
floating. So we had four movements 
going at all times. We had this all 
predetermined for timing, in order that 
the operator would know how far to go 
and how much to tilt—so that we 
wouldn't overdo it or underdo it. 

QUESTION: What about the mechani¬ 
cal problem of turning that huge dining 
saloon upside-down? 

STINE: It obviously had to be very 
carefully designed with that ultimate 
effect in mind. Most of the chairs and 
tables were anchored to the floor, as 
they often are on ships where rough 
weather is expected. The set was con¬ 
structed on the studio stage floor in the 
con ven tional m anner—right-side-up. 
Then, after we had shot all of the scenes 
preceding the impact of the tidal wave— 
and also the tilting platform scenes I've 
mentioned—the entire set was taken apart 
and reassembled upside-down on the 
stage. The ceiling, with its elaborate 
lighting fixtures, then became the floor 
and the anchored tables and chairs were 
hanging from above. It took more than 
two weeks to strike and reassemble that 
set and we utilized the time partially by 
shooting on location aboard the Queen 
Mary, which is now anchored in Long 
Beach harbor as a tourist attraction. We 

shot inside many of the rooms and also 
filmed the storm sequences up on deck. 

QUESTION: It must have been a real 
challenge to film storm sequences 
aboard that ship, securely anchored as it 
is in a calm harbor. 

STINE: Yes, it was—because we 
couldn't manipulate the deck of the 
ship or fully control the water, as we 
would on a sound stage or in the studio 
tank. The picture opens in a terrific 
storm. The young boy in the story, Eric 
Shea, who plays the part of "Robin", 
had become acquainted with the various 
officers aboard ship and the Captain had 
asked him to come and see him some 
time. He picks this particular stormy 
day to pay his visit. So, we're on the 
promenade deck of the ship and it's 
diving into waves that throw a bank of 
water over the entire ship. The challenge 
is to make this look real aboard the 
Queen Mary, which is very solidly an¬ 
chored. There is no way to rock or roll 
the decks and there is a certain amount 
of water available, but it's through the 
fire hose system. To get the effect, we 
took five big wind machines and set 
them up strategically at various places 
on the deck, with water pouring into 
the jets in front of the fans. To simulate 
the wild pitching motion of the ship, we 
used our rocking-rolling camera and 
rolled it quite severely. But the tricky 
part was to get the boy to simulate 
getting tossed about on the deck in 
synchronization with our camera move¬ 
ment. He starts at a great distance from 
the camera and makes his way along the 
deck, hanging onto the rail and various 
compartments. He is being pulled by the 
angle of the ship and then lets loose and 
goes to the rail. When he did that, we 
had to time our camera movement so 
that we tilted away from the rail and we 
reversed our tilt when he went back 

(LEFT) In opening sequence of the film, passengers aboard The Poseidon are enjoying a New Years Eve party in the ornate First Class Dining 
Saloon, while the ship ploughs through a storm. (CENTER) Tidal wave hits and the ship begins to pitch over. Segment of the set shown here had 
floor and walls rigged on hinges, so that it could be tilted to a 30-degree angle. (RIGHT) With set upside-down, hapless passenger hangs from table 
before falling to his doom. 



Sequential photographs showing the destruction of the ship's radio room as the tidal wave hits and the operator sends out a "mayday" signal. The 
ingenious set was built on an axle, which allowed it to swing 180 degrees into a tank of water. A great gout of water smashes through the wall and 
the room rolls with cameras in and out of the water, with more cameras at the window of the tank recording the action. 

again. There was so much noise that it 
was impossible to talk to him or give 
him directions during the take, so he 
took it on his own and we sort of tried 
to follow him as he went back and forth 
with the ship throwing him around. The 
boy enjoyed the challenge of doing it 
and he was just terrific. I've never seen 
anything like it. When you see it on the 
screen you'd swear we were out at sea in 
a storm with the ship pitching all over 
the place. 

QUESTION: Having worked in the mo¬ 
tion picture industry for more than a 
half-century—as you have—I'm sure 
you've encountered just about every 
photographic challenge, but I'm willing 
to bet that this is the first time you've 
had to cope with shooting aboard an 
upside-down ship. 

STINE: It certainly is—and that adds up 
to a unique challenge for me—but I'm 
very fortunate in several ways. For one 
thing, our Director, Ronald Neame, has 
himself been a cameraman—one of Eng¬ 
land's best—and this gives him a precise 
comprehension of the photographic 
problems involved. He is very under¬ 
standing and cooperative to work with. 
These marvelous sets, designed by Bill 

Creber, are another great asset. He's a 
fine Art Director and he's researched 
everything down to the last detail. The 
sets are wonderful to photograph. No 
matter where you look at them from, 
you find exciting camera angles. The 
fact that the sets are upside-down— 
which rules out overhead lighting—has 
resulted in the saving of considerable 
money that would ordinarily have gone 
into the scaffolding for overhead lights. 

QUESTION: But I would think that 
lighting everything from the floor pre¬ 
sents some special problems, too— 
doesn't it? 

STINE: It certainly does. In the story, 
when the ship turns over, the lights 
powered by the ship's generators go out. 
The lights that remain get their current, 
supposedly, from an emergency battery 
arrangement. All of the formerly over¬ 
head fixtures are now on the floor—so 
there's nothing left but low light sourc¬ 
es, and we have to rely on them in order 
to see the action and the people. Even 
so, there have been times when I've left 
the lights out completely. For example, 
there was a shot where the people 
started at the end of a long corridor and 
came up into camera. / lighted the far 

end and then let them come through the 
corridor with no light on them until 
they reached the foreground. Then 
there was a light from below the camera 
shooting up into their faces—but for the 
most part of the scene they were in 
silhouette. In the main corridor running 
the length of the ship—the one they call 
Continued on Page 1070 

Camera dollies back as Red Buttons does his 
roadwork around the decks of the Queen 
Mary. Shelley Winters knits placidly in the 
foreground. 



THE PHOTOGRAPHY OF 

“THE NEW CENTURIONS” 
The challenges of filming entirely in actual 
locations to bring the night-for-night action and 
violence of a best-selling novel to the screen 

By RALPH WOOLSEY, ASC 
Director of Photography 

These days the trend is toward shoot¬ 
ing the action for feature films on 
location, rather than on studio sound 
stages—and the filming of "THE NEW 
CENTURIONS" for Columbia Pictures 
was no exception. For 61 days, with 
Richard Fleischer directing, we kept the 
cameras rolling without once stepping 
inside a Hollywood studio. 

We filmed in and around the city of 
Los Angeles; in prison cells, nudie cafes 
like The Phone Booth, Fat Jack's or The 
Hang Up Bar. We filmed in St. Joseph's 
Hospital, the Mission Road Freeway 
overpass, on a $350,000 Trousdale 
Estate home, a Chatsworth Ranch, Rus¬ 
ty's Hacienda, Russian Flats, Western 
Avenue's mile of erotic eateries, book¬ 
stalls and sex film theatres; in MacAr- 
thur Park, Skid Row, Progress Place, the 
Los Angeles Police Academy's parade 
field; and the Old Hollenbeck Police 
Station, where Mickey Cohen, Benny 
(Meatball) Gamson, prohibition era 
bootleggers, robbers, killers, the Knit 
Cap Rapist, once were booked and held 
in the station's six cement-block, steel- 
barred cells, which now bulge with toys 
for the needy children of the area—but 
no studio sound stage. 

The nearest we came to anything 
even resembling a studio property was 
the Columbia Ranch, where we used a 
little piece of the street to stage a 
Chicano riot. Everything else was shot 
on location—on the streets of Los Ange¬ 
les, under bridges and sometimes in 

unbelievably small quarters. There was a 
lot of action involving police cars and 
other vehicles, where we would bring in 
intricate mechanical devices to shoot 
the chases. All of this made the picture 
very challenging and interesting to work 
on. 

I've been asked to describe the pho¬ 
tographic style that was used in ap¬ 
proaching the filming of the picture. 
The director, Richard Fleischer, and I 
both felt that it should be "real"—that 
the people and the situations portrayed 
should look as much like real people 
and situations as possible. 

We didn't use any photographic gim¬ 
micks—like fog filters, for example. I'm 
not too great a lover of fog filters—but 
over and above that, we were after a 
certain amount of contrast. Much of the 
action was shot at night (40 nights of 
work), with the film pushed two stops. 
As anybody who studies sensitometry 
knows, when you push the film like that 
you increase the highlight density—you 
don't do a thing for the shadows. But 
you do run the danger of their becom¬ 
ing foggy and any more fog that you 
would add with filters would only in¬ 
crease that ' fog level and, therefore, 
dilute the contrast. 

That doesn't mean that I'm arbitrari¬ 
ly against fog filters; they're being used 
a lot lately. But I think it all depends 
upon the type of story you're shooting 
and what you want to do with it. I can 
conceive of situations where it might be 

the right thing to do, so I wouldn't put 
it down in all cases. But on "CENTURI¬ 
ONS" I had the feeling—and I know the 
director had the same feeling—that we 
wanted to get the gutsy look and pick 
up as much detail as possible. Then, too, 
many of the sequences amounted actu¬ 
ally to stunt situations, and the old 
adage runs that if you're doing a stunt, 
the audience has to see it. This meant 
that we then had to light some street 
areas to a limited degree because, when 
a car pulled away or went by, we had to 
be able to see more than just a couple of 
headlights or tail lights. We had to see 
the occupants and what was going on. 

A lot of the action took place right 
on the streets and the existing light was 
used to the utmost, with the fastest 
lenses we could get our hands on. We 
also had the first of the new Panavision 
cameras with the 200-degree shutter and 
that helped a lot. We used it to great 
advantage. 

We knew in advance that we would 
be making a lot of night running shots 
with police cars, so we made tests—some 
with normal development, some with 
extended development—and against vari¬ 
ous backgrounds. On some streets the 
windows and shops were less brilliant 
and we would have to change the key 
light on the people accordingly. I've 
done a lot of shooting on the streets at 
night and I've found that, rather than 
just guess at the exposure of the back¬ 
ground, it was better to get a representa- 

(LEFT) Stuntman doubling for Stacey Keach hangs on for dear life as car hits road barriers and flies through the air during wild chase sequence. He 
was almost scraped off several times in the process. Two Arriflexes mounted on the hood record the action, (RIGHT) Lining up the Panavision 
R-200 camera for a dolly shot alongside the car. Arriflex with drop-down bracket is mounted by means of Super-grip to formica-faced board 
strapped down to the hood. Board, cushioned on furniture pads, effectively served to minimize vibrations. 



(LEFT) Panavision camera mounted on miniature dolly set up on outrigger platform alongside the car. (RIGHT) Keach, suspended from the force, 
walks with friend, while camera dollies in front of them. Old trick of dollying light-weight Brute, plus spot/flood, minimizes travel and keeps lights 
out of the camera angle. Camera "holds size" on couple with zoom lens, and also makes lateral dolly move for perspective change past poles and 
trees. 

tive reading with a spot meter and work 
from there. For example, I would pick 
an electric sign—let's say, one of those 
inside-illuminated white signs—and take 
the basic reading from that. I'm still 
using the old SEI spot meter because it 
has a complete photographic range—a 
lot of scales that you can interpolate 
into your negative response. It works 
better than meters with CdS cells, be¬ 
cause they are very red-sensitive, for one 
thing, and they don't always respond 
immediately in very weak light. 

I find the SEI to be extremely 
accurate. I can, for example, read a 
bright sign and expose it to be 80% of 
the brightness value of the scene. I 
know where the faces come on the 
photographic scale, so I use this as an 
average to sort of hang the exposure 
on—that representative bright area in 
the street. 

Of course, the streets vary tremen¬ 
dously in brightness. Some of them are 
bright enough, on the average, to use a 
T/4 zoom lens to get the best exposure. 

and others are down so far that you 
have to shoot wide open at T/1.4 and 
just sort of hope that something comes 
up on the background. Then, you get 
into residential streets where there isn't 
anything and you have to throw in some 
light to help it. 

One of our constant problems during 
the night shooting was that we would 
start filming early in the evening on a 
street with all of the store windows 
brightly lighted. Then, as we got closer 
to midnight, many of those lights would 
be turned off, so that the background 
would look quite different. We'd have 
to readjust the key light on the actors 
and hope that we could get some sort of 
match. Sometimes we'd have to move 
toward a corner where there was a 
brightly lighted gas station. 

There were a great many running 
shots in this picture. It has become 
standard, for daytime running shots, to 
make them in the actual moving vehi¬ 
cles, because nobody wants to shoot 
process anymore. We all do it and we've 

got the problem of balancing interior 
with exterior light pretty well licked by 
using compact, intense light sources and 
battery power supplies. But up until 
recently, if a producer talked about 
making running shots in vehicles at 
night, the usual rejoinder was: "You 
may as well do it in front of a piece of 
black velvet, because it's so dark out 
there." 

On one job I did, which happened to 
be filmed in Kansas City, we actually 
used front-projection for the night run¬ 
ning shots. We went out and shot all of 
the background stuff—freeways, build¬ 
ing and everything—and front-projected 
it. It worked beautifully. 

However, on "CENTURIONS", we 
had several complicated chases at night 
that called for tricky running shots over 
wide areas. The one chase with the call 
girl known as "Silverpants" was written 
for night and it really had to be night. 
But for one of the other chases, the one 
following the street riot, there was a 
discussion as to whether it was going to 

(LEFT) Cinematographer adjusts the Panavision Reflex camera suspended from balanced arm mounted on a dolly. "Floating" to various positions, 
combined with varying magnification of zoom lens, produced convincing illusion of "traveling" inside patrol wagon. Vehicle was rocked and 
traveling light effects were used through the windows in order to further enhance the illusion. (RIGHT) Director Richard Fleischer times traffic light 
sequence for start of patrol car run through intersection, while Director of Photography Ralph Woolsey, ASC, holds meter, ready to follow changing 
light conditions. 



One Arriflex camera on Super-grip mounted 
on side of the car, while second Arriflex is 
mounted inside for through-the-windshield 
angle. 

be done day or night. I felt that it 
would fit the rest of the picture best to 
have it at night, and it was just a matter 
of finding the right spot. We looked at a 
lot of locations, including an extensive 
railroad yard area on the east side. That 
would have been a good place to shoot 
but, for some reason, the railway com¬ 
pany wouldn't let us work in there. So 
we chose a spot under the Fourth Street 
bridge in east Los Angeles. It was an 
area about 2,000 feet long and ran 
through a series of columns under the 
bridge. On the screen you don't realize 
it's that long, because you see just 
pieces of it patched together—but we 
must have lit at least half of it at one 
time, plus approaches and exits. 

To light that sequence we used the 
equivalent of 20 Brutes. We used some 
actual arcs, of course, but we also used a 
lot of PAR-64 lamps, all clear. I don't 
like dichroic filters. We had the PAR- 
64's in both narrow spots and wide 
beam configurations. We used no Maxi¬ 

brutes or FAY lights, per se. 
On that sequence and others we used 

Masterlight transformers a great deal. 
The gaffer on this picture was Frank 
Leonetti, who was one of the origina¬ 
tors of the Masterlight units and, of 
course, is an expert in using them. There 
were many instances where we found 
them to be invaluable. We don't use 
them to boost lower-voltage lamps any¬ 
more, as we used to in the old days with 
the Colortran transformers, when we'd 
take an ordinary household bulb and 
boost it up to 3200 or 3400 degrees 
Kelvin. But Frank has found that you 
can take a 1,000-watt, 3200 Kelvin 
quartz lamp and you can boost it—and I 
mean really boost it—so that it will go 
up to 160-70 volts, and out of one of 
those spots you can get as much light as 
you would get out of a 10K. 

These transformers work fantastical¬ 
ly well where you need long-distance 
penetration. Working under the bridge, 
we would arrange a number of those 
skinny light stands with PAR-64 single 
units and hide them out of the way. 
We'd direct some of them under the 
arches and others to various little spots 
up on top. Each lamp had its own pot 
on the transformer, so that when you 
checked out the lighting from the cam¬ 
era position, you could say, "Let's bring 
up #3 a couple of points and knock #4 
down." 

Now, it's true that these situations 
require AC current, so we took a little 
AC generator with us for this type of 
lighting. Arcs are mainly useful where 
you have large areas to cover and where 
the areas are open enough so that they 
will do you some good. However, under 
the bridge there were a lot of obstacles 
in the way. We were able to pre-rig some 
arcs on their own parallels where we 
thought they would do us the most 
good, but there were places where all 
you wanted was a hot streak that would 
just go forever. In such cases, we found 

that taking a narrow spot and boosting 
it up did the trick better. We used the 
transformers on the streets in other 
places, too, and sometimes we could 
just "steal" a little AC current from a 
doorway or an apartment house. 

Some sequences—such as the one 
where the police pick up the black 
whores and ride them around in the 
wagon—required extensive street light¬ 
ing and we had to run an awful lot of 
cable to prepare for the two nights of 
work we would do in that area. We had 
to plot where all of this cable was to be 
laid on a stretch of Western Avenue and 
it took a lot of time to rig all that. On 
other occasions, where we had large 
areas to light, it just didn't pay to run 
all of that cable, so we would use two 
generators—one large one for the main 
load and another one placed across the 
street. Sometimes, instead of a second 
generator, we would use the transform¬ 
ers, where we could find AC current, 
and hide a few of the Masterlights 
around. You can put them on small 
fold-up stands and conceal them easily 
behind telephone poles and get a lot of 
light out of them, or you can just nail 
them onto little brackets or plates and 
hang them from the poles. 

We used the 1000-watt narrow-beam 
spot-type lamps where we needed the 
long narrow throw, but we also used a 
lot of medium-beams and even wide- 
beams in some cases. They were stan¬ 
dard PAR-64 lamps in their regular little 
housings, but I hadn't realized that they 
could be boosted to such a fantastic 
degree. If you need a small source, this 
kind of lamp is somewhat uncontrol¬ 
lable; if your subjects get too close to 
the beam, it will burn everything up. 
But where you are projecting it a long 
distance, it's great. 

Of course, we used a lot of conven¬ 
tional lighting equipment, too—mainly 
Brute arcs—for lighting large areas that 

(LEFT) Side-towing arrangement for night-for-night trucking shot. Insert carries dolly for angle change during the scene, coupled with zoom 
variation. Batteries and dimmers for the lights were carried on insert car, in addition to the crew. (RIGHT) Panavision R-200 camera, pointed 
through open window, shoots across two officers, using split diopters in order to hold focus on both with very low light levels used. Second camera 
(Arriflex) was mounted on hood to get single closeups or to pan from one man to the other, as required. 



(LEFT) Wide-angle shot inside squadroom of old Hollenbeck Police Station, showing Velon draped around ceiling bank of lights positioned to carry 
through window source effect. PAR-64 lamps (with various beams), plus focusing quartz lights, were used—all with Macbeth filters. All lights were 
on individual Masterlight transformer controls to permit precise intensity adjustments. (RIGHT) R-200 camera mounted on modified O'Connor 
missile-tracking fluid head, which makes possible extremely low setups, or tilt through 360 degrees. 

called for just a basic lighting. In the 
tenement riot sequence, for example, 
just two arcs criss-crossing each other 
put the basic lighting in. The rest was 
lights in the windows and little effects 
things that we added as we went along. 

As for the shots inside the cars—these 
usually involved the driver or a couple 
of people shot from an angle where the 
focus wasn't going to be the big prob¬ 
lem. Maybe you'd make a straight-back 
shot of two guys in a ca or truck and 
then shoot individual closeups crossed— 
so that, even though you were shooting 
at T/1.4, you only had to hold focus at 
one plane. However, Fleischer doesn't 
like straight-back two-shots. He prefers 
shooting through a window across the 
two men and reverses of the same. In 
other words, over-the-profile shots, both 
ways. This type of angle is very effec¬ 
tive, but there was only one way that I 
could think of to get what he wanted 
and that was through the use of split 
diopters. 

Usually, in working with split diop¬ 
ters, you have to line up the split with 
some vertical line in the composition 
and we thought that we would have to 
line it up on a bar of the window on the 
other side of the car, but we were 
shooting so wide open that we found 
this wasn't necessary. T/1.4 is the maxi¬ 
mum lens aperture of the anamorphic 
system, and we sometimes shot that 
wide open, but we found that the split 
diopters worked just as well at T/1.4 as 
at smaller apertures. The only critical 
thing was to make sure, once the actors 
were in position, that they didn't move 
toward or away from the camera. 

The running night shots presented 
their own special problems, since we 
were shooting dialogue all the time, 
often with two cameras. That meant 

that we needed a lot of car mounts that 
could hold a sound camera, the operator 
and an assistant riding a platform on the 
side of the car—whichever side was 
called for. Then we would mount an 
Arriflex with a flat base over the hood 
of the car and get a closeup at the same 
time. Sometimes that camera would 
even pan from one guy to the other in 
the car. 

Now, this meant, of course, that all 
the lighting that we used to produce 
effects tied to the street lighting had to 
be kept out of the camera angles. You 
can light for one camera by itself very 
nicely, but when you are using two 
cameras at different angles—let's say, a 
front camera and a side camera—you 
have to compromise a bit on your 
lighting. 

For effects, we would have one light 
hitting the window frame that would fill 
in the background. There was another 
light beaming through the rear window 
of the car that would represent a vary¬ 
ing source coming from that direction 
and, of course, there was the main light 
source coming in from the front—pre¬ 
sumably from street lights or shop 
window lights. We used about four 
lights representing illumination from 
various directions. Most of these were 
30-volt lights running on large nickel- 
cadmium batteries. The little 30-volt 
seal-beam lamps we used were just like 
standard seal-beam lamps, but smaller in 
scale. They were controlled by little 
solid state dimmers that Frank had 
made up. 

The police car would be towed by an 
insert camera car on which rode the 
sound department, any number of crew 
people, batteries and all sorts of other 
things—because there was already a big 
enough load on the squad cars, which 

had been specially sprung for the pur¬ 
pose. They had also been set up for car 
mounts in the rear trunk looking for¬ 
ward, on either side looking across—plus 
a platform on the front where you 
could ride shooting backwards or across. 
A lot of work was done in advance to 
get all of those mounting situations 
worked out. 

We found in our tests that the sound 
camera rode beautifully on the side 
platform. It could be locked off with no 
difficulty at all. The Key Grip, Marty 
Kashuk, rigged a sort of telescoping 
hydraulic ram, so that we could just 
pump the big camera up to any height 
we wanted, move it around for the shot 
and lock it off. 

We had also discovered in testing that 
when using the Super-grip or some other 
type of mount directly on the hood of 
Continued on Page 1067 

Cinematographer Woolsey adjusting Baby 
10K with Macbeth filter for fill light prior to 
filming of closeup of slum landlord. 
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JUNGLE ADVENTURE 
Scientist turns film-maker to shoot a "docudrama" in the 
Rain Forest of Costa Rica—and finds that he likes it By CHARLES L. HOGUE, Ph.D. 

Before that day I had never touched 
a motion picture camera, but Larry 
Savadove—producer with Alan Lands- 
burg Productions—said, "Don't worry 
about it, these are the greatest cameras 
in the world, and you'll be working like 
a professional in no time at all." Of 
course I didn't believe this, but the 
opportunity to travel back to the trop¬ 
ics and have ample time to investigate 
many of the biological features of the 
tropical rain forest was too tempting to 
turn down. 

I was to be a "New Explorer." "THE 
NEW EXPLORERS” is the name of the 
Television Documentary Series being 
produced by Alan Landsburg Produc¬ 
tions. It consists of a series of one-hour 
films covering the adventures of scien¬ 
tists from all backgrounds who have 
been asked to choose parts of the world 
that are still so isolated from man that 
they are virtually unspoiled and still 
retain their primitive nature. The scien¬ 
tists are asked to live several months in 
these areas and carry on whatever inves¬ 
tigations they feel are worthy and to 
make a film record of the entire experi¬ 
ence. Each explorer is equipped with 
Beaulieu camera equipment and the 
necessary accoutrements of life and of 
his discipline, laboratory equipment and 
so on, so that he may carry on his work 
to the fullest extent possible, yet still 
have time to act as his own cinematog¬ 
rapher. 

The first of the series, produced in 
association with Dr. Theodore Walker, 
was a detailed ecological study of Lake 
Eva, a remote lake located on Baranoff 
Island in the Peril Strait near Sitka, 

Alaska. (See American Cinematog¬ 
rapher, November 1970.) 

I am an entomologist. I am interested 
in all insect life, and the tropical rain 
forest offers the greatest potential of 
any ecological system in the world for 
learning about insect biology. Insect life 
explodes in the rain forest. The majority 
of the world species of insects live here 
displaying innumerable variations on life 
cycles, bizarre body forms and incred¬ 
ible colors, behavior and ecological rela¬ 
tionships. However, because of the diffi¬ 
cult conditions of life and the remote¬ 
ness of most of the jungle areas of the 
world, few entomologists have a chance 
to spend very much time exploring the 
wonders of insect life there. 

I have made a number of trips to 
tropical areas as a part of my work as 
Senior Curator of Entomology at the 
Natural History Museum in Los Angeles. 
I have been fascinated all my life with 
the tropical zone of the world and with 
the great forests that still exist there. 
When I was asked by the Alan Lands¬ 
burg organization for the ideal spot to 
locate another of the New Explorer 
series, a place where one of the most 
curious insects of all is to be found, the 
army ant, I immediately suggested the 
Osa Peninsula of Costa Rica in Central 
America. The Osa Peninsula is still one 
of the wildest parts of Central America, 
and having worked previously in a local¬ 
ity there called Rincon, on the upper 
end of the Golfo Dulce, approximately 
thirty miles northwest of Golfito, the 
main banana port of the country, I 
suggested this as the general location to 
carry on the project. 

More precisely speaking, my home 
and headquarters for the project for the 
next three months was to be a structure 
maintained by the Tropical Science Cen¬ 
ter in a very dense area of uncut forest 
some four miles from the coast. TSC is a 
non-profit organization headed by Les¬ 
lie Holdridge and Joe Tosi, who are 
world-known tropical foresters. The sta¬ 
tion is situated by a small landing strip 
cut from the jungle several years ago as 
a facility for a lumber company which is 
operating in the area. The structure is 
completely surrounded by very heavy 
growth, providing an excellent site for 
research on tropical insects in general, 
and is an especially suitable area for the 
army ants which were to be the subject 
of focus in the filming. 

The rain forest of the Rincon area is 
as fine as any in the world. The some 
two hundred species of giant hardwoods 
making up the majority of the forest 
vegetation have still preserved their pris¬ 
tine appearance, having been but barely 
touched by the hand of man. Logging to 
a limited extent has been carried on in 
the general area, but the effects are 
negligible. Costa Rica is rapidly becom¬ 
ing populated, however, and all the signs 
of encroachment on this area are evi¬ 
dent. When one flies over the forest, 
numerous clearings and cut areas made 
by squatters are noticed. 

Landing at Rincon is like dropping 
out of the sky of the present and 
landing in a primeval lost world of the 
past. The strip is hewn out of the forest 
and from 5000 feet appears like little 
more than a scar on a carpeted living 
room floor. The tropical version of the 

(LEFT) The author operates one of the three Beaulieu R16 cameras furnished to him for filming principal footage of television documentary special 
shot in the Costa Rican rain forest, part of "THE NEW EXPLORERS" series, produced by Alan Landsburg Productions. Dr. Hogue had never 
operated a motion picture camera prior to accepting this assignment. (RIGHT) The real "stars" of the picture. This mass under the inclined log is 
made up of the bodies of tens of thousands of army ants. Such a formation is the bivouac, or temporary nest, of these nomadic ants. 



the tropical heat, and a radio transceiver 
for access to the outside world. There 
are no roads or telephones into the area 
and the communication is otherwise 
through the bi-weekly plane service 
from San Jose, the capital of Costa 
Rica. On Tuesdays and Fridays I looked 
forward to the little Cessna 180 coming 
in and landing in front of the station 
and bringing me my food, mail and 
surprises and taking my recently ex¬ 
posed film so that it could be packed 
and shipped back to Los Angeles. 

Logistics in Costa Rica were very 
ably handled by Sr. Jorge Campabadal 
of the Organization for Tropical Studies 
and to them I owe my survival and 

(LEFT) The nest of a large social wasp (Synoica surinama). The nest is constructed of paper pulp 
made by the wasps by mixing chewed food fiber and saliva. This nest was about four feet long. 
(RIGHT) A fluorescent "black light" tube was operated against a white sheet to attract nocturnal 
insects. The specimens were used both in photography and preserved for scientific study. 

Alaska bush pilot shows no fear on the 
approach which doesn't help in calming 
your own nerves, but you drop into the 
little clearing effortlessly. After the vi¬ 
bration stops at the end of the taxi, you 
open the door and step out into a 
Turkish bath. 

My home in the jungle was a two- 
story wooden affair with a concrete 
floor and adequate room for my provi¬ 
sions and equipment. Upstairs were my 
sleeping quarters. My bed consisted of 
the typical oversize Latin American 
canvas cots on which I placed a natty 
old mattress. Downstairs was my main 
work area, a large room in the center of 
the structure, and the kitchen and 
"bathroom" and in one corner my 
refrigerator, which was always adequate¬ 
ly stocked, thanks to Alan Landsburg 
and AVE Airlines, with sufficient quan¬ 
tities of beer (sometimes pushing the 
film supplies aside, I have to admit) to 
keep the body in functioning condition. 

Meeting the supply plane from San 
Jose was always an adventure and a 
surprise to see what had been sent me 
this day in the way of provisions. In 
that part of the world your support 
seems to have a knack for never quite 
doing the expected or ordained thing. I 
remember one time ordering five small 
packages of salted peanuts and receiving 
instead a week later fifty such packages, 
which, needless to say, lasted for my 
entire stay. I waited an eternity for film 
provisions and actually ran out of film 
one time. 

The company provided me with a 
refrigerator (run on propane gas) in 
which to keep my film reserve cool in 

relative comfort during the weeks of the 
project. 

Although the days are hot and humid, 
at night the air cools off, the humidity 
drops somewhat and it becomes quite 
comfortable. I even had to use a blanket 
at night. Though it was far from uncom¬ 
fortable at the station, not all of my 
visitors seemed completely enchanted 
with the place. Most were amazed not 
to find hordes of mosquitoes and steam¬ 
ing swamps crawling with snakes and 
crocodiles, but there are other hidden 
dangers. To this Larry Savadove can 
attest; he carried an interesting little 
parasite with him when he left me after 
settling me in the station. Three weeks 
later I learned, via my radio, that a 
human bot fly maggot had developed in 
his leg, and he had to undergo surgery 
to have it removed. I developed one 
myself and was able to remove it easily 
using the local native practice by cover¬ 
ing the wound with a piece of bacon 
and squeezing out the maggot the next 
morning after it had festered, but Lar¬ 
ry's companion had grown much larger 
and required surgery to be removed. 
Complications had set in, and he was 
some time recuperating from his initia¬ 
tion to the insect life of Rincon. 

The only real dangers from the area, 
apart from sundry diseases, such as 
malaria, which one might conceivably 
contract, are the snakes. Several species 
of poisonous snakes are known from the 
area, the commonest being the fer-de- 
lance. Individuals of this species grow to 
8-10 feet and have an insidiously over¬ 
sized head bearing fangs an inch or more 
in length. They can inject enough ven¬ 
om into you to bring about your demise 
in short order. Other not-so-friendly 
snakes in the area are the bushmaster, 

The field station structure built by Tropical Science Center at Rincdn, which served as Hogue's 
headquarters and home during nearly three months of isolation from outside world in the dense 
rain forest, which was literally at the back door. The jeep came in by barge and was used late in 
the trip for special filming excursions on the access road to Rincdn. 



(LEFT) With a machete, Hogue's young friend killed this six-foot fer-de-lance one morning in 
front of the station. This species and several other very venomous snakes are found in the'area. 
(RIGHT) The author with a Hercules beetle (Dynastes hercules), which was attracted to a 
mercury-vapor lamp run at night. A tremendously powerful insect, this male forced open the bars 
of a wire bird cage and escaped. 

coral snake, rattlesnakes, and a variety 
of other relatives of the fer-de-lance, 
one of which climbs trees, preferring to 
meet you face to face on the trail. 
Having these fellows in the grass makes 
you think twice before flopping into the 
undergrowth to take a close-up se¬ 
quence of a couple of fighting army ants 
or rushing through the weedy edge of a 
clearing to catch a bird in flight. 

The adventure started like so many 
do in Latin America countries with the 
delays and frustration in getting cus¬ 
toms clearance on the equipment. Larry 
Savadove accompanied me to assist in 
setting up the station, and we sweat out 
a week in San Jose with the customs 
authorities trying to free $10,000 worth 
of gear from hock. By the end of the 
first week we were able to get most of 
our equipment and took off for Rincon, 
however, still without the cameras. The 
Beaulieus were still being held, and for 
several days more I suffered the unhap¬ 
py experience of being in the area 
without a camera; this of course is when 
the action always seems to be at its best. 
As you might guess, on the day of our 
arrival the army ants were swarming all 
over the station, and there we were 
without our cameras. After a few days' 
delay, however, all the equipment ar¬ 
rived, and I was set up and ready to go 
when Larry left. 

My cinema equipment consisted of 
three Beaulieu 16mm (R16) movie cam¬ 
eras, one equipped with a 12.5-75mm 
Angenieux zoom lens, a second with a 
17-68mm zoom lens and a third blank 
turret model specially provided to allow 
attachments of variable close-up lenses. 

Most of the close-up work was done 
with a F/2.8, 40mm Makrokilar lens, 
which proved itself to be the most 
useful of all those provided by the 
company. My cameras were powered by 
standard 500mA Beaulieu nickel cad¬ 
mium batteries, which I recharged with 
a Honda 2000 gasoline-powered gener¬ 
ator. I was also thoughtfully provided 
with mountains of accessories, a large 
part of which turned out to be incon¬ 
venient or otherwise unusable in this 
tropical environment. I'll mention some 
of the items which fit into this category 
as I proceed. 

The interval of my stay at Rincon 
was during the high-point of the dry 
season. But "dry" is a relative term in 
the rain forest. Rain came almost every 
day and towards the end, as the rainy 
season approached, frequently fell in 
deluges. Clearly, timing a filming expe¬ 
dition for the dry season is a requisite 
for working in the rain forest. 

The main problem that a photog¬ 
rapher faces in the tropical forest be¬ 
sides rain is the absence of light. In the 
tropics the sun is as bright as anywhere, 
but its light never reaches the ground in 
forested areas because of the tremen¬ 
dously thick vegetation. The latter not 
only directly blocks out the light rays 
but also absorbs a tremendous amount 
of the reflected ambient light that has 
managed to filter down through the 
upper stories of the forest. I found 
myself constantly fighting this problem, 
and I feel that I succeeded in conquer¬ 
ing it only to a limited extent. 

A majority of the photography with 
which I was involved would be consi¬ 

dered close-up or cinemicrography. The 
light problems here are quite different 
from those encountered with general 
photography of macro-sized objects. In 
the latter case, because of the poor light 
and also because of the altered quality of 
the light—a preponderance of green and 
blue (ultra-violet rays predominating)— 
the photographer can easily go awry in 
his exposure. 

The first solution that comes to mind 
is the adaptation of faster film, but this 
does not always solve the difficulty. The 
faster films such as Kodak 7241, while 
having an ASA 160, produce grainy 
effects and colors easily go awry when 
exposures are really not right on. "Blue 
Days" at the lab are also encountered 
more frequently. It is useless to think 
about artificial light in the forest inter¬ 
ior when one is working practically 
alone. The impossibilities of transport¬ 
ing equipment through the understory 
and even getting it to the remote site in 
the first place are too real to even think 
of bringing in most artificially powered 
lights. Artificial light means artificial 
power also and in addition to the light 
equipment itself there are generators or 
heavy batteries to be transported. When 
you are working in a perpetual sauna 
bath, the very idea of carrying this 
quantity of equipment is ludicrous 
enough to boggle even the mind heavily 

bent by jungle fever. 
Reflectors made with aluminum foil 

or mirrors are practically useless in the 
rain forest for augmenting the light 
supply, since the sun rarely shows its 
face sufficiently to provide the light for 
reflection. 

I came to rely on scheduling my 
photographing activities so that I would 
be able to take the best advantage of the 
natural sunlight that was available dur¬ 
ing the day. Much of each day was lost 
because of cloud cover; rain is synony¬ 
mous. The jungle thrives on rain, and 
rain is a part of almost every day. It 
rains around two hundred inches a year 
at Rincon, and rain means clouds and 
clouds mean no sun. I found that the 
late hours of the morning or noon hours 
were often best for general work, be¬ 
cause the sun was able to penetrate the 
forest at this time and rain was less 
common. Also, curiously, a very good 
time of the day for photography was 
just before sunset. There is no twilight 
in the tropics, and the sun goes down 
with a thud, but just before the end of 
the day there are frequently clear skies 
and the sun slips in on a steep angle 
between branches of the trees and illu¬ 
minates the interior of the forest often 
in dramatic ways. The lower angle of 
the sun tends to emphasize shadows, 
and some of the nicest effects can be 
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(LEFT) Closeup stills shot in the forest shade required the use of strobes. The author used a balanced double-strobe arrangement—one to provide 
highlight, the opposite for filling shadows. (CENTER) A butterfly common to the area. It has two tails on the hind quarters of the rear wings which 
move when the butterfly is at rest. The tails mimic the antennae and probably attract the beak of a bird away from the head end. (RIGHT) Just 
south of Rincdn on the coast was a stand of mangroves, a favorite haunt of many birds and other animals. 

(LEFT) From the air, the forest canopy appears as a continuous carpet of deep green velvet. Over 200 species of trees are found in the area. 
(CENTER) One of an endless variety of paper nests of social wasps found in the American tropics. A telephoto lens is useful for filming closeups of 
these potentially dangerous subjects. (RIGHT) "Set" made by Hogue for photographing live insects. The covering of screen prevented the escape of 
the specimens and closeups could be taken through the front against artificial backdrops at the back or with the out-of-focus forest in the 
background. 

(LEFT) One of the "poison arrow" frogs (Dendrobates auratus)—so-called because glands in the skin have been used by the Indians to make poison 
for tipping arrows and blow-gun darts. (CENTER) Hogue following a bird in flight with Beaulieu R16 camera. (RIGHT) "88's". A butterfly with a 
color pattern underneath in the form of the number eighty-eight. They were common near the station building. 

obtained by working at that time of the 
day. 

Nevertheless, though I was able to 
work around some of the weather prob¬ 
lems, I could hardly say that lighting 
conditions were even adequate most of 
the time and I spent a considerable 
amount of energy and verbiage swearing 
in the direction of the sky, hoping to 
dislodge the clouds from the face of the 
sun but was seldom successful. Shooting 
in the interior of the rain forest is 
something like taking pictures inside of 
a giant animal. The forest literally swal¬ 
lows you up, and you seem to be doing 
everything from the inside rather than 

from the outside. Seldom are you able 
to get back far enough from a tree or a 
branch or some object to impart per¬ 
spective and many times to even include 
more than a small portion of the sub¬ 
ject. 

However, working on the macro-level 
was only a small part of the job. 
Because the insects were the main sub¬ 
ject of the film, I was involved in 
close-up procedures the majority of the 
time. Suitable lighting here also present¬ 
ed the greatest problem to success. 
Never was I completely satisfied with 
any of the methods or equipment avail¬ 
able to me. Shooting with straight sun¬ 

light was possible part of the time, but 
it meant coaxing the insect out into the 
sunlight, which is contrary to the char¬ 
acter of rain forest species. Most of 
these creatures of the forest love the 
shadows or darkness and seldom do you 
find them displaying themselves in the 
open sun where they can be photo¬ 

graphed. Even where sunlight was avail¬ 
able it was still inadequate for small 
apertures, and still other field problems 
then came into play. 

I have found it always advisable to 
use artificial light with close-up insect 
photography. I have had a fair amount 

Continued on Page 1042 
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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 ibs. 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 

16mm FOR TELEVISION? 
Continued from Page 1001 

impression of verisimilitude. This is be¬ 
cause today's audience is familiar 
enough with photography to recognize 
the effects of having to photograph a 
subject under conditions which cannot 
be controlled. Shortcomings such as 
improper balance in lighting or unsteadi¬ 
ness are taken as implying that the 
cameraman was having to catch the 
event as best he could rather than being 
able to control it and this, therefore, 
increases the sense of the event's reality. 
The same applies to a relatively grainy 
or contrasty image such as one may get 
with 16mm on television. This aesthetic 
element is sometimes acknowledged by 
studio cameramen who, in order to 
achieve a kind of harsh realism, deliber¬ 
ately create effects associated with doc¬ 
umentary photography. 

Unless a television series or dramatic 
program is intended to have the texture 
of a documentary, the image quality of 
16mm will probably be detrimental to 
the success of the show. Economic 
considerations may tempt a producer to 
shoot in 16mm, but he must be willing 
to accept the reduced image quality as 
the trade-off for lower costs in produc¬ 
tion. An independent producer making 
a program for syndicated television may 
be willing to make this sacrifice since, in 
order to show a profit, a syndicated 
show must be produced for much less 
than the cost of a network show. In 
some cases, a syndicated show is pro¬ 
duced in 16mm and distributed in the 
form of conventional 16mm composite 
prints. 

A few years ago, Robert Stabler 
demonstrated that 16mm reversal film 
could be used successfully for a syndi¬ 
cated series. His “DEATH VALLEY 
DAYS” was on the air in 16mm color 
film for six seasons. He employed ECO 
film as the shooting stock, cut his 
original in A and B rolls, made a 16mm 
dupe and release prints on color posi¬ 
tive. The quality—while still below net¬ 
work standards—was the best that has 
ever been achieved in this system. His 
success was undoubtedly due to intelli¬ 
gent planning, use of selected lenses, 
skillful cinematography by such experts 
as Ernest Bergholz and Irving Lippman, 
liberal use of close shots and selection 
of clean-air locations. Other 16mm Hol¬ 
lywood-made series, produced more re¬ 
cently, have been dismal failures be¬ 
cause the producers did not follow the 
example set by Mr. Stabler. 

At the present time, there is no 
regular television series (i.e. non-docu¬ 
mentary series) being produced in 
16mm for network television in the 
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models, we continue to be the leader in repairs and 
servicing. It is risky to trust your valuable lenses in 
the hands of less qualified people. Don't risk costly 
delays and less-than-perfect workmanship. Save time 
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Manios, for a free estimate today. Also, ask for a 
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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 

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 — 
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Prices start at: 
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FILMKRAFT SERVICES 
Dept. A 

6850 Lexington Ave., Suite 217 
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(213) 464-7746 
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United States. 
It might seem that the best solution 

would be to make second-generation 
reversal composite release prints for a 
syndicated show produced in 16mm. By 
eliminating the internegative stage, this 
procedure would seem to offer a means 
of obtaining acceptable image quality 
for television from a 16mm original. 
There are several drawbacks to this 
approach however. First of all, it is 
more expensive than printing from an 
internegative for anything more than 
four or five release prints. Secondly, it 
involves a much higher risk, since the 
original material is used in making each 
release print. Moreover it produces re¬ 
lease prints with a non-standard emul¬ 
sion position, which can create prob¬ 
lems if commercials must be spliced into 
the print. Another obstacle is the inade¬ 
quacy of the sound quality. 

In Japan and England, 16mm East¬ 
man Color Negative (type 7254) is used 
for television production, and release 
prints are made directly from the cut 
originals. In Japan not more than five 
prints are made for each show, but in 
England sometimes as many as 50 prints 
may be made for a given show. This 
approach is not used in the United 
States for several reasons. First of all, 
16mm Eastman Color Negative type 
7254 has an unfavorable image-to-grain 
ratio in comparison to the reversal films, 
since the emulsion for Eastman Color 
Negative was designed for 35mm use 
and the individual grain represents a 
greater percentage of the picture area in 
16mm than it does in 35mm—the grain 
size being constant and the 35mm frame 
being almost six times the area of the 
16mm frame. 

Secondly, because of this unfavor¬ 
able image-to-grain ratio in 16mm, it is 
not possible to make a satisfactory 
16mm dupe negative from a 16mm 
color negative. The producer of a televi¬ 
sion show in the United States needs to 
be able to make high-quality duplicate 
negatives for protection, for subsequent 
syndication, and for export. Even with 
the new Color Reversal Intermediate 
(CRI), type 7249, it is not possible to 
make a high-quality dupe negative from 
a 16mm negative, whereas it is possible 
to make an excellent 16mm reduction 
dupe negative from a 35mm negative by 
direct reversal using this same CRI 
material. Moreover, 16mm negative film 
is very delicate mechanically, and the 
inevitable tiny scratches and abrasions 
that occur during negative cutting show 
up as objectionable white screen defects 
when the print is projected. Splices also 
present a problem, since the frameline 
in 1 6mm is merely a line of demarcation 
between adjacent frames. Screen evi- 
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(LEFT) Cast and crew of "MOONCHILD" filming in Reception Room area of the historic Mission Inn Hotel, Riverside, California. (RIGHT) Tom 
Ackerman films slate for shot of Victor Buono, while Les Rumsey watches camera speed indicator. Writer/Director Alan Gadney is in foreground. 

THE WRITING AND DIRECTION OF 

A group of former U.S.C. Cinema students and U.S. Air Force 

_ veterans pool their talents to create a lush first feature 
By ALAN GADNEY 
Writer/Director 

On the screen, MOONCHILD is the 
story of a reincarnate—a young man 
who is forced to repeat his life every 
twenty-five years. In this version he has 
come back for the seventh time (as a 
1920 art student) destined once again to 
replay the bizarre chain-of-events which 
had originally entrapped him. 

Behind the screen, MOONCHILD is 
the story of a small band of filmmakers 
who, to date, have played out two lives 
on two pictures—the first one as cinema 
students at the University of Southern 
California—and the present one as new, 
young professionals. 

Actually, the history of MOON¬ 
CHILD began in our "Student Life" 
with WEST TEXAS—that is, the associa¬ 
tions began there—Dick Alexander as 
Producer, Emmett Alston as Cinematog¬ 
rapher and I, Alan Gadney, as Writer- 
Director. And this association (and 
training) carried through WEST TEXAS, 
through the long, intervening "project 

years", and on to the present—MOON¬ 
CHILD. 

In brief, WEST TEXAS was an hour- 
long, 16mm color, Western drama—one 
of the largest projects to be made at the 
U.S.C. Cinema Department. We con¬ 
structed an entire Western farm set, 
complete with authentic sod house and 
corral, on location near Riverside, Calif¬ 
ornia (and actually not very far from 
the Mission Inn where we were to shoot 
MOONCHILD several years later). 

To bring in WEST TEXAS on a 
non-budget, we borrowed film, proces¬ 
sing, props, a stable of horses and riders, 
nine antique automobiles, and a 32- 
piece orchestra—and we made the entire 
project for a little over $5,000 out-of- 
pocket. Practice makes filmmakers—and 
evidently all practiced their filmmaking 
well, because last summer MOON¬ 
CHILD was produced with many of the 
original crew members from WEST 
TEXAS — Moonchild's editor, Jack 

Conrad; assistant editor, Sandra Conrad; 
costume designer, Jane Alexander; and 
cameraman, Doug Knapp, among others. 
In all a dozen former (and some cur¬ 
rent) U.S.C. Cinema people were 
included on MOONCHILD. 

As a rewarding footnote to our 
"student days", WEST TEXAS has gone 
on to become one of the most honored 
featurettes ever produced at U.S.C. To 
date the film has won 27 national and 
international film festival awards, 
including our most recent, the French 
National Cinematography Cup at 
"Little” Cannes. 

MOONCHILD, itself, while a com¬ 
pletely independent and professional 
venture, will also double as a thesis film 
for producer Alexander and myself— 
actually, the first professional feature 
length theatrical film to be given direct 
thesis credit by U.S.C. Cinema. So, like 
the reincarnate Moonchild of our 
drama, we are all very much tied to our 
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(LEFT) Courtyard view of Mission Inn Hotel, showing "Famous Writers' Row" (of rooms). Baroque Spanish Gothic architecture of the famed 
hostelry formed a perfect background for movie melodrama. (CENTER) The crew filming in the Chapel Patio of the Inn. (RIGHT) Setting up to 
shoot one of the surrealistically bizarre flashback sequences for "MOONCHILD", an off-beat original screenplay by the author dealing with a theme 
of reincarnation. 

(LEFT) Colorful characters William Challee (Alchemist) and Frank Corsentino (Homunculus) lurk in the tower of the Inn. (CENTER) Gadney 
(foreground) conducts final rehearsal before filming of the ambitious Inquisition sequence. (RIGHT) William Challee as the old Alchemist being 
tortured on the rack by black-hooded figures during shooting of the Inquisition sequence. Lavish costumes and props add much production value to 
the film. 

(LEFT) The "Moonchild", Mark Travis, walks through fog down Mission Inn "catacombs" corridor, while director of Photography Emmett Alston 
shoots the scene with Arriflex 35mm camera. (CENTER) Doug Knapp and Tom Ackerman (left) discuss angle for upcoming scene in Reception 
Room area of the Inn. Actors Pat Renella and Mark Travis are at the desk. (RIGHT) Silhouetted against an evening sky, the towers of the Mission 
Inn seem mysterious and forbidding. 

(LEFT) Pat Renella, as Hotel Manager, grabs Moonchild Mark Travis around the neck during rehearsal of evening meal sequence. Victor Buono, out 
of costume, is at left. (CENTER) Cast, which included John Carradine and Victor Buono (left) takes a break between camera set-ups. 
"MOONCHILD" was a labor of love and dedicated cast and crew worked long hours in extremely high temperatures without complaint. (RIGHT) 
Victor Buono and Pat Renella, as "Church and State", battle it out during end of Inquisition sequence. Operator Tom Ackerman lies on floor with 
Arriflex, while Director Alan Gadney and Grip Les Rumsey pull him in circle to follow the movement. 



past... at least until we get our 
thesis . . . 

The story of MOONCHILD was de¬ 
veloped with the MISSION INN HOTEL 
in mind; sort of a case of a script being 
written to match a setting—and in this 
case, quite a bizarre setting at that. Now 
a state historical site, the Mission Inn is 
a towering, sprawling six-story labyrinth 
of Spanish gothic architecture spreading 
over an entire city block of downtown 
Riverside. It has hundred-year-old stair¬ 
ways which lead nowhere, stained glass 
windows by Tiffany, lush vine-draped 
balconies, a Spanish altar hand-carved in 
gold-leaf, man-sized clock figures revolv¬ 
ing above the central fountain-patio, 
strange Asiatic gargoyles hidden about, 
and dark catacomb tunnels which wind 
throughout the basement—a rather per¬ 
fect setting for a film about the super¬ 
natural we thought. . . . So, I wrote 
MOONCHILD to match the Mission 
Inn—the student is drawn back into this 
strange old mission (now a hotel) and 
forced to repeat his original life as an 
18th century acolyte priest accused of 
various crimes against both church and 
state. This all leads to a massively 
bizarre inquisition and from there races 
into the surreal. 

When we moved into production, the 
occult atmosphere of the Mission Inn 
captured the entire cast and crew. We 
lived right in the hotel itself, in the 
movie setting, and in the mood of the 
film. And from this sealed environment, 
we left only briefly for two outside 
locations—the exterior of the hotel for 
the opening and closing scenes, and a 
desolate mountain top for the ending 
chase; both about ten minutes away in 
opposite directions. The rest of the 
picture is virtually the Mission Inn with 
its endless variety of settings. 

In the hotel we had more props 
available than the MGM back lot- 

antiques which belonged to the hotel 
museum. Furniture, paintings, sculp¬ 
ture, tapestries—it was like a gigantic 
treasure hunt. The actors would suggest 
props for their sets . . . "Alan, I feel I 
need something here to put my arm on. 
Now I just happen to have seen this 
gargoyle down in the catacombs last 
night and . . And we would go down 
in the freight elevator and get the 
gargoyle . . . We actually dressed the sets 
to match the actor's blocking. 

Script changes were the same way. 
Although I had a fixed script, we were 
very flexible with the dialogue, adapting 
it as the characters developed during 
rehearsal. We rehearsed on location right 
in the standing sets themselves, working 
around the gaffing and set dressing 
crews. In the two weeks before last 
summer's production, the old Mission 
Inn was a beehive of actors and crew. At 
night I would quietly retreat to my 
room, a large, dome-like affair with a 
round red bed in the center, and touch 
up various scenes to accommodate the 
day's adventures. 

The entire communal spirit of the 
project was something I can't say 
enough about. It was a joy. And it had a 
tremendous effect upon the eight actors 
of the drama: Victor Buono, John 
Carradine, Bill Challee, Janet Landgard, 
Pat Renella, Mark Travis, Frank Corsen- 
tino, and Marie Denn. For them, living 
and working in the same location was 
strongly reflected in their performan¬ 
ces—they became their parts. It was like 
living a play life in a closed setting. 
Victor told me that even though we had 
only been shooting for a little over three 
weeks, he felt as though he had been 
traveling with this repertory company 
for six months. 

The crew had the same feelings. Rick 
Alexander, our prop master, scouted the 
hotel from top to bottom, all six stories 

—breaking into rooms which had been 
closed for years in search of bells, 
books, and candle-holders. Emmett Al¬ 
ston (Director of Photography), Tom 
Ackerman (Operator) and I would walk 
the hotel mornings, evenings, and week¬ 
ends, looking for camera angles which 
we had not yet utilized—and the variety 
was endless. Our only limit was the time 
to get them all on film. 

During several exterior rooftop chase 
sequences, I used two Arriflex-35 cam¬ 
era crews shooting in different locations 
at opposite ends of the hotel—but with 
the same two actors. This way I could 
save time filming with one crew while 
the other was setting up, and vice versa. 
This worked extremely well with the 
daylight chase material, since the action 
was simple and primarily graphic in 
content. When we ran the actors 
through the inside hallways and stair¬ 
cases, Emmett filled in with sun-guns 
and photo-floods—especially down in 
the basement catacombs where he sim¬ 
ply screwed the photo-floods into the 
overhead light sockets which were reces¬ 
sed up in the rough brick ceilings. The 
spotty lights with an occasional flare 
gave just the right bizarre-horror mood 
to the winding tunnels. 

Outside we shot quite a bit of the 
chase through the stained-glass win¬ 
dows, with some rack-focus from the 
foreground window images to the girl 
and boy running in the background. 
This gave us several interesting color and 
prism effects which cut in well and 
sparked the chase. 

Another exterior portion of the 
MOONCHILD chase was photographed 
on a gigantic swirling stone staircase— 
but had to be filmed without the usual 
daylight correction filters because of a 
lack of sunlight fill at the bottom of the 
huge rotunda. However, this bluish 
(day-for-night) quality added greatly to 
the strange overall effect. Later, in the 
lab color correction process, we began 
to slowly crank in red for the "ap¬ 
proaching dawn" as the runners reached 
the top of the stairway and broke for 
the desolate mountain top. The timer 
continued to increase the red intensity 
so that at the point of the Moonchild's 
very bloody death, the screen becomes 
very bloody red. Then as the various 
characters realize their mistake in killing 
the boy (they will all have to wait 
another quarter of a century), the color 
quality changes to that of a cold, 
overcast, and very sad new day. 

Movement of the sunlight caused 
some interesting problems on the Chap¬ 
el Patio, a small confined area where the 
ornate walls rose three and four stories 
straight up. Since we shot on the patio 
for one entire day, dawn to dusk, we 

(LEFT) Writer/Director Alan Gadney and Director of Photography Emmett Alston watch 
rehearsal of a scene for "MOONCHILD". (RIGHT) Shooting on the patio of the Mission Inn 
Hotel, Gadney gives instructions to Camera Operator Doug Knapp, while actor John Carradine 
waits at right to do his scene. 



(LEFT) Doug Knapp operates Mitchell BNCR camera for breakfast-eating scene of Victor Buono and Pat Renella on rooftop patio of the Inn. 
(RIGHT) Cast and crew shooting on roof of Mission Inn, which overlooks downtown Riverside. Gadney follows script, while boom operator Bill 
Blaylock picks up sound with the microphone. Most of the sound was so good that it did not require post-dubbing. Overall technical quality of the 
feature is first-rate professional. 

had to keep shifting our action to 
accommodate the shifting shadows. It 
was like a gigantic game of hide-and- 
seek. In fact, when we came back from 
lunch to find our previously brightly lit 
chapel door now completely in the 
dark, I had to do a quick bit of 
unexpected restaging of the entire rest 
of the sequence. Fortunately, I could 
reblock the action and punch in for 
close-shots to cheat us back out into the 
sunshine. 

Emmett's largest lamp for the pro¬ 
duction was a "Senior" and so we were 
quite limited when it came to filling in 
large shadow areas such as on the patio. 
Inside, his gaffing of the massive "Inqui¬ 
sition Chamber" was sheer magic. He 
kept moving the one Senior, four Jun¬ 
iors, and six baby lamps as the action 
itself moved. (Most of the blocking for 
Victor Buono and the twenty-four play¬ 
ers and extras was restricted to one end 
of the chamber, the judgement bench, 
where the lighting was to also be quite 
low key. This sort of staging helped 
Emmett out considerably.) 

The sound crew stripped just about 
every bed in the hotel of their mattres¬ 
ses and stacked them outside all the 
windows of the inquisition room to 
block off traffic noise—and the padding 
worked great—although passersby on 
the street must have figured the Mission 
Inn folk had either gone crazy or were 
dabbling in some strange new art hap¬ 
pening. The mattresses held out the 
noise but also held in the 120-degree 
Riverside summer heat. 

Heat proved to be one of our biggest 
problems. We fried on the "Mountain 
Top" and baked in the "Inquisition". 
The sun was so intense for one outside 
eating scene that the fruit on the table 
top wilted. And in the "Alchemy Cham¬ 

ber", a small red brick and stained glass 
room enclosed dead center in the hotel, 
(with little air conditioning), the combi¬ 
nation of dry heat and carbon dioxide 
build-up left several crew members 

drained to the point of exhaustion. 
Several large fans and the hotel air 
conditioning did help at times, but in 
the Alchemy Chamber, there was noth¬ 
ing left to do but rehearse in the dark 
and take frequent fresh-air breaks. 

The majority of MOONCHILD was 
shot with a Mitchell BNCR and Arriflex- 
35 locked to tripod and dolly. However, 
near the end of the story, as the 
"Inquisition" sequence reaches a cli¬ 
max, I needed to show the characters 
going berserk and fighting amongst 
themselves, allowing the boy and girl to 
escape. So we opted to go hand-held for 
the "Inquisition Freak-Out" and subse¬ 
quent escape from the mission—and the 
effect was right-on. Emmett added a 
touch of purple gel to the key lamp and 
it took the Mission-Madhouse right 
over into the surreal. 

Throughout the film, Jack's fast cut¬ 
ting added greatly to the overall cine¬ 
matics. Early in the piece we establish a 
technique of quick cut flashbacks 
which begin to show off the student's 
"deja vu" mental process of thinking 
that he has been to this old mission 
some time before. These flashbacks (ac¬ 
tually they flash forward to events 
which are coming) pay off in the inqui¬ 
sition and bring together the end of the 
drama. 

Ever since I first saw "EXTERMI¬ 
NATING ANGEL" and "ORPHEUS", I 
have been fascinated with the surrealist 
films of Bunuel and Cocteau. In MOON- 
CHILD I wanted to combine this dream¬ 
world with elements of the supernatural 
(specifically the fields of astrology and 

alchemy) into a sort of occult-fantasy 
drama. (In some respects, MOONCHILD 
becomes more an allegory, even an 
absurdist-satire—especially as the film 
progresses and the Moonchild is drawn 
back into the bizarre events of his past.) 

Emmett and I discussed how to bring 
this theatricality to the screen in terms 
of color, light, sets and costumes. With 
Jane Alexander, our costume designer, 
we settled on increasingly loud, primary 
colors with sharp lighting and exaggerat¬ 
ed make-up: Homunculus has only one 
side of his face developed, the other half 
is blank (for he is only half a man). The 
monks in the inquisition have red and 
blue faces, depending upon whose side 
they are on—church or state. 

The extreme characters and dialogue 
of the drama also express this insanity- 
after all, none of them are real anymore. 
They all have to wait in limbo until the 
Moonchild comes around so that they 
can perform their little psycho-drama 
upon him in hopes of redemption. And 
so far, they've been through this same 
inquisition a total of seven times in the 
last one-hundred-fifty years ... I think 
this sort of waiting would make any¬ 
body a bit extreme . . . 

On the screen, as the film ends, the 
characters have to wait it all out again— 
the Moonchild loses and has to come 
back a quarter of a century later for try 
number eight. Meanwhile, behind the 
screen, we don't have to wait—we can 
go right on to number three ... ■ 

LIGHTING AND 
PHOTOGRAPHING 
"MOONCHILD" 
By EMMETT ALSTON 
Director of Photography 

Alan Gadney (Writer-Director of 
Continued on Page 1056 
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JUNGLE ADVENTURE 
Continued from Page 1035 

of experience taking still pictures of 
insects prior to my introduction to the 
movie camera and learned very early 
that a strobe auxiliary is an absolute 
requirement for all close-up work, even 
when the subject is in full sunlight. 

Photofloods are no solution. They 
are difficult to set up, and the heat 
emanating from the lamps quickly 
cooks the subject or so radically alters 
its behavior that the photographs are 
worthless as a record of the insect's 
normal activities. Photofloods also re¬ 
quire a heavy power source, and this is 
not convenient in working in the humid¬ 
ity of the forest. What is needed is a 
lightweight easily-charged portable 
stroboscopic or high-intensity light simi¬ 
lar to a stroboscopic light. These can be 
attached to the camera and will always 
be in place and ready to allow the 
photographer complete control over 
lighting. Smaller apertures then can be 
used and depth of field maximized. 
Insects are never (or seldom) coopera¬ 
tive in having their picture taken, and 
their very slight movement can throw 
them out of focus. The more depth of 
field that a photographer can get, the 
better. 

To circumvent some of these light 
problems with close-up work, I devised 
ways of confining the insect subject so 
that I could direct sunlight on it in the 
desired way. This meant designing and 
constructing cages which could be used 

as a movie set. My first successful 
innovation in this respect was a “cage 
set" which I made on an old table, 
found in the station. I covered it with a 
half-cylinder of screen wire, Conestoga 
wagon fashion, leaving the front and 
back open. At the front the camera was 
brought in and at the rear various 
artificial backgrounds placed or left 
open so that the natural forest back¬ 
ground in the distance could provide an 
out-of-focus backdrop. The reason for 
having a cage is to prevent the insect 
from escaping while you are working 
with it. The sun's heat and light both 
stimulate the activity of rain forest 
insects and their first reaction is to 
escape. Being in the cage set they were 
not able to fly away, and I could 
quickly remove them from inside of the 
cage where they would land and place 
them back on the substratum. Using this 
methodology, I was able to work in the 
full sunlight and thus have a maximum 
light. 

Unfortunately, however, the main 
insect actor in the film, the army ant, 
was not adaptable to this procedure. 
Army ants are incredible creatures of 
the rain forest and have been the subject 
of many sensational but fictional ac¬ 
counts of their voracity. They are dis¬ 
played as horrendous, giant, crawling 
ants that spread over the forest floor by 
the millions, stinging and biting, and 
killing any living animal in their path. 
This aspect of, the biology of the army 
ants has been grossly exaggerated—and 
thank heaven, because attempting to 
photograph them were this the truth 

would be a little too much to ask of any 
biologist-cinematographer, however ded¬ 
icated. 

Much of my time was spent in 
locating the ants. They are not abun¬ 
dantly common and finding a colony is 
difficult. The best way is to walk the 
trails or along the stream beds which 
run through the forest. Fortunately at 
Rincon there were a number of native 
trails and small streams that I used in 
this manner. Eventually, during a day's 
scouting, if enough miles are covered, 
the searcher will stumble across a 
column of these ants. These columns are 
connecting links between the raiding 
party of swarming ants at one end and 
the main colony at the other end. 
Unlike most other ants these have no 
permanent place of abode and alternate¬ 
ly move from one locality to another 
depending on the stage of development 
of immatures in the colony. During one 
period of two to three weeks, the 
colony remains stationary at night, tak¬ 
ing the form of a huge mass of inter¬ 
twining bodies, secreted in a well-pro¬ 
tected place, usually underneath a fallen 
log. This mass is called a “bivouac," an 
analogy to the human military counter¬ 
part. Following the stationary phase, 
the entire colony moves to another 
locality, each day migrating through the 
forest, and a new bivouac is made each 
night in a new place. This migratory 
phase lasts a period of time approxi¬ 
mately equivalent to the previous phase. 

During both stationary and migra¬ 
tory phases each day a raiding party, or 
swarm of ants, emanate from the biv- 

(LEFT) In the morning, clouds of mist hang over the forest. The same effect is seen after a heavy rain, when the moisture rises from the vegetation 
and condenses in the cooled air. (CENTER) A leaf-cutter ant (Atta). The workers of these ants cut semicircular pieces of leaf with their sharp 
mandibles and carry them back to the nest where they are made into a mulch on which grows a special fungus that forms the diet of the colony. 
(RIGHT) Hogue used the 40mm Macro-kilar lens on the Beaulieu for all close-up work. Most subjects were sufficiently enlarged without the need for 
additional closeup tubes. 

(LEFT) The cecropia tree is a characteristic tree of the American tropics. The species favors the edges of clearings and rivers where the sunlight is 
intense. (CENTER) An army ant trail crosses a dry stream bottom. Following the rapidly moving individuals requires a steady position and constant 
focal distance, which can only be maintained by hand-holding the camera. (RIGHT) The Centrolenella, a tree frog with a transparent belly. Through 
the stomach skin the heart may be seen pumping blood into the also clearly-visible blood vessels. 



(LEFT) The medium-sized and small workers of the army ant attack other insects. The katydid shown here is a favorite prey. After it is killed by the 
stings of its attackers, it is dismembered and the parts are carried back to the bivouac. (RIGHT) Face to face with an army ant. This fellow is a major 
worker or soldier. He uses his sting and ice-tong jaws to discourage enemies. 

ouac for the purpose of catching and 
gathering prey. The prey consists of 
small insects that live on the forest floor 
and the lower branches of the vegeta¬ 
tion, insects such as grasshoppers, katy¬ 
dids, cockroaches, spiders, and so on. A 
favorite food of the army ant at Rincon 
were the larvae and pupae of paper 
wasps. The ants raid a wasp's nest and 
rob it of all of its juvenile occupants in 
just a few minutes. The adult wasps flee 
in terror and if they attempt to ward off 
the attackers are stung and instantly 
killed. 

This is the personality of the actors 
with whom I was to work. How do you 
resolve the problems of producing a film 
with a subject like this? A subject 
which, number one, lives in a remote, 
inhospitable place, where temperatures 
and humidities are high. Two, which are 
very tiny. Three, which move with great 
rapidity and agility in and out of focus, 
in and behind obstructions and over a 
wide area. And four, to be photo¬ 
graphed by an inexperienced camera¬ 
man. 

The biggest step towards surmount¬ 
ing these barriers is to choose the right 
camera. In my opinion the Beaulieu 
R16 made it possible for me to do what 
had to be done to make this film. 
Several features of the Beaulieu adapted 
it for work in the hot, humid climate. 
First, is its light weight. Very shortly 
after my indoctrination to photography 
in the rain forest I had myself stripped 
down to the very barest minimal para¬ 
phernalia. Nearly always it was neces¬ 
sary for me to carry everything I was 
going to need for a day's shooting on 
my back and hike through the forest 
some distances; I could tolerate no 
extravagances. Eventually I worked 
practically all the time with just one of 
the cameras and interchanged the lenses 
between the most powerful zoom and 
the close-up 40mm Makrokilar. Carrying 

two cameras, one for close-up and one 
for macrophotography presented an im¬ 
possibility as far as I was concerned. 
The Beaulieu is a very compact and 
reasonably small camera, and it fits 
usually into a pack or is easily hand- 
carried directly or when mounted on a 
lightweight tripod. When you are sweat¬ 
ing like a pressure cooker and baking in 
the sun like a pig on a spit, you try to 
keep your metabolism down to a mini¬ 
mum and every pound to be carried is 
important. The less weight you are 
carrying on your back and the fewer 
items you have to bother with, the more 
time you can pay to the job at hand and 
also keep a necessary eye out for a 
ten-foot fer-de-lance or other trail com¬ 
panion who might bring an abrupt end 
to all of your worries. 

My normal field pack for a day's 
outing consisted of my camera, usually 
carried affixed to a lightweight Japan- 
ese-aluminum tripod (Slick), a supply of 
both fast and slow-speed films (usually 

about a thousand feet), my spot meter, 
four or five extra batteries for the movie 
camera, a 22 cal. pistol loaded with dust 
shot (one or two slugs for big emergen¬ 
cies), my snakebite kit, and some plastic 
bags for carrying back insects to serve as 
subjects for controlled photography 
later. 

The smallness of the army ants re¬ 
quired the close-up lenses and, above all, 
through-the-lens viewing which the 
Beaulieu has. The field of view is very 
bright also and this becomes an impor¬ 
tant factor with the poor lighting in the 
forest. The rapidity with which the 
lenses can be changed, batteries re¬ 
placed, speeds controlled, and film load¬ 
ed, all make for tremendous versatility 
—and versatility is the most important 
of all of the requirements of a tropical 
close-up camera in my opinion. 

The army ants move with incredible 
speed. Their swift jerking movements 
when running and attacking prey are 
Continued on Page 1060 

Hogue at the work table in the station. A transceiver radio (right rear) was used to keep in touch 
with the outside world. The objects hanging on the wall at left are bird nests woven of moss and 
roots by a species which suspends its nest from aerial roots dangling from trees. 



MONTHLY SPECIALS 
Eclair ACL demo w/crystal motor, 2 magazines, battery, charger, 
power cable and case   $5700.00 
Demonstrator Uher 1000N recorder, pilotone, battery charger, 
microphone and case   785.00 
Used High Speed Eclair — 400 ft. magazine and cable . . . 2500.00 
Used Eclair NPR, 2 magazines, motor and case .    3995.00 
Used Auricon Conversion, optical amplifier and case wired fof 
magnetic  1200.00 
Used Compact Eyemo with 1” Cooke    275.00 

All items subject to prior sale. F.O.B. N.Y.C. 

camera service center, inc. 
625 West 54th Street, New York, N.Y. 10019 (212) PL 7-0906 

THE REEL WORLD 
KNOWS THE DIFFERENCE! 

Reel perfection is a GOLDBERG tradition! 
Depend on us for reel quality! 

• 8mm & Super 8mm Reels in steel, 200' to 2000'. 

• 16mm Reels in steel, plastic and sheet aluminum. 

• 8mm & 16mm cans in steel and plastic. 

• Shipping Cases in fibre and plastic. 

• Split Reels in steel and aluminum. 

• 35mm & 70mm Reels in steel and aluminum. 

dence of splices may be eliminated by 
the use of A and B roll printing, but this 
type of printing results in reduced out¬ 
put and is, consequently, more expen¬ 
sive. It is worthy to note, also, that in 
England, the TV system utilizes a 625- 
line structure (as compared with 525 
lines in the United States) so that a 
16mm image will be displayed with 
higher quality. 

Given the film stocks and laboratory 
processes available today, it is not possi¬ 
ble to produce a network television 
show in 16mm with an image quality 
which is competitive with that of shows 
produced in 35mm. Whether or not 
16mm will become the predominant 
medium for television production in the 
future depends on several factors. 

First of all, there is the possibility 
that a totally electronic system will 
replace film altogether as the produc¬ 
tion medium for television. Shows are 
currently being produced and broadcast 
entirely on videotape with great success, 
but the cost of converting to the use of 
videotape on an industry-wide basis 
would be astronomical. Undoubtedly, as 
more videotape production facilities be¬ 
come available, more and more produc¬ 
tion work will be done with videotape 
rather than film, but it is difficult to 
predict the rate of this conversion. 

Even to convert to 16mm production 
on an industry-wide basis would require 
substantial investments in equipment 
and facilities, but the main obstacle to 
the adoption of 16mm as the produc¬ 
tion medium for television is the ab¬ 
sence of an entirely satisfactory set of 
film stocks. There is also an additional 
factor which must be considered in 
speculating about the use of 16mm for 
television production. The primary at¬ 
traction of 16mm is the lower cost of 
rawstock and processing as compared to 
35mm. Sixteen millimeter rawstock will 
always be less expensive than 35mm 
rawstock, but laboratory costs depend 
on a variety of factors. The prices for 
16mm processing are a reflection of the 
fact that 16mm has primarily been used 
for educational film production in 
which as many as 3,500 release prints of 
a picture may be made over a ten-year 
period. A laboratory can afford a loss in 
the processing of originals and dailies 
and in the making of a 16mm first trial 
print if it is later going to make hun¬ 
dreds or thousands of release prints. 
Thus, the cost of the front-end labora¬ 
tory work on a 16mm production can 
be spread out over the life of a picture. 

The labor which goes into the mak¬ 
ing of a first trial print, for instance, is 
by far the most expensive laboratory 
operation, and it is the same regardless 
of whether the film is 16mm or 35mm. 
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It takes the same amount of labor and 
skill to "time" a 16mm scene as a 
35mm one, but laboratories now charge 
about a tenth as much for a 16mm first 
trial print as for a 35mm first trial print 
of equal running time. In order for a 
laboratory to stay in business on 16mm 
productions, each production must ac¬ 
count for an order of at least fifty to a 
hundred release prints. Since most net¬ 
work television shows require only two 
to seven prints, it is clear that the 
present price structure for 16mm would 
have to be adjusted upward if there 
were an industry-wide conversion to 
16mm production. At present, many of 
the laboratory's services are supported 
by the 35mm work that the laboratory 
offers and, to the extent that a 16mm 
production enjoys the benefit of these 
services, it is being subsidized by the 
35mm work going through. 

All this is by way of saying that the 
current price structure for 16mm work 
is deceptive from the point of view of 
contemplating a total conversion to 
16mm production for television. Even 
today the producer of a 16mm televi¬ 
sion show will probably find that the 
laboratory cannot afford to offer him 
all the services he is accustomed to 
getting for a 35mm production. In the 
same way that a sound recording com¬ 
pany charges by running time rather 
than footage, ultimately the labora¬ 
tory's rates will have to reflect the 
amount of work being done on a time 
basis, and a full-scale conversion to 
16mm production for television would 
result in either an increase in rates for 
16mm laboratory work or a drastic 
curtailment of the services and facilities 
a laboratory could afford to offer. 

Nonetheless, there might be other 
factors which would make it worthwhile 
to adopt 16mm as the standard for 
television production if a new 16mm 
negative camera stock were introduced 
which had a good enough resolving 
power and fine enough grain combined 
with sufficient speed and latitude. 

[The introduction recently by East¬ 
man Kodak of its new "Pocket Insta- 
matic" camera system revealed the utili¬ 
zation of a new negative film of ex¬ 
tremely fine grain, high resolving power, 
and improved color fidelity. It is inevita¬ 
ble that in a year or so Kodak will make 
this emulsion, which incidentally re¬ 
quires completely different processing 
techniques (new machines, new chemi¬ 
cal formulas), available as a 16mm 
motion picture negative. This film, con¬ 
ceivably, could start a whole new ball 
game.] 

Accompanying this article is a series 
of diagrams showing the various routes 
that can be followed in producing pro¬ 

grams for showing on television, together 
with some pertinent remarks. They are 
arranged in approximately the order of 
descending quality. In order to make 
this a comprehensive survey, all forms 
of production, including videotape, are 
included. 

For the time being the existing 
16mm materials are not good enough to 
meet network standards for anything 
other than documentary programs or 
news. 

By the time these remarks appear in 
print, however, Kodak will probably 
have announced plans to make available 
Kodacolor II negative film as used in the 

"Pocket Instamatic" camera in 16mm 
format and will probably have dissemi¬ 
nated the technical information con¬ 
cerning its processing. It is predicted 
that a CRI made from original negative 
on Kodacolor II will produce a print on 
the new fine-grained Kodak positive, 
type 7381, that will be superior to a 
print made directly from the present 
7354-16mm negative onto the same 
type of positive. When this procedure 
becomes a reality—probably in time for 
the 1973 TV production season—then 
the flow chart shown as FIGURE 8 will 
probably move up to a position just 
below 35mm negative. ■ 

From $369.00. 
Model 1635 shown, for 16mm 

and 35mm film, interchangeable. 

Perfect professional splices every time! 
. . . with the only portable Hot Splicer 
featuring built-in, lifetime, patented 
carbide scraper blade! 
Outstanding features include: 

■ Low-visibility splices at frame line. 

■ Precision, full-fitting pilot pins. 

■ Thermostatically heated blades. 

■ Hardened chrome-steel cutting 
blades. 

With over 22,000 in world wide daily 
use, the M-H original splicer is the 
accepted standard wherever profes¬ 
sional films are produced. In addition 
to many standard and special com¬ 
bination models that handle all 8, 
Super 8, 16 and 35mm film configura¬ 
tions, M-H can design a splicer to 
suit your specific requirement ... no 
matter how unique. Unconditional 5-year guarantee. 

See your dealer or send for complete literature 
Ask about the M-H professional 

heavy-duty 
16mm 

Viewer/Editor 
now available 

with 
halogen 

lamp. 

Since 1946 mi 
Maier-Hancock Industries 
13212 Raymer Street, Dept. A I 7~A n0pn 

North Hollywood, Calif. 91602 I (213) 764-°280 
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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 

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 SPLICERS 

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 

FILM ON A BUDGET 
Continued from Page 1013 

quire. All at a price we could afford. 
Then we thought of the composition¬ 

al problems and advantages of wide¬ 
screen. As it happens, there is an organi¬ 
zation in England called the Widescreen 
Association devoted to anamorphic pho¬ 
tography on an amateur level. With their 
help, we now have a 1.5X squeeze ratio 
lens to give us a final aspect ratio of 2:1. 
We could have had a 2X squeeze lens, 
but for the moment, these were out of 
our price range. There were other con¬ 
siderations as well: a) increased image 
spread of 2.66:1 over 2:1 reduced light 
even further, b) increased spread re¬ 
duced quality of image more. It is 
surprising, though, how good the image 
is after this spread. With our 2:1 ratio, 
we can get experience in widescreen and 
still maintain good quality. 

Which brings us to projectors. Our 
main unit is the Eumig Mark S 712D, a 
dual-gauge sound projector. While we 
have used it to project an adequate 
image in a 600-seat auditorium, we 
thought more light would be better, 
especially with our anamorphic lens. 
Thus, we removed the standard 8-volt, 
50-watt bulb and made a bracket for 
the 21-volt, 150-watt EJM bulb. We also 
had to disconnect the usual transformer 
and wire up a new external one to 
handle the different values. This has 
made quite an improvement and normal 
cooling handles the stronger bulb. We 
are also considering replacing the zoom 
lens that comes with the projector with 
a Bolex Hi-Fi fixed-focal-length lens. 

Our next big problem was sound. 
With the complexity of sync equipment 
(not to mention the expense) it is no 
wonder that most amateurs rarely get to 
experiment with sound. Once again, we 
turned to England. A company called 
Films In Miniature had just what we 
wanted (American Cinematographer, 
January 1970). They told us to get in 
touch with Optasound, N.Y, who told 
us to get in touch with Peter Elliot 
Services, Toronto. 

It took 11/2 years after my initial 
enquiries to obtain the system, but it's a 
little quicker now. It works quite 
simply; sprocketed tape (we use 24 
sprockets per 71/2 inches) is looped 
around a sensing unit which has been 
placed on a reel-to-reel tape recorder 
and sends pulses to an electrical camera 
that has had a frame-by-frame contact 
installed in its motor. This sensing unit 
is on a box about 6''x2"x2” and is 
usually mounted on the side of the tape 
recorder. The tape passes around the 
head of the unit on its way from feed to 
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take-up reels. Because the tape then 
extends outside the dimensions of the 
tape recorder, the covers on portable 
machines couldn't be closed without 
cutting them up. This could be quite 
awkward in the field. 

We decided that since many people 
would be borrowing this unit (most of 
them not experienced), we would make 
it as simple and compact as possible. 
The unit was dismantled and the pieces 
spread around inside our Uher. Now, 
the sensing unit and the light are the 
only visible parts and, as the tape path is 
within the dimensions of the recorder, 
the cover can be closed for maximum 
convenience and safety. The addition of 
a switch on the front panel enables the 
camera to be operated from the record¬ 
er or the recorder operated from the 
camera. 

With the camera exposing one frame 
for every sprocket on the tape, these 
two can be lined up in a synchronizer 
for editing. The Edisync playback unit 
is like a tape deck with sprocketed gears 
and is operated mechanically from the 
projector. With the %" tape going IVi 
ips, the quality is better than a 16mm 
optical track. Several playback units 
may be connected for stereo or mixing 
and everything may be transferred to 
the stripe on the film. The beauty of 
this system is that you can fit it to your 
existing equipment and so buy the 
cameras and tape recorders that you 
want. Thus, we can use our Uher 4000 
with our Electro-Voice 644 instead of 
some cassette. 

While the Edisync normally comes 
with just a playback head, we have 
made modifications there as well. The 
playback head has been removed (M> 
track) and has been replaced with a 
stereo record/playback head. An erase 
head has been added as well. This means 
a) we can post-sync dialogue and effects 
and b) we can use another track. 

So, out of necessity, we have devel¬ 
oped a training unit in Super-8, demon¬ 
strating techniques similar to those used 
in 16mm and 35mm film production, 
and at a fraction of the cost. Our 
battered Bolex is collecting dust. This is 
not to say that we only offer a technical 
playground; when the craft is learned, 
then the art is applied. Those not 
interested in such technical sophistica¬ 
tion aren't even aware of some of our 
capabilities. 

As for the future, we will be experi¬ 
menting with interlocked projector and 
camera for front and rear-screen projec¬ 
tion, experimenting with homemade 
printers and pre-fogged raw stock, try¬ 
ing to modify one of our cameras for 
bi-pack work, and also perhaps stereo 
cinematography. ■ 

SHOOTING MOTION IN THE 

SAN FRANCISCO 
BAY AREA? 

OVER-NITE 

35 mm 
COLOR NEGATIVE-POSITIVE 
■ original developing ■ cinex 
■ color dailies 
■ edge coding ■ refease 
■ scene - scene full correction 
■ best quality - service 

Also complete 16mm and 8mm Services 

CINE-CHROME LABS., INC 
4075 Transport St. / Palo Alto, Calif. 94303, Tel.: (415) 321-5678 / member ACL 

■ Expert color film processing. 
■ Top quality 16mm printing. 
■ Model C, Bell and Howell 

“Scene to Scene” color correction. 
■ Complete editing and sound 

recording facilities (Available 
for rental). 

■ 16mm Ultrasonic Cleaning. 
■ Extensive music library. 
■ Equipment sales. 
■ Competitive prices and delivery. 
■ John LeBlanc* 
■ Frank Richard* 

* Two highly professional, experienced and 
concerned people who really care about 
giving you top quality service and attention. 

Anything else we can do? 

Give us a call 

PAN-AMERICAN FILMS 
822 North Rampart Street 

New Orleans, La. 70116 
Tel: 504/522-5364 
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WHAT EVERY 
FILM-MAKER NEEDS! 

MOTION PICTURE TIMING TABLES, for 35 
mm, 16 mm, Super-8 and Regular-8, sound and 
silent. 

Computer-generated tables accurately convert minutes 
and seconds to feet and frames and vice-versa, to over 
one and a half hours of running time. PLUS. . .a running 
total of exact frames. Especially useful for editors, anima¬ 
tors and producers. . both professionals and students. 

Spiral bound, 183 pages. $6.25 post paid. 
New York residents add sales tax 

TYO PRODUCTIONS 
715 Crawford Avenue Syracuse, N.Y. 13224 

HEADQUARTERS HAS A NEW HEADQUARTERS 
Long Island will never be the 
same again for motion-picture 
and audiovisual people. And 
we’re an important reason why 
... at our new Headquarters in 
Island Park—with more space, 
facilities and equipment than 
ever before. Including a full 
range of professional gear and 
supplies, from lenses to tripods, 
to cameras and recorders. From 
raw stock to projectors. From 
slates to booms to complete 
animation systems. In short, 
everything from Acetone to 
Zoom lenses, including our 
many exclusive products. 

Besides equipment, our new 
Long Island home offers on¬ 
premises facilities, including a 
projection room, small shooting 
stage and cutting room—all 
under one roof. Catering to the 
requirements of motion-picture 
and audiovisual professionals, 
as well as the many fine institu¬ 
tions offering film courses in the 
metropolitan area. 

With all the change, though, one 
thing remains the same: the 
calibre of quality and service 
that built our reputation. Come 
see us in our new home1 

NATIONAI CINE EQUIPMENT, INC. 
4140 AUSTIN BOULEVARD, ISLAND PARK, N.Y. 11558 
TELEPHONE: (516) 889-4600 CABLE ADDRESS: CINENAT 

FILMING "THE CANDIDATE" 
ON LOCATION 
Continued from Page 1023 

The 2,400-square-foot office and 
editing facility was rented for only $550 
a month. It was outfitted with couches 
and chairs purchased from a thrift shop 
for $300, and with desks and other 
office furniture that were rented for 
$150. The wardrobe room was a sparse¬ 
ly furnished, uncarpeted storage area. 

Shooting began on November 29, 
with six-day weeks and time out only 
for the Christmas holidays. The princi¬ 
pal photography was completed in 41 
days on January 22, precisely on sched¬ 
ule. Rigorous as this was for everyone 
else, it was probably hardest on Ritchie. 

In October, he had completed shoot¬ 
ing another feature, "PRIME CUT", 
starring Lee Marvin and Gene Hackman; 
then he started the preliminary shooting 
for "THE CANDIDATE". Throughout 
the six-day production stages of the 
second movie, he spent his Sundays in 
Los Angeles supervising post-production 
on the first, which was scheduled for 
release on June 19. 

All told, Kemper estimated, "THE 
CANDIDATE" used 220,000 feet of 
Eastman color negative film. Every eve¬ 
ning, a courier flew with the canisters to 
Los Angeles and delivered the film to 
the Metro-Goldwyn-Mayer, Inc., proc¬ 
essing laboratory in Culver City. The 
next afternoon, she flew back to Mill 
Valley with the dailies. 

Film editors Richard Harris and Rob¬ 
ert Estrin, immediately went to work, 
aided by Marsha Lucas and Jill God- 
milow. Their task was facilitated by the 
fact that the original quarter-inch Nagra 
sound track had already been trans¬ 
ferred with a Magnasync/Moviola ma¬ 
chine to synchronized 35mm full-coat 
magnetic film. The machine, like most 
of the equipment used in Mill Valley, 
was purchased for one-time use and 
later resold. 

"By 6:30 or 7:00 p.m. every day," 
Coblenz relates, "the previous day's 
dailies would be ready for viewing, just 
about the time Kemper, Ritchie, myself, 
and the rest of the production crew got 
in from the day's shooting." 

Such location editing of dailies is no 
longer unusual for feature motion- 
picture production. What was unique 
was the completeness of the Mill Valley 
facilities, and the fact that they were 
staffed by largely local personnel. 

"This was one of the factors that 
kept our costs down," he continues. 
"It's routine for a Hollywood crew to 
go on location and take skilled crafts¬ 
men along. But 'THE CANDIDATE' 
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was produced essentially by a Mill Val¬ 
ley film company, with the major ex¬ 
ceptions of cinematographer Kemper, 
who is from New York, and film editor 
Harris, from Hollywood. 

"All other personnel were local, in¬ 
cluding Mike Ritchie, who is a Mill 
Valley resident. We estimate, in fact, 
that about half of our budget 
($750,000) was spent for goods and 
services within the San Francisco Bay 
area." 

Does this mean that Hollywood no 
longer has a role in the production of 
today's motion pictures? Not at all, 
replies Ritchie. For one thing, he says, 
on March 5, after work had been com¬ 
pleted in Mill Valley, the production 
company moved to Studio City for 
post-production. 

"Hollywood still has the finest tech¬ 
nical facilities in the world," Ritchie 
comments. "This includes such things as 
sound dubbing, special effects, titling, 
music, and all the other requisites of the 
end product. The craftsmen are in Hol¬ 
lywood, and that's where you go for 
such services." 

Coblenz also notes that it was a 
Hollywood firm—Fouad Said's Cinemo- 
bile Systems—cameras, lighting, grip, 
sound equipment, and van, that enabled 
the shooting crew to set up quickly, 
regardless of location, and then knock 
down equally fast for the speedy move 
to another filming site. 

"About half of the time," cinematog¬ 
rapher Kemper comments, "we used the 
Panavision cameras in the 1.85 aspect 
ratio format, with the spherical, instead 
of anamorphic, lenses. They provide the 
stability that you get with sound stage 
equipment, and the built-in blimping is 
magnificent for delicate sound work. 

"For the rest of the work, we used 
Panavision-modified Arriflex cameras 
blimped for the hand-held sound se¬ 
quences. These, too, are superior camer¬ 
as because of the excellent blimping 
design. They also are so well balanced 
that the operator can use them in 
simulation of a dolly-mounted studio 
camera. In that case, the resulting foot¬ 
age is virtually undistinguishable from 
film produced under the controlled con¬ 
ditions of a Hollywood set." 

With all its advantages, filming on 
location does have its drawbacks, Cob¬ 
lenz admits. One is the company's rela¬ 
tive remoteness from conventional 
sources of supply. But even here, he 
says, jet aircraft and the expertise availa¬ 
ble on little or no notice facilitate the 
work of today's filmmaker. 

"As I mentioned earlier," says Kemp¬ 
er, "help from Kodak engineers was 
never much more than a phone call 
away. 

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. 

If you’re thinking 
about saving money, 
think Camera Mart. 

Now for the first time CAMERA MART offers two complete 
professional reflex 16mm camera systems at a special low price. 

Bell & Howell/Angenieux Package 
Bell & Howell Filmo 70 DR Camera. 
Camart Custom Filter Slot W/Holder 
Angenieux 17/68 f2.2 

Zoom Lens W/Finder   

Entire Package Regularly Sells For . 

Our Low 
Price $995°° 

List Price 
. $495.00 

.. $49.50 

. .$810.00 

$1,354.50 

Entire Package Regularly Sells For. .$1,720.00 

List Price 

Cinema Beaulieu R-16 Camera $1155.00 
Angenieux 17/68 f2.2 

Zoom Lens W/O Finder  $565.00 

Our Low 
Price $1,290°° 

All equipment in both packages can be purchased individually. 
For prices and more information write or phone: 

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

Better 
color. 
Cleaner 
film. 
That’s what you’re going to get from 
Photo Processors. 

We’ve added two new machines to do it. 

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

TheCF2 Ultra Sonic Film Conditioning 
System is an Academy Award winner. 
And it deserves to be. Because it puts 
your film through four essential condition¬ 
ing steps and makes it come out 
cleaner and sharper than ever before. 

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

G 
For further Information and Price List, write or call: 

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

"There were also a few times when 
Kodak people at the distribution center 
in Palo Alto got out of bed in the 
middle of the night to make sure that 
we had film for the start of shooting the 
next morning," he adds. 

Summing it up. Director Ritchie 
says: 

"Sure, there are motion pictures I'd 
make on a Hollywood sound stage. The 
big-scale musical is certainly one exam¬ 
ple. Where else could one have produced 
'HELLO, DOLLY!'? 

"But the creators of contemporary 
motion pictures enjoy a freedom previ¬ 
ously unknown. In part, that's because 
they are no longer shackled with a rigid 
philosophy that, in the old days, dictat¬ 
ed the 'right approach' to every situ¬ 
ation. 

"Even more important, however, is 
the technical flexibility now available. 
This permits the filmmaker's creative 
imagination to soar to whatever heights 
are necessary. The result, one hopes, is a 
motion picture that captures an artistic 
distillation of reality—an end product 
that is really greater than the 'sum of its 
parts.'" ■ 

SAN FRANCISCO FILM FESTIVAL 
ANNOUNCES DATES FOR 1972 

The 1972 San Francisco Internation¬ 
al Film Festival will run from Thursday, 
October 12 through Sunday, October 
22, it was announced by Claude Jarman, 
executive director of the 16th annual 
film event. 

The Festival's 11-day format of film 
presentations will offer two films per 
night—one opening night—and two mid¬ 
night films of unusual, contemporary 
cinema variety. 

Five retrospectives will also be in¬ 
cluded in the San Francisco Film Festi¬ 
val program. These retrospectives are 
designed as tributes to noted film per¬ 
sonalities and filmmakers. 

"We are returning to the 11-day 
schedule," said Mr. Jarman, "and feel 
this format will prove as interesting, 
exciting and successful as it has in years 
past. 

"The longer schedule of last year was 
initiated to coincide with the celebra¬ 
tion of British Week in San Francisco, 
and the visit of HRH Princess Alexan¬ 
dra," concluded the executive director. 

The 1972 San Francisco Internation¬ 
al Film Festival will be presented at its 
permanent home, the Palace of Fine 
Arts Theatre. 

Albert Johnson, program director of 
the Festival, is currently in Europe 

attending international festivals in his 
efforts to secure films for the San 
Francisco Festival. 
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A SYSTEMS APPROACH TO 
LIGHT CONTROL MATERIALS 
Continued from Page 997 

uable. ' On 'Fuzz', we tucked the mater¬ 
ial into areas where a light couldn't be 
placed, and then we'd bounce light off 
the surface into the set," said Mr. 
Marquette. "The ROSCOFLEX-F is a 
very versatile tool for the cinematog¬ 
rapher," he added. 

COLOR FILTERS FOR CARBON 
ARCS 

Rosco is presently meeting the need 
for a long-lasting, heat-stable polyester 
material for this application with ROS¬ 
CO LAR in Y1 and YF. These are the 
equivalent to the Y1 and YF-101 which 
have been the basic color correction 
filters for arcs. These are supplied in 
30” wide rolls which provide for mini¬ 
mum waste in cutting filters for the 
Brute arc. 

COLOR CORRECTION FILTERS FOR 
"BOOSTERS" AND INCANDESCENT- 
TO-"DAYLIGHT" 

In recent times, the most popular 
means for filtering incandescent sources 
so that the light is a match to "day¬ 
light" has been the use of dichroic 
filters. The Macbeth, or absorption type 
filter, made of blue glass, had been the 
accepted standard for this conversion 
for many years, but the dichroic was 
claimed to do the same job with less 
light loss. The dichroic filter is made up 
of many extremely thin layers of metals 
deposited on a glass plate. The accuracy 
of the filter relates largely to how well 
the thickness of these metal films can be 
controlled during deposition. These 
coatings have been applied directly to 
some sealed beam lamps such as the 
PAR-36 and PAR-64. This has made 
these sources into convenient, relatively 
high efficiency sources of "daylight". 
These are the lamps used in the Mini 
and Maxi-Brute type of fixtures. 

Throughout the history of the use of 
these filters, there have been serious 
problems of consistency and uniformity 
from filter to filter. In addition, both 
the durability and stability of the coat¬ 
ings have given rise to serious problems. 
The coatings undergo some changes 
with time due to the heating and cool¬ 
ing of the filter over many cycles of use, 
as well as progressive deterioration. This 
last is particularly so in the case of the 
PAR-36 lamps used in the Mini-Brute or 
FAY-lamp fixtures. In spite of the very 
significant improvement in these coat¬ 
ings, they still tend to break down as 
the lamps are used—which results in the 
color temperature being continually 

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 

Free literature and prices, 
write or call: 

Now, cameramen can get the 
kind of maneuverability or 
freedom they’ve been look¬ 
ing for in a shoulder pod. 
The new Lisand Shoulder 
Pod features full adjustabil¬ 
ity. It adjusts 5 different 
ways. To any camera angle. 
Or any cameraman’s body. 
And leaves hands free at all 
times to zoom . .. iris ... or 
focus, no matter what kind 
of flat base camera is used. 

What’s more, its all alum¬ 
inum constructibn keeps its 
weight down to a mere 3V2 
lbs., for the easiest handling, 
ever. And precise machined 
parts give it a beautiful look 
and perfect fit that puts it 
in a class by itself. 

Put your best shoulder for¬ 
ward in a Lisand Shoulder 
Pod. 

MACHINE 
CORP 

Lisand 

352 River Rd./Edgewater, N.J. 07020 
(201) 943-5600 

Now that we’ve made a 
superior shoulder pod, 
we want some superior 
shoulders to try it on! 
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forJordan Klein, 
r / icr% ** 

L 

You can now get the 
rapher/engineer in 

Sirs: Please send me a 
Name 
City 

orm 
atog- 

cseriu ror your rree copy, 
y of “Jordan Klein. Beneath the Surface.’’ 

Address  
tate Zip  

Jordan Klein, 3131 N.t. 188th Street, Miami, Florida 33160 

lowered. 
Several directions were suggested by 

our analysis of this information. First, it 
seemed to us that a heat-stable plastic 
filter for accomplishing the daylight 
conversion would be practical. We had 
been marketing a ROSCOLENE filter 
for this purpose as TD-25. This had 
been successful, but it seemed to us that 
even greater staying power was neces¬ 
sary. This resulted in the creation of 
ROSCOLAR TOUGH BLUE 50, a poly¬ 
ester-based filter. This filter gives excel¬ 
lent "daylight" color balance from 
3200° Kelvin sources, and has tremen¬ 
dous resistance to fading. 

John Alonzo, on the same produc¬ 
tion noted above, has used the TOUGH 
BLUE 50, and says, "The material gives 
a solid conversion to the 'daylight' 
quality which I prefer." Dick Hart, 
gaffer on this production, spoke highly 
of the durability of the material on the 
9-light FAY fixtures. 

The problem of the fading dichroic 
bulbs, combined with the fact that 
many cameramen prefer a "colder” cor¬ 
rection than is typical of these bulbs, 
gave rise to the "Booster" colors. These 
were created in both the ROSCOLENE 
and the ROSCOLAR materials, and in 
both cases in two degrees of boost. The 
"booster” color such as the ROS¬ 
COLAR TOUGH BOOSTER BLUE 
raises the color temperature of an incan¬ 
descent source about 800° Kelvin. The 
half-booster color, such as TOUGH 1/2 

BOOSTER BLUE raises the color tem¬ 
perature about 400° Kelvin. The ROS¬ 
COLENE equivalents to the polyester 
material are CINE BOOSTER BLUE, 
and CINE 1/2 BOOSTER BLUE. In addi¬ 
tion, in the acetate material line a 
different shade of blue was also offered, 
which had about the same effect on the 
source color temperature, but which 
tended to keep skin tones warmer. 
These are the CINE 26 BLUE and the 
CINE 1/2 26 BLUE. 

Gordon Willis, Director of Photog¬ 
raphy on "THE GODFATHER", used 
the booster colors throughout the pro¬ 
duction. "The TOUGH BOOSTER 
BLUE and the TOUGH 1/2 BOOSTER 
BLUE give me just the degree of addi¬ 
tional coolness I prefer when using the 
dichroic coated lamps," says Mr. Willis, 
"and the durability of the material was 
a tremendous asset on our location 
work." 

Gene Polito, Director of Photog¬ 
raphy on "ALIAS SMITH AND 
JONES" and on the feature "PRIME 
CUT" (see American Cinematographer 
June 1972), uses CINE 1/2 BOOSTER 
BLUE on new dichroic lamps. He has 
been making considerable use of the 
PAR-64 dichroic coated lamp types, in 
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which the fading is not such a great 
problem, but which Mr. Polito feels are 
basically under-corrected. “The use of 
the CINE 1/2 BOOSTER BLUE provides 
the right amount of additional correc¬ 
tion, with minimum light loss, to satisfy 
my requirements for the color balance 
from the dichroic PAR-64's.“ 

Ralph Woolsey, ASC, currently Di¬ 
rector of Photography on “THE 
BOUNTY MAN”, has been utilizing the 
CINE 1/2 BOOSTER BLUE on Maxi- 
Brute Six fixtures to provide extra 
correction. Gaffer George Holmes re¬ 
ports that, “The material, in addition to 
giving the kind of color correction 
Ralph wants, holds up remarkably well. 
We had the same piece on a Maxi-6 for 
about three hours a day burning time 
for 6 or 7 consecutive days, and we 
could not detect any change in the 
material.” 

We have been told of other instances 
of the use of the TOUGH BLUE 50 and 
the CINE BOOSTER BLUE materials 
being used for weeks at a time on Maxi- 
and Mini-Brute-type fixtures, without 
deterioration of the color or the basic 
material. More and more, we hear of 
cameramen who are making it a policy 
to use a 1/2 booster material on new 
dichroic lamps. In some instances, they 
keep monitoring the color temperature, 
and when it has dropped too low, they 
go to the full booster color. In one 
instance, the full conversion color was 
used on dichroic lamps which had 
burned the entire coating off the center 
of the lamp face. In this way it was 
possible to utilize these bulbs to the end 
of their burning life. 

We are beginning to find that the use 
of dichroic lamps is starting to fall off 
with those who become familiar with 
the conversion and booster colors de¬ 
scribed above. The economics of the 
uncoated lamps, including lower first 
cost and longer operating life, combined 
with the reliability and durability of the 
ROSCOLAR materials such as the 
TOUGH BLUE 50, make this a highly 
desirable approach. It has the further 
advantage that if it is necessary to go 
from a daylight to a 3200° Kelvin 
shooting situation, it is only necessary 
to remove the conversion filter. 

CORRECTING DAYLIGHT TO 3200° 
KELVIN . . . WINDOW FILTERS 

The materials in this category are 
required to modify the daylight coming 
in through windows into natural inter¬ 
iors. This is typically a location photog¬ 
raphy problem. The need for materials 
to accomplish this function increases 
constantly, since the amount of location 
photography continues to increase. The 
use of an 85 type filter over the 

Until nowAV 
scratches never 

healed. 
Until now, the process that actually removes scratches 

and blemishes from film —liquid gate printing—was way 
over-priced for AV users of 8mm, Super 8 and 16mm film. 

Until now. 
Now we’ve added liquid gate printing to our inventory 

of quality services for the AV market. And its cost doesn’t 
look out of place on our very competitive price list. 

So have faith in our healing. Take advantage of our 
low contact printing prices and have your internegative 
made with liquid gate printing. Send the job to us. 
Hollywood Valley Film Lab., Dept. C-972, 2704 W. Olive Ave., 
Burbank, Calif. 91505. 

Hollywood Valley 
Film Lab 
DYMAT INTERNATIONAL CORPORATION 

The Universal Leo-Pack, Model 
1750A, with built in charger 
supplies a variety of DC volt¬ 
ages “Simultaneously or Indi¬ 
vidually” as required for mo¬ 

tion picture camera and floodlight operation. The Leo-Pack 
measures 4” x 51/2” x 10”, is constructed of an indestructible 
plastic case with leather straps and contains Nickel-Cadmium 
rechargeable batteries. The weight of the model 750A is only 9V6 
pounds. 

UNIVERSAL m WB 
30VDC @ 8A = 25 minutes 

Sun Gun operation 
16VDC @ 4A = 3600 feet 

35mm film 
12VDC @ 8A = 7200 feet 

16mm film 
8VDC @ 8A = 7200 feet 

16mm film 

LEO-PACK MODEL 1750A $395 

Call or write NOW for information. 

LEOPOLD ENTERPRISES SOUTH, 
INC. 
729 W. SUNRISE BLVD., FORT 
LAUDERDALE, FLORIDA 
33311 • (305) 764-1315 

ENGINEERING 

MANUFACTURING 

AMERICAN CINEMATOGRAPHER, SEPTEMBER, 1972 1053 



SS««PW.**5E2 

Sample the only frame-line-to 
frame-line splicing tape free. 
Our splicing tape joins the film frame line to frame 
line. The splice is invisible on the screen when 
transmitted on TV or projected. No other manufac¬ 
turer can make that statement. Our optically clear 
tape is available at selected dealers throughout 
the world or directly from us. 
Try the splicing tape the professionals use. For 
your free sample write: 
Guillotine Splicer Corporation 
45 Urban Avenue, Westbury, New York 11590. Phone: (516) 997-5566 

new & 
pre-owned 
motion 
picture 
equipment 
always a good selection in stock. 

ask for a free catalog or visit 
our new expanded showroom just 
minutes from New York City. 

Comquip Inc. 

366 S fTlaple five.,Glen Rock, fl.J. 07452 

(201) 444-88II 

see our classified ad in this issue. 

windows or other openings which may 
admit daylight to the interior setting 
permits the use of 3200° Kelvin lighting 
in the interior situation. This allows the 
use of the small “quartz” fixtures, and 
other incandescents at their highest effi¬ 
ciency level; that is, unfiltered. 

The neutral-density types are in¬ 
cluded in these materials, since it is rare 
that the intensity of the filtered and 
“corrected” daylight would be at a 
tolerably low enough level to permit the 
cinematographer to balance his interior 
lighting without being totally domi¬ 
nated by the incoming daylight. For this 
reason, the neutrals are an inseparable 
part of this family of filter materials. 

Rosco Labs expended great efforts in 
the development of a very complete 
range of materials for this requirement. 
It became our feeling, after discussions 
with many cameramen, that it was 
important to offer a broad selection of 
materials to meet the great variety of 
situations encountered on location. 

The ROSCOLENE line offers an 85, 
and three values of neutral density. This 
is the acetate material, and is one of the 
established and familiar materials to the 
grips and cameramen in the industry. 
We felt that our contribution in entering 
the market with this material, in addi¬ 
tion to producing a high-quality prod¬ 
uct, would be to provide the material in 
48”-wide rolls rather than 41” as has 
been the custom. Our contacts with the 
people who use this material indicated 
that any increase in the width of the roll 
would represent an easier application 
situation for them, due to less seams 
and the fact that many of the new 
glazing installations are 48” wide. This 
material is clear, and usually must be 
framed. 

ROSCOVIN is a soft, self-adhering 
window filter, and is supplied as an 85, 
three values of neutral density and three 
combination filters, 85N3, 85N6 and 
85N9. ROSCOVIN is supplied in 54“ 
wide rolls. The material is best applied 
to windows by washing them, and ap¬ 
plying the ROSCOVIN to the wet 
window with a squeegee. The material is 
quickly and easily trimmed to exact size 
with a knife or razor blade. This mate¬ 
rial is not clear enough to permit carry¬ 
ing sharp focus through it to exterior 
objects. 

One applications experience was 
related to us by Ron McLeish, gaffer to 
Gene Polito on "ALIAS SMITH AND 
JONES”. He was describing the applica¬ 
tion of ROSCOVIN 85N6 and 85N9 on 
the windows of a house in Ventura. 
"This is a seaside community," said 
McLeish, "with all that moisture and 
salt air implies. We put up the ROSCO¬ 
VIN very -easily, and it stuck to the 
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windows without a single piece coming 
loose for the entire week's shooting. It 
was great to be able to apply the 
correction and the neutral density as a 
single material." 

To complete the range of materials 
for this requirement, Rosco has devel¬ 
oped a line of acrylic panels called 
ROSCOLEX. These are supplied in 48" 
by 96” pieces, and are rigid and clear so 
that photography may be done through 
them. We were offered some "gray" 
panels for neutral density, which is what 
we understand has been placed on the 
market by others. Upon examination, 
we found that the so-called "gray" 
actually transmitted too much red, and 
was really not a true neutral density. 
The dyes for ROSCOLEX were especial¬ 
ly compounded by us for the 85, and 
the N6 and N9 neutral density as well as 
the combination filters. The two com¬ 
binations presently available from us are 
85N3 and 85N6. These dye combina¬ 
tions were matched to the Wratten 
equivalents for standardization pur¬ 
poses. 

The ROSCOLEX panels may be liter¬ 
ally leaned against the wall, and no 
framing is necessary. The rigid character 
of these panels makes the handling 
during set-up and striking quick and 
efficient. They were recently utilized on 
a moving train by lashing them to the 
outsides of a passenger car. 

AN ACKNOWLEDGEMENT AND A 

LOOK AHEAD 

We at Rosco Labs have made our 
commitment to the field of "light con¬ 
trol” for motion picture production. 
The CINEGEL line represents a continu¬ 
ing involvement, and we are thoroughly 
convinced that the success of this pro¬ 
gram depends on the intimacy of our 
contact with the Directors of Photog¬ 
raphy as well as their gaffers and grips. 

We feel that our success so far is due 
in no small measure to the efforts we 
have made to be good listeners, and to 
being able to translate the needs of the 
cinematographer through our capabili¬ 
ties and capacities into materials which 
will continue to solve the problems 
facing the creative artists in this field. 

■ 
(NOTE: for further information, technical 
assistance or swatch books relating to mate¬ 
rials mentioned in the foregoing article, 
readers may contact the Rosco organization 
at either of the following addresses: 

Rosco Laboratories, Inc. 
36 Bush A venue 
Port Chester, New York 10573 
Telephone: 914/937-1300 

Rosco Laboratories, Inc. 
11420 Ventura Boulevard 
Studio City, California 91604 
Telephone: 213/980-0622) 

Lightweight but extremely durable, 
the new Alan Gordon Enterprises 
Fishpole Microphone Boom is an 
ideal accessory for shooting on loca¬ 
tion or in tight quarters. Made of 
black anodized aluminum, the boom 
extends from a minimum of 5-feet to 
a maximum of 12-feet in three tele¬ 
scope adjustable interlocking sec¬ 
tions. Supplied with a built-in micro¬ 
phone cable that is secured to pre¬ 
vent cable noise. 

Also available from AGE Inc. is the 
new625GE Microphone Shock Mount 
which permits quick installation or 
removal of a microphone without 

tools and provides maximum isola¬ 
tion from shock and the new 626GE 
Power Supply, a lightweight power 
supply for Sennheiser condenser 
microphones which mounts to the 
625GE Shock Mount. 
AGE Inc. Fishpole Micro¬ 
phone Boom 620GE $89.50 
Microphone Shock Mount 
625GE $25.00 
Power Supply 626GE $38.50 

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

(213) 466-3561 / (213) 985-5500 

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 thjs 
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 

*A TTACHMENTS OR ACCESSORIES NOT INCLUDED 

INI-MAT 
CONTINUOUS 

FILM 
PROCESSOR 
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FILMING "MOONCHILD" 
Continued from Page 1041 CHANNEL 8 COLOR LAB 

FOR BEST TELEVISION TRANSMISSION 

7389 
TAMPAl 

16mm EXTACHROME ECO-7252 PROCESSING 
16mm EKTACHROME ME-4 PROCESSING 
16mm COLOR WORKPRINTING (1 DAY SERVICE) 
16mm RELEASE PRINTING 3400K - 5400K 
16mm SOUNDTRACK APPLICATION 
16mm ULTRASONIC CLEANING 

16mm CREATIVE & CONFORMING EDITING 
16mm CREATIVE SOUND PRODUCTION (INTERLOCK) 
PROFESSIONAL SLIDE PRODUCTION 
TRANSPARENCY DUPLICATION FROM 
35mm TO 30" x 40" 
35mm FILMSTRIP SERVICE 

905 JACKSON STREET/P.O. BOX 1410 
TAMPA. FLORIDA 33601 / 813 229-7781 

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 

MOONCHILD) and I were cinema stu¬ 
dents at the University of Southern 
California. There we worked together, 
planned and shot an ambitious film 
called WEST TEXAS, which I photo¬ 
graphed and he wrote and directed. 
Dick Alexander was producer of the 
picture, and in the Spring of last year, 
the three of us formed American Media 
Productions for the purpose of making 
our second film, MOONCHILD. 

With my USC Cinema Department 
background, and several years with the 
Air Force Audio-Visual Service, it is not 
surprising that the bulk of the MOON¬ 
CHILD crew was made up of either 
cinema graduates and current USC stu¬ 
dents, or ex-Air Force motion picture 
production people who had benefited 
from their military experience. 

On WEST TEXAS, under the guid¬ 
ance of Gene Peterson, I came to 
understand a little of the complex art of 
motion picture photography. In those 
student days, our films were the lowest 
of low budget, but a good spirit of 
competition existed between produc¬ 
tion crews, and the game was "how to 
get the most production value on the 
screen with what we had to work with." 

Our main MOONCHILD location was 
the MISSION INN HOTEL in Riverside, 
California. It began originally as a small 
adobe brick guest house in 1876, and 
since that time has grown into a mon¬ 
strous building covering a complete city 
block. It was visually ideal for the 
strange kind of film MOONCHILD was 
to be. I had made numerous planning 
trips to the site and was aware of the 
various problems I faced in the hundred- 
year-old structure. 

The only reliable power source avail¬ 
able was far down in the basement, 
accessible only through a nightmare 
maze of passageways. Age had left much 
of the hotel wiring questionable, and it 
became obvious that most of the power 
requirements would have to be supplied 
from this main breaker buried in the 
basement catacombs. Our budget did 
not allow for a truck-mounted genera¬ 
tor, and so, by means of "power clip- 
ons", I was able to feed 120 VAC either 
side of center along three-wire feeders 
and numerous spider-boxes to each set¬ 
ting we selected in the hotel. Fortunately 
the Mission Inn was undergoing a 
management change and not function¬ 
ing as a public hotel and we did not 
have to worry too much about hazards 
to the public. Thus, the power ran along 
balconies, hallways, and even up the 
outside walls of the building to reach 
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If you're in a bind for lab service, 
Reela can bail you out. 

the top sixth floor. With the help of my 
best boy I ran cables for nearly a full 
city block in order to reach the far side 
of the hotel. 

In order to try and save money, I at 
first considered the use of Super-16mm, 
but later chose 35mm instead. The 
difference in ASA was a major factor in 
the decision. There were a lot of inte¬ 
riors planned and with ECO my lighting 
package would have at least doubled. I 
also had to consider my space limita¬ 
tions in the small rooms with the extra 
heat from the lamps. Finally, I thought 
of the tremendous latitude that ECN 
has over ECO in exposure. This was to 
show up much in our favor later during 
the timing and color correction stage. 

For the main production camera I 
chose the F&B CECO BNC Pellicle 
Reflex Conversion, an excellent piece of 
equipment. The camera operator has a 
bright, sharp, steady image to look at 
without a bothersome intermittent mir¬ 
ror. It is easy "to note if the focus goes 
soft during a take. The 1:1.85 ground- 
glass markings are easy to read. And the 
eyepiece is situated so as not to inter¬ 
fere with the gearhead wheel. 

On MOONCHILD we used the Color- 
tran Dolly. While it took up less space 
than the conventional dolly and was 
easy to move from room to room, still it 
tended to wobble slightly on long truck¬ 
ing shots with the heavy BNC mounted 
topside. When our auxiliary Arriflex 
35mm camera was used for silent cover¬ 
age, however, there was no such prob¬ 
lem at all. 

I had to tailor my lighting package to 
fit exactly the requirements needed on 
each set. This is where advance planning 
is essential, as our budget could not 
allow for extra equipment standing 
around unused. Lighting was a most 
critical phase of the production, for 
lighting is what cinematography is all 
about. I have known many cameramen 
who are quite capable with a camera, 
but fewer who bother to learn to light 
well. 

For MOONCHILD I chose conven¬ 
tional stage lamps over the popular 
lightweight quartz. While the quartz 
lamp has certainly proven itself to be 
ideal for the documentary and industrial 
format, for the precise control I wanted, 
incandescent stage lamps were the only 
answer. To shoot MOONCHILD, our 
lamp package consisted of 1 Senior, 4 
Juniors, 6 Babies, a 4K Fill, 2 Small 
Quartz, 4 Nooklites, and a dozen or so 
#1 Photo Floods. With these, a hand¬ 
ful of nail-on plates, and an Interior 
Grip Kit, I went to work on our first set 
of the production, the Moonchild's Bed¬ 
room, actually the one location that 
turned out to be the most difficult to 

When deadlines loom large,andyou 
keep running into one delay after 

another, call Reela. Nobody offers 
faster service. And nobody will 

give you better quality work. 
Reela's speed and high quality 

come about because of three things: 
1. Competent, dedicated people. 
2. Jet transportation, and an outfit 

that knows how to exploit it. 
3. Sophisticated new equipment. 

How many release prints do you need 
— 20? 100? Reela can make them. 

Perfect. Sharp. Color-balanced. 
Back in yourhands (ordrop-shipped 
if you want) before you know it. 
Why settle for less than the best? 
Call Reela now. 

REELA OFFERS: 
Complete editorial services • complete 
producer's services — animation 
— titling — sound • complete 8,1 6, 
and 35mm laboratory services, 
including black and white or color 
dailies for Florida filming 
• Super 8 printing and cartridging. 

For more information, write Dept. AC-8 

Me* ago 
CV\»caa 

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. 

UNFAIR 
TO HAND LABOR. 
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we 
cannot give you 

the moon... 

... but 
we can bring 
you the sun 

(in a suitcase) 

REPORTER KIT AC 308 
For your location lighting 

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

Technical pamphlet (English-French) 
sent upon request. 

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

work in due, again, to heat and lack of 
space. 

It may have been fortunate that our 
hardest technical set-up came first. This 
clued us in early to future problem areas 
and established an immediate crew-to- 
crew and cast-to-crew camaraderie 
which carried throughout the produc¬ 
tion. It was a determined bunch that 
squeezed into that little room. Tom 
Ackerman, a talented ex-Air Force cine¬ 
matographer, took time off from Gug¬ 
genheim Productions in Washington 
D.C. to operate. Assisting Tom were 
Doug Knapp and Bill Waldman, both 
from USC Cinema. The production 
staff, a couple of grip-gaffers, and Ken 
Robinson (sound recordist) and Bill 
Blaylock (boom operator) made up the 
rest of the crew. 

The set had a large bed in the center 
of the room, with some space provided 
for the actors to move around it. One 
wall was left dead, which is where the 
crew and equipment were situated, 
while we focused on the other three 
walls and the air conditioner ran full 
blast. The heat outside sometimes went 
as high as 120 degrees; the hottest 
summer in twenty-seven years. 

During takes, of course, the air con¬ 
ditioner was shut down and we roasted. 
All other sources of fresh air were 
blocked by mattresses used to baffle the 
sound from traffic on the street below 
and police helicopters in the sky above. 
Still, with the help of the Mission Inn 
mattresses, Ken Robinson managed to 
get a track clean enough so as to require 
very little ADR work during post¬ 
production re-recording. We later cured 
some of our heat problems partially 
through auxiliary exhaust fans, and par¬ 
tially by turning off all lamps except 
when they were absolutely necessary. 
Alan Gadney, the director, rehearsed his 
actors with only the regular 100-watt 
bedroom illumination. 

I had selected stage lamps of the 
lowest heat dissipation and physical size 
as possible, but still I needed a bright 
enough intensity to balance the outside 
daylight that poured into the room 
through several large windows across the 
back of the set. One of these windows 
opened onto the terrace and was to be 
used as a means of entrance and exit for 
the Moonchild's (Mark Travis) myste¬ 
rious girlfriend (Janet Landgard). It 
seemed impractical to gel the windows 
as the time and effort involved did not 
seem worth it. I did experiment with 
some ND gel but found that it tended to 
curl and turn brittle in the intense 
sunlight. And as most of my lights were 
mounted low on stands (with the back¬ 
lights suspended by the nail-ons from 
wooden beams), this gel reflected the 

 iiiiiiiiit 

SOUTHWEST 
FILM 

PROCESSING 
QUALITY & 
SERVICE 

Daily processing of the entin 
family of 16mm Ektachrome films, 
B&W Negative & B&W Reversal. 

Color & B&W Dailies. 

Exclusive TRIAD® Additive Com¬ 
puterized Duplicating Process. 

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

Editorial Services — Creative Edit¬ 
ing, Conforming, Editing Rooi 
Rental, Interlock Projection Facili¬ 
ties. 

Complete Recording, Re-Record¬ 
ing, Music Scoring, Multiple Chan¬ 
nel Mixing, Westrex Optical Traci 
Royalty Free, and Westrex Electro¬ 
print Transfers. 

1:1 Optical Printing. 

Ultra Sonic Cleaning. 

Equipment Sales and Rentals. 

An inquiry for additional information 
regarding complete in-house labora¬ 
tory and sound services that are avail¬ 
able to you, will receive a prompt 
response at no obligation. 

SOUTHWEST FILM 
LABORATORY, INC. 
3024 FORT WORTH AVE. DALLAS, TEXAS 75211 

PHONE: 214-331-8347 

1058 AMERICAN CINEMATOGRAPHER, SEPTEMBER, 1972 



clean 
profit 
for you, faster delivery 
for your customers when 
you use the CAI ultrasonic 
film and tape cleaner. 
Technically the most 
advanced ultrasonic 
cleaner available. Process 
up to 130' of film per 
minute safely. The low 
toxic Freon® solvent is 
continuously being 
distilled, removing water 
and contaminants and 
eliminating the problems 
of streaking and dumping. 
This CAI unit is very 
quiet and because the 
built-in recovery system 
keeps the toxic level so 
low, it can be installed 
right in the printing 
room. Run any standard 
size film with quick 
change snap-on rollers 
and controlled variable 
tension. There's no need 
to stop this machine 
except to load and unload 
film. Find out more 
about this clean profit 
unit and CAI’s buy or 
lease-buy plans. 

CLEAN AIR INC. 
124 HEBRON AVE. / GLASTONBURY, 

CONN. 06033 / 203-633 5295 

key and large fill lamp. However, the 
outside blue saturation did not prove 
too bothersome, as many of the exterior 
building walls facing the terrace were of 
red brick, which compensated nicely. 
Heavy draping on the windows as much 
as possible and some black sky netting 
added a final cure to the lack-of-gel 
problem. 

Many of the rooms and corridors had 
light-colored walls. This posed a severe 
problem that had to be dealt with from 
the very beginning. In some of the 
cramped quarters I was often unable to 
place my lights in optimum positions to 
avoid hot spots on the white walls. I 
tried to keep the actors away from the 
walls as much as possible and place the 
light so that an actor was moving along 
a path at an equal distance from the 
light source. Barndoors, scrims, and 
flags also helped; but with lights moun¬ 
ted on floor stands and fairly low, you 
are always faced with problems. The 
lighting looks ''flat” and is often un¬ 
acceptable. Not only does the actor's 
shadow fall flush against the back of the 
set, but his face burns up as he nears the 
lamp. On a soundstage, lights are moun¬ 
ted overhead and at convenient dis¬ 
tances, thus avoiding these problems. 

Our shooting schedule had been 
designed so that interiors would alter¬ 
nate with exteriors. This way, we were 
able to strike one interior in the evening 
after shooting was finished, and then 
move the same group of lights and 
camera equipment to our next interior 
set. The next day was spent on exte¬ 
riors, and then after the evening meal, 
all the crew would help gaff the next 
day's interior set. In actual practice, the 
evenings did turn out to be the most 
appropriate time for this heavy work as 
it was much cooler and made the work 
less tiring. So, in the final analysis, we 
did beat the heat. 

The rigorous schedule of extra-long 
days was at times quite exhausting but 
almost unavoidable because of the 
three-week (sound filming) production 
schedule. (A fourth week with a "short” 
crew and actors was spent on small MOS 
scenes and insert/cutaway material.) 
Throughout it all we were blessed with a 
dedicated and hard-working crew that 
stubbornly refused to give up under 
some of the hardest conditions. On 
MOONCHILD each had something to 
contribute, but we also worked as a 
complete team, using these talents to 
create a film which goes far beyond the 
budget. And on MOONCHILD, as in our 
student days, we put the most produc¬ 
tion value on the screen with what we 
had to work with. This is where it 
counts. The careful production planning 
and ability to improvise did pay off. ■ 

“The Greatest Cine 
Accessory since the 

Zoom Lens!” 

JOSEPH V. MASCELLI, A.S.C. 
(author of "The Five C s ') 

An entirely new concept in visual 
aids for the professional cinema¬ 
tographer or cinema student 
shooting Super 8, 16mm, Super 
16, or 35 mm color film. 

Concise explanatory text, dia¬ 
grams and tables on EXPOSURE, 
COLOR FILMS, COLOR FILTERS 
& COLOR BALANCE, LENSES, 
and LAB TIMING — combined 
with more than a dozen practi¬ 
cal cine accessories. 

• 4 Cine Calculators 
• Neutral Test Card 
• Gray Scale & Color Patches 
• Viewing Filter 
• Color Filter Nomographs 
• Lens Focusing Charts 
• Lens Angle Tables 
• Film Time Clocks 
• Time Lapse Tables 
• Camera Test Grids 
• Light Source Filters 

Sample Booklet 
• Magnifier 
• Ruler 
• Lens Tissues 
• Orangewood Stick 
 and Slate on outside 
back cover, with special mark¬ 
ing pencil for writing on erasable 
mylar bag in which book is en¬ 
closed. Everything required to 
help you shoot perfect color 
motion pictures! 

All linear data in both feet and 
meters. All exposure data in 
Footcandles and Lux. Exposure 
Indexes in ASA, BS and DIN. 

SPECIAL PRE PUBLICATION OFFER 
$12.75 

Shipped postpaid anywhere in 
North America until December 
31 ($15.00 thereafter). Available 
only from the publisher. Send 
Check or Money Order Now to: 

CINE/GRAFIC PUBLICATIONS 
P.O. Box 430 

Hollywood, CA 90028 

WRITE FOR FREE BROCHURE 
California residents include 5% State 
Sales Tax (65cents per book). Foreign 
buyers send SI.00 extra for postage 
and handling — please pay in U.S. 
Funds. No C O D. s. No Billing. Book 
may be returned in 10 days for refund 
if unsatisfactory. 

Book off the press October 25th. 
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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: 

ANGENIEUX, ARRIFLEX, ARRIVOX 
AURICON, BEAULIEU, BEYER, BOLEX 
CANON, ECLAIR, COLORTRAN, GUILLO¬ 
TINE, ELECTROVOICE, ELECTRODYNE 
MAGNASYNC, MAIER-HANCOCK, MIL¬ 
LER, MINERVA, MOVIOLA, NAGRA, NEU¬ 
MANN, O'CONNOR, OXBERRY, PERMA- 
CEL, REVOX, SENNHEISER, SHURE, 
SPECTRA,SONOREX, ZEISS. 
For more information on Motion PictureEquip- 
ment, Sales, Service & Rentals, call or write 

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

20015 (202) 244-3800 

BRENNER 
C I INI E®S O U INI □ 

Please mail me additional information: 

□ Service □ Sales □ Rentals 

Name  

Address  

City  

State  Zip  

JUNGLE ADVENTURE 
Continued from Page 1043 

much too fast for filming at normal film 
speed, and I found myself using 64 
frames per second quite frequently in 
order to slow the motion down. Even at 
this rate of slowed-up motion many of 
the movements are still too rapid to be 
followed by the human eye. Many times 
I found it necessary to switch back from 
normal speed to fast and back again to 
slow on a single 100-foot roll in order to 
take advantage of a brief moment when 
something was occurring that had to be 
captured. The alacrity with which this 
can be done and accuracy with which 
film speed can be calibrated endeared 
my Beaulieu to me all the more. 

Close-up photography of moving in¬ 
sects requires hand-holding. Various 
types of dollies and tracking devices I 
had tried—none with great success. 
Nothing can match the ultimate and 
exact control and maneuverability of 
the human fingers and arms. This again 
requires that the camera be lightweight 
to minimize the fatigue in holding it, 
sometimes for long periods. Tracking an 
army ant along its trail for a distance of 
five or ten feet is equivalent in difficul¬ 
ty, in my opinion, to filming the ball in 
a three-dimensional tennis match. The 
special design of the Beaulieu, which 
allows the photographer to hold the 
camera with the palm of the hand 
around the battery and driving the 
motor with the index finger, to me, is a 
much more comfortable arrangement 
than possible with the usual squarish, 
boxy cameras. 

Try changing the film in a Turkish 
bath, and you will have another reason 
to appreciate the Beaulieu. So many 
times in a flurry of activity and excite¬ 
ment, I have found myself sweating 
profusely and with my hands shaking 
over some event which was going to last 
but a few moments and probably never 
reoccur. Trying to change film with 
your body in this state is sheer folly. 
Droplets of sweat fall into the camera 
and onto the film, and agile fingers 
become clumsy stubs. I usually avoided 
the moisture problem by loading the 
camera in a vertical position on a tripod 
but even then my moist fingers would 
gum up the film emulsion and fail in the 
simplest adjustments. However it is only 
with a little practice that one is able to 
load this camera. Two or three easily- 
learned tricks permit perfect threading 
every time. 

The Beaulieu was completely reliable 
during the whole expedition, and I had 
no trouble with the breakdown of any 
system. The only serious difficulty I 

How about a NAGRA 
for $10 per day? 

Or zoom lenses starting 
at $12.50 per day? 

The newest 16mm 
camera and sound 
equipment... perfectly 
maintained . .. 

Arriflex S, M or Bl  
Single or double system 

Eclairs, Auricons or 
Scoopics . . . 
Crystal controlled motors 

Wireless microphones... 

High speed Millikens - 
Photo-Sonics cameras to 
500 frames per second ... 

Colortran lighting ... 

CINELEASE ...your 
dealer for leading lines of 
production equipment... 
Our prices are always 
RIGHT! 

For more information ... 
Phone (203) 966-1671 
or write... 

Rentals • Sales • Service 
1331 Ponus Ridge 

New Canaan, Conn. 06840 
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IMEW 
FROM ★ RONFORD 

FLUID 7 HEAD 

WITH ECLAIR N PR 

Write today for information:- 

Vantage Promotions Limited . 

7 Cheam Court • Station Road 

Cheam Surrey England 

ROTATES THROUGH 360° 

encountered was one which was not the 

camera's fault, but was due to the film 

type and the high humidity. Acetate- 

based films soften up in high humidities 

and when film is allowed to remain in 

the camera for long periods of time, 

overnight or longer, the softened emul¬ 

sion acts like glue, sticking the film to 

the film gate behind the lens and jamming 

the mechanism. After several exasperat¬ 

ing episodes, I learned the source of the 

difficulty and from then on solved the 

problem by never allowing the film to 

remain in the gate for more than a few 

hours. To encourage this I switched 

almost exclusively to the one-hundred- 

foot rolls in preference to two-hundred- 

foot magazines. This was partly to 

reduce the weight and also because it 

was easier, and less wasteful, to run out 

100-foot rolls at the end of the day in 

order not to have them remain in the 

camera overnight and possibly stick. I 

preferred to reload the camera more 

frequently than to add the burden of 

the 200-foot magazines. 

One of the other difficulties was not 

being able to see dailies. Film shipped 

out of my base at Rincon would not 

arrive in Los Angeles until one to two 

weeks later, and there was no way for 

me to see whether or not my exposures 

were correct or that I had covered the 

subject adequately. I just had to shoot 

away and hope for the best. Again, 

having reliable cameras made it easier to 

live with myself and not worry about 

spoiled footage. Out of the approxi¬ 

mately 30,000 feet of film which I 

exposed, less than five percent was 

sufficiently poor to be totally without 

potential use. These mistakes also were 

due to my own shortcomings and not of 

the equipment. 

Tiny sweat bees are a constant nui¬ 

sance. They swarm about your head and 

your eyes and ears, apparently attracted 

to perspiration which is ever-present. 

They also show an affinity for shiny 

areas on the camera and crawl over the 

name plate as if infatuated by the 

metallic name "Beaulieu”. Many was 

the time that I encountered one of these 

bees in the rubber eye cup of the 

camera when I placed my orb against it. 

It is an exhilarating sensation to find 

a bee swimming under your eyelid and 

disturbing your field of view. 

Inexperience is no excuse for poor 

results with the Beaulieu. I had oppor¬ 

tunity to practice with the camera only 

for two or three days prior to applying 

it in the project and found that I had 

absolutely no difficulty in understand¬ 

ing the controls and the basic mechan¬ 

ism. As far as I am concerned the 
camera is ultimately simple but still 
capable of giving completely profession- 

brightest sunlight... 
candlelight... moon¬ 
light plus*microscope, 
spot’and enlarging too! 

SYSTEM CdS EXPOSURE METER 
There's a system to success and Gossen’s got it! 
Their extraordinary Luna-Pro SYSTEM CdS meter 
masters every exposure problem in every photo¬ 
graphic situation—in the studio, darkroom and 
laboratory. There’s nothing like it! 
*Three optional lock-on attachments instantly 
convert the Luna-Pro from a reflected-and-incident 
meter to a: Variable Angle ‘spot’ Meter; Micro¬ 
scope Meter; and Enlarging Meter. You may never 
need them all but it’s good to know your Luna-Pro 
can tackle any assignment. 
Its famed 2,000,000 :1 sensitivity range and con¬ 
vertibility SYSTEM makes it today’s best exposure 
meter buy. See this superb instrument at your 
dealer today. Makes great reading! 

SPECIFICATIONS: Smooth, one-hand operation ■ Meas¬ 
ures reflected and incident light (with built-in hemi¬ 
spheric diffuser) ■ For still and movie cameras ■ 30° 
light acceptance angle ■ single "see saw” selector 
button for high and low range ■ Automatic "memory” 
needle iock ■ Computer range: ASA 6 to 25,000; f/1 
to f/90; l/4000th sec. to 8 hours; Cine from 8 to 128 
fps ■ EV—8 to EV +24; .016 to 32,000 foot candles 
■ Weighs only 7 ounces. 

^OPTIONAL ATTACHMENTS 
for every light measuring need! 

KLING PHOTO CORPORATION 
P.0. BOX 1060, WOODSIDE, N.Y. 11377 

BerkeyJ 
Photo Inc. I 
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NEW 
8-Channel / Punched Tape 

Multi-Media Programmer 

for less than $1,000.00 

Model D-14 

• 8-Channel Versatility 

• Solid-State Circuitry 

• 3-Program Advance Modes 

OTHER COMPONENTS 
FOR A-V SYSTEMS: 

Rear Projection Screens 
Permanent 
Portable 
Table Top 

Front Projection Screens 

Mirrors 
Glass Front Surface 
Plastic 

Control Devices 

Programmers 
Dissolve Units 
Accessories 

Electric Roll-Up Screens 
Front Projection 
Rear Projection 

Special Photocopy Products 
Polarized Filters 
Photocopy Screens 

Technical Advice and Support 
Prompt, Courteous Service 

Literature and Samples 
Upon Request 

POLACOAT, Inc. 
9750 CONKLIN RD. 

CINCINNATI, OHIO 45242 

a I results. 
The through-the-lens metering sys¬ 

tem came in very handy in some diffi¬ 
cult close-up situations. As I have men¬ 
tioned, lighting is very misleading and 
one cannot always trust even his extern¬ 
al meter unless he knows how to ana¬ 
lyze the readings. After a while one 
learns what the needle means inside the 
Beaulieu and having instant readings 
available made it possible for me to 
capture scenes that would have escaped 
me had I needed to stop and take a spot 
meter reading. The meter in the camera 
gives general readings of wide areas but, 
when used in close-up work, functions 
much like a spot meter and with a little 
practice can be used with complete 
reliability. 

The automatic system worked for 
most macro-scenes. Difficulty arose as 
already mentioned, in the deeply sha¬ 
dowed forest interior, where I found 
that the lag in the aperture control drive 
motor was unacceptably long when fol¬ 
lowing objects (falling leaves, birds) 
moving rapidly among differently lit 
surroundings. 

The batteries take a charge very well, 
and I had no difficulties with them. 
However, being in a remote area limited 
my gasoline supply and thus limited 
generator time, so I had to utilize my 
batteries to the fullest. I found that at 
least ten batteries were needed—charged 
alternately, with only three chargers, at 
night—to run the camera as much as I 
required. A fewer number of batteries 
would not suffice; towards the end of 
my expedition I found myself filming so 
much that I reached a stage where I ran 
out of battery power early in each day. 

Working with insects as actors re¬ 
quires compromise. It is not possible to 
do all of your shooting on insects in 
their natural environment in an undis¬ 
turbed state. Likewise everything can¬ 
not to be shot or posed or staged speci¬ 
mens. In the study of the life of a 
particular insect, such as the army ant, 
both arrangements have to be followed. 
To concentrate on communication by 
antennal movements with the army ants 
I found that I had to bring certain 
individuals indoors and isolate and con¬ 
fine them somehow so that I could hold 
focus on them when they were carrying 
on their rapid acts. To do so, I devised 
another type of cage which I christened 
the "shooting gallery". It consisted of 
two chambers, one made of a plastic 
cup, the other a plastic box, connected 
by a cylindrical plastic tube. One wall of 
the tube I removed and replaced with a 
clean microscope slide, giving me a per¬ 
fectly flat, transparent surface through 
which to photograph. I introduced large 
numbers of army ants into the cup 

FILM/TV/VIDEOTAPE 

Career Training Courses 
... registration now open 

Work in modern, air-conditioned 
studios with the latest equipment. 
Professional instructors. Co-ed. 
• Motion Picture Production— 

Monday thru Friday—day or evening 
• TV Production & Videotape— 

Monday thru Friday—day or evening 
• Film/TV Writing—Monday evenings 
• Film Editing—Tuesday evenings 
• Film Directing—Monday evenings 
• Sound Recording—Thursday evenings 
• Animation—Wednesday evenings 

Resident and Home Study Courses in 
every phase of “STILL” Photography 
available. 

Student loans. Veterans benefits. Licensed by 
N.Y. State. Accredited member National 
Assoc, of Trade & Technical Schools, and 
National Home Study Council. Approved for 
foreign (non-immigrant) students. 

phone, write, or visit, tree booklet 

New York Institute 
of Photography 

112 W. 31st St., N.Y., N.Y. 10001, Dept. 331 
Phone: (212) 244-3462 

Leadership in photo teaching since 1910 

ARRIFLEX • AURICON 

BEAULIEU • BELL & HOWELL 

BOLEX • ECLAIR • KODAK 

Fast, expert check-out and repair 
to factory specifications. 

Lens collimation and 
correction for zooms, 
wide-angles, and telephotos. 

Prompt estimates! 

Phone (303) 433-3873, or write: 

stein phlllips & associates 
camera service 

2245 w. 30th avenue denver, Colorado, 80211 
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SERVICE 
TO ALL OF OUR CUSTOMERS. 

WE BELIEVE IIM GIVING THE 
FASTEST, MOST ACCURATE 

SERVICE AT RESONABLE PRICES. 
OUR EXPERT TECHNICIANS ARE 

SPECIALISTS IN LENS AND 
CAMERA REPAIRS. 

LOCAL SERVICE WHILE YOU WAIT! 
OUT OF TOWN RETURNED IN 80 HOURS! 

UNCONDITIONAL GUARANTEE 

SEND YOUR LENS OR CAMERA 

TODAY FOR A FREE ESTIMATE. 
CONTACT BOB CAPPS 

(213] A61-4185 

iOTION 
ICTURE 

1088 NORTH LA BREA, HOLLYWOOD, CALIF. 80038 
YOUR COMPLETE MOTION PICTURE NEEDS 

DISTRIBUTORS FOR' ECLAIR, ANOiNIEUX, BENNHEISER, 
ELECTRO-VOICE ALL CAMERA. LIQHTINQ AND SOUND ACCESSORIES. 

COMPLETE 
FILM SERVICES: 

16mm-8mm-Super 8 
Ektachrome processing 

Color and b&w 

Positives and negatives 

Super 8 Magnetic Sound 

Processing - Printing — Editing 
Cutting Rooms - Theater 

Sound Transfer - Sound Stripping 

Super 8 to 16-16 to 8 or Super 8 

Same day service on film processing 
and work prints 

16 YEARS EXPERIENCE 
For personalized service ask for 
Ed DeRoo or G. Lucien Guenot 
COAST TO COAST SERVICE 

Send for price list 

HOLLYWOOD CIIME 
MOTION PICTURE LABORATORIES 

1207 NORTH WESTERN AVENUE 
HOLLYWOOD. CALIF. 90029 

(213) 466-6683 

chamber and after a short while they 
adjusted to their new surroundings and 
began migrating back and forth through 
the inter-connecting tube. On the tube I 
had aimed the lens and focused in on a 
very narrow, shallow area through 
which the ants were traversing. I was 
able then to follow their most detailed 
and intricate movements without loss of 
sharpness, and because of the conven¬ 
ience of being indoors I could control 
my light to a fine degree. This method 
was very successful in producing an 
interesting record of army ant antenna- 
tion. 

Most of the other aspects of army 
ant biology, behavior of raiding col¬ 
umns, formation, positioning, and activ¬ 
ity within the bivouac, migration of the 
colony, etc., had to be done on "loca¬ 
tion,” i.e., in the natural environment of 
the rain forest. As already mentioned 
abundantly, lighting was the foremost 
problem. Here it was solved in two 
ways—one, by cutting down trees or— 
two, by bringing in artificial light. Both 
proved unsatisfactory. Cutting down 
trees obviously is very time-consuming 
and destructive, not to say anything 
about the work involved, and the alter¬ 
native requires transporting heavy 
equipment on your back in addition to 
the camera gear. 

One time, with the help of an associ¬ 
ate, I took the Honda 2000 generator 
into the forest by harnessing it to a rope 
sling and carrying it on our shoulders 
with two poles slipped through the 
sling. The generator and other gear 
added up to a very full load and by the 
time \ arrived at the scene of the army 
ant swarm I was nearly exhausted and 
had little left to put into the film work. 
This kind of photography is a far cry 
from the Hollywood scene where the 
cameraman has a large crew of backup 
men to haul his gear around for him and 
keep him supplied and free of any 
worries except his photography. 

Again, using fast film was no solace 
in the close-up work, particularly be¬ 
cause it, too, was inadequate even with 
an ASA of 160 to pick up enough light 
for proper exposures. Graininess also 
became an important factor and especi¬ 
ally troublesome in dealing with micro¬ 
scopic objects, taking away considerably 
from the sharpness of fine images, such 
as the edges of body structures, fine 
bristles and other minute portions of 
the insect's anatomy. The realization is 
again evident that close-up photomi¬ 
crography demands a high-intensity arti¬ 
ficial portable light to permit the use of 
fine-grained film and small apertures. 

Among some special successes which 
I feel were made possible by the versatil¬ 
ity of the Beaulieu equipment was the 

WHAT'S THE WORLD 

MACHINE FOR: 
16mm editing 
35mm editing 

16/35mm editing 
1 picture—3 track operation 
2 picture—2 track operation 
3 picture—1 track operation 
4 track operation 

breakdown and cataloging 
syncing up rushes 
lining up rushes 

correcting sync-drift 
lip-sync editing 

slow-speed operation 
sync-speed operation 

double-speed operation 
120 fps operation 

ultra-high speed picture searching 
high-speed winding/rewinding 

4-gang synchronizing 
multi-screen films 
multi-track films 

sound cutting 
sound modulation pinpointing 

track building 
synchronous test mixing 

16-35 footage/frame counting 
3-track full-coat editing 

interlock screenings 
composite print previewing 

print checking 
single-frame analyzing 

print handling 
reel-to-reel operation 
reel-to-core operation 
core-to-core operation 

print comparison 
film to video operation 

super 8 editing 
super 16 editing 

techniscope editing 
cinemascope editing 

65/70mm editing 

ONE MACHINE. 
THE KEM UNIVERSAL 

ELECTRONIC 

MECHANIC 
CORPORATION 

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

Cable: KEMOTION NEW YORK / TELEX ITT 421856 KEM Ul 

. HOLLWOOD: 6253 Hollywood Blvd.,. 

Hollywood, Calif. 90028 (213) 461-4396 
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WESTERN 
pit 

Complete 
Producers' Services! 

COLOR PROCESSING 
— VIDEO TIMING 

“FRONT-END SERVICE” 
EASTMAN COLOR NEGATIVES 

& POSITIVES 

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

SOUND RECORDING, DUBBING, 
MIXING 

EQUIPMENT RENTAL & SALES 

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

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

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

capture on film of an extra-large boa 
constrictor. The snake had secreted it¬ 
self in a deep shadow beneath a small 
bush and was unfilmable at the normal 
film speed, but by slowing the camera 
down to two frames per second and 
using the tripod I was able to obtain a 
very satisfactory sequence on the snake. 
The snake was very quiet and moved 
very little so there was no problem of 
jerking action on the film. Only because 
the Beaulieu was easily switched to this 
film speed and I could quickly load fast 
films at hand in my shoulder bag was I 
able to get this picture before the snake 
escaped. 

Time-lapse sequences are also easily 
set up with the Beaulieu. A group of 
paper wasps began constructing a large 
carton nest on the side of the station 
one day, and I brought out one of my 
second cameras and set it up on the 
stationary tripod and adjusted it for 
exposures at several-hour intervals. The 
shutter was released by hand; over a 
period of a week I obtained an interpre¬ 
tive record of the stages of the construc¬ 
tion of a wasp's nest. 

Many of the insects of the rain forest 
walk with a peculiar gait. Their advance 
motion is not regular and smooth but 
rather broken into a series of short jerks 
to the front and half jerks to the back 
so that the two steps forward are taken 
in couple with one step backwards. The 
perambulation is more similar to a 
dance than to a walk. It is sort of a 
rhumba-like motion carried on at a slow 
speed by the animal. I have surmised 
that way of walking has some survival 
value to the insect, perhaps giving it the 
appearance of a twig or leaf moving in 
the breeze rather than a live insect, and 
thus escape notice by a passing preda¬ 
tor. I was able to get some very interest¬ 
ing effects by speeding up the action of 
this rhumba walk by shooting it at 16 
frames per second. 

Like my predecessors in the New 
Explorer series I found myself acting in 
a multiple capacity as the photographer, 
set arranger and designer, light man, 
technical consultant, and in part, one of 
the actors. This presents a unique chal¬ 
lenge to any film maker. I think that 
only because of the ease with which I 
was able to adapt to the Beaulieu made 
it possible to accomplish the task. The 
big difference between the work in 
Alaska and mine in Central America was 
the amount of the close-up work that 
was included. Practically all of my real 
problems lay in this area and shooting 
with 16mm solved at least one of the 
major problems; that is, magnification 
of the image without tremendous light 
loss. With 16mm, shorter extension 
tubes are required to fill the frame than 

HARRISON CAMERA & LIGHTING CORP. 
3131 B N.E. 188th Street, North Miami Beach, Fla. 33160 

Phone:(305) 949-3337 
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The "BABY" Model R104U 

by Multi-Track Magnetics 
Part of the all NEW “BUILDING 
BLOCK” concept in Sound Record¬ 

er-Reproducer Systems 

A rugged, portable recorder-reproduc¬ 

er. Available in 16mm, 35mm, or 

l6/35mm and in 17.5/35mm. Elegant 

fiberglass carrying case available. 

• Compatible with all existing in¬ 

terlock systems 

• Pre-aligned interchangeable, head 

assemblies 

• Remote synchronous, high-speed 

operation 

• Case removable for standard stu¬ 

dio rack mounting 

New dealerships inquiries invit¬ 
ed. For literature, specifications, 

T prices and assistance in studio 
IWM planning, call, write today: 

Mulri-TRAck MAQNETicS iNC. 
1 Ruckman Rd.,Closter, N.J. 07624 (201) 768-5037 

mail order service 
■ Laboratory 
■ Recording 
■ Music Scoring 
■ Special Effects 
■ Animation 
■ Editing 
■ Titles 

Write for details. 

W. A. PALMER FILMS, INC. 
611 HOWARD STREET ■ SAN FRANCISCO, CA 94105 
San Francisco’s complete 16 mm film service 

with 35mm and the low light values so 
frequently encountered are dealt with 
more easily. 

Nature has gone on rampage in the 
rain forest. She has produced a multi¬ 
tude of unbelievable objects of beauty- 

in Costa Rica alone a thousand varieties 
of orchids. She has produced incredible 
shapes and forms with her gigantic 
horned beetles and exercised all means 
of inventiveness in giving her creatures a 
greater survival ability. With her lumi¬ 
nescent fireflies a nightly walk through 
a virgin rain forest is like a walk on the 
surface of another planet. Alice's won¬ 
derland becomes real. So much is 
strange. Even a biologist with training in 
the identification of the native trees of 
North America is like an ignorant child 
before the immense variety of the plant- 
life in the jungle. Trees take on the form 
of weeds, weeds mimic vines and vines 
become trees. One cannot trust his own 
eyes and experience half of the time. All 
this provides a completely new place for 
the eye of man and the camera. 

Alan Landsburg, himself, came to 
visit me at Rincon, and I saw after a 
short time of only one day that he felt 
this awe and estrangement that so many 
other visitors feel. He brought a profes¬ 
sional crew consisting of Jeri Sopanen, 
camera, and Glenn Winters, sound. 

Up until the time of Alan's arrival 
my luck in finding army ants was very 
limited. I had heard that Alan was one 
of those rare persons who seems to be a 
perpetual bearer of good luck wherever 
he goes, and this was proven to me to be 
true. Even on the day of his arrival we 
stumbled across a healthy colony of 
army ants in the migratory phase and 
were able to get some interesting foot¬ 
age. I had walked the same trails for two 
weeks prior without seeing a single ant. 

We had planned to go back and work 
more with the colony the next day but 
because of a rainstorm we had to stay 
indoors most of the day during which 
time sound-sync sequences were com¬ 
pleted. I had given up hope of finding 
the colony again on the third day, 
thinking it would have marched off in 
some other direction, but Alan's luck 
would not let this happen. On the 
morning of the third day we ran into 
the same colony of ants right outside 
the station. Instead of going in the 
opposite direction they had come our 
way, unbelievably so, and were actually 
crossing an open space in the full, bright 
sunlight which is very unusual for them. 
Not only were they making themselves 
available for study and photography but 
were interacting and crossing paths with 
another kind of ant, the leafcutter ant 
which was another subject desired for 
the project. The unique opportunity 

Highest energy... 
lightest weight... 
most compact... 
rechargeable battery 
on the market! 

Vardney 

If you have to carry batteries ... 
depend on batteries ... or design 
with them ... you’ll appreciate 
Yardney! . 

Our Silvercel rechargeable bat¬ 
teries pack the most useable 
power into the smallest and 
lightest weight modular package 
now commercially available. In 
fact, per unit of weight Silvercel 
delivers 3 to 4 times the energy of 
common rechargeable batteries 
and does it with flat, non-tapering 
discharge voltage characteristics. 

Whether you are an OEM develop¬ 
ment engineer, a supplier or a 
battery user, we invite your inquiry. 
Our technical assistance and 
advice are yours for the asking. 

Write or phone 
for complete information. 

COMMERCIAL/INDUSTRIAL SALES 

82 MECHANIC STREET, 
PAWCATUCK, CONNECTICUT 02891 
(203) 599-1100 

AMERICAN CINEMATOGRAPHER, SEPTEMBER, 1972 1065 



WE HAVE BEEN MAKING MOTION PICTURE FILM PROCESSORS FOR 

OVER TWELVE YEARS - AND STILL OFFER THE LOWEST PRICED 

AUTOMATIC CONTINUOUS PROCESSORS. WE HAVE INTRODUCED MODELS 

TO HANDLE EKTACHROME COLOR; FORMATS FOR B & W INCLUDE 

SUPER 8, 16 & 35 MM; ALL MODELS PROCESS BOTH NEGATIVE AND 

REVERSAL. PRICES ARE VARIED TOO - $695 FOR THE MARK II TO $2425 

FOR THE MARK VII - AND THOSE ARE READY TO RUN PRICES! 

Write or call for free brochure 

\JcP 
H.G. CRAMER CO, 

ROUTE 3, BOX 24A 
SARASOTA, FLORIDA 33580 
TELEPHONE: 813/355-4470 

KEEP VALUABLE FILM 
CLEAN AND DUST-FREE 

ECCO 202 
FILM CLEANING AND » 
CONDITIONING SYSTEM 
WITH ANTI STATIC 
ECCO 1500 
Cleans Filmstrip and 
Movie Film in 8, 16 
and 35 mm — 
Color and B&W 

Inexpensive compact system for do-it-yourself 

users. An extremely simple system to use when¬ 
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that we thus had to work with and 
photograph the primary objects of our 
search left me astounded. Here I had a 
professional camera crew on hand and 
even a director to make the actors do 
precisely what they were supposed to 
do. 

Some of our sequences were taken 
indoors with flood lights and the ol' 
Honda 2000 had a tough time keeping 
our 500-watt flood lamps burning 
brightly. Jeri would set up his camera 
and position himself ready to film. I 
would assume my place as actor, and 
Glenn was ready with the sound equip¬ 
ment. Alan directed and listened for the 
choking of the generator as a signal to 
unscrew a light bulb quickly before the 
power plant shut down from overload. 
But, improvised as it was, the inventive 
ability of these technicians overcame 
the problems and the results were com¬ 
pletely rewarding. 

The experience of living for an ex¬ 
tended time in the rain forest and being 
able to use this unexcelled camera 
equipment has stimulated me tremen¬ 
dously. I look upon the adventure as a 
high point in the past, and it makes me 
hungry for a chance to do it again. Next 
time I will investigate lighting apparatus 
for close-ups much more extensively 
than was done for this episode and look 
to the possibility of having the newer 
model Beaulieus with the built-in power 
zoom and prefocus control and other 
implementations. 

I argued with the Landsburg people 
at the beginning that the proper way to 
make a documentary on army ants was 
first to acquire a biologist who special¬ 
ized in this type of ant, and secondly to 
hire a well-equipped team of profession¬ 
al photographers trained in close-up 
work. This seemed obvious to me. But 
they convinced me that what they 
wanted was neither of these things, 
because they wanted to prove a couple 
of points. First they wanted to give the 
scientist a chance to learn something 
new that he had always wanted to learn 
but never had the time or opportunity 
before and secondly, to test the 
Beaulieu in the hands of a relative 
novice in cinematography. For both 
of these aims I was eminently qualified. 
As I look back upon my reluctance, I 
am glad that I was talked out of my 
objections and shown the rationale of 
these objectives. 

In the drama you will see the rain 
forest itself, how this tremendously 
complex ecosystem looks and functions, 
and you will see how its inhabitants 
live—the birds, the insects and especially 
the army ants—and how "Rincon 
Charlie" was able to survive and func¬ 
tion on this Jungle Adventure. ■ 
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"THE NEW CENTURIANS" 
Continued from Page 1031 

the car, there was sometimes a distract¬ 
ing little bounce—especially when using 
long lenses—no matter how rigidly the 
mount was rigged. Then, one day, Marty 
noticed what looked like a big formica 
tabletop, about six feet long and an 
inch-and-a-half thick and two feet wide. 
He laid that across the hood of the car 
with some furniture padding under it 
and tied it down to the fenders. He 
mounted the Super-grip to the surface 
and put on a little drop-down bracket 
that keeps the base of the camera very 
low—practically touching the hood of 
the car. This worked out very well, 
because you could slide the Super-grip 
anywhere on the smooth surface of this 
tabletop thing and lock it where you 
wanted it. 

We also used the Dynalens on several 
occasions, when we were doing running 
shots across railroad tracks or very 
rough streets. It was especially valuable 
in smoothing things out in that chase 
that takes place under the bridge. The 
operator tried it once, just in rehearsal, 
without the Dynalens switched on and 
he said that he couldn't even follow the 
action until he turned it on. 

The wildest part of that chase we 
weren't able to light at all. It took place 
down the middle of Broadway about 
4:00 o'clock in the morning. We had 
control of a stretch eight blocks long, 
including the intersections, and there 
was absolutely no way to light the 
street. The stunt drivers were doing 
crosses and all sorts of things with, once 
in a while, an unexpected car that 
wasn't supposed to be there getting into 
the act. I rode in the back seat of one of 
the cars and the director rode up front— 
and those were some hairy rides, believe 
me. 

The toughest problem with those 
shots was determining where to put the 
point of focus. If you are shooting 
straight forward like that with the lens 
wide open, you see a plane of sharp 
focus moving along with you. The ques¬ 
tion is, where do you throw that plane 
so that it will most effectively cover the 
action you want to show? We apparent¬ 
ly picked the correct spot, because it 
seemed to hit the other cars just right as 
it went along. 

All of the interiors in "THE NEW 
CENTURIONS" were the real thing, 
and lighting them presented some stimu¬ 
lating challenges. Fitting into this cate¬ 
gory is the opening sequence where the 
officers are briefed in the squadroom by 
the sergeant. We shot it on the second 
floor of the old Hollenbeck Police Sta- 
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tion in a big room that had one entire 
wall of windows. Dick Fleischer agreed 
to shoot toward the windows, which 
gave me a nice backlight. The soft light 
hitting across the desks and the people 
produced a very realistic, almost docu¬ 
mentary, look. 

The main problem was.the sergeant 
in his so-called blue uniform (which I'm 
sure was black), sitting in front of a 
blackboard. This was almost too cinema 
verite, because there was no place to put 
any light to help separate him from the 
background, without it looking obvious. 
On the widest shots it was impossible to 
hide lights, but when we moved closer 
we were able to sneak in a few kickers— 
sharper lights with fresnel lenses—and 
these provided a bit of separation. I 
don't like to see unmotivated backlights 
or kickers, but we did use them on the 
uniforms for separation and they made 
a tremendous difference. 

In preparation for shooting this se¬ 
quence, the Art Director had taken all 
of the old dirty screens off of the 
windows, thinking this would be help¬ 
ful, and he was going to replace them 
with brand new screens. I told him: "It 
will really help me if you will put the 
old cruddy screens back on and even 
spray them a bit so that they're a little 
denser, because we've got North light 
and, at certain times of day, it gets 
pretty hot out there." Being a very 
knowledgeable Art Director, he did this 
and it helped a lot. 

It was a pretty big room and, on the 
opening shot, we took in a 180-degree 
angle of the damned thing, so there was 
nowhere to hide lights. The problem 
was that we had to carry the window- 
light effect clear across the room. We 
hung some one-by-two's on the flimsy 
supports of the old fluorescent lights, 
which were still in there, and used these 
to hang a lot of Masterlights and other 
focusing quartz lights. Then we draped a 
lot of Velon—which is a very soft, pure 
white, flexible plastic—to diffuse the 
light. It cuts the illumination down by a 
little more than half, but it produces a 
marvelous soft light with no shadows at 
all. We used it a great deal in front of 
the lights throughout the entire picture, 
when we wanted a soft light effect for 
an interior. 

The cables from the Masterlights 
were spread out across the ceiling, with 
each one going to its own transformer 
pot. We directed each light toward a 
certain part of the room. If we needed 
an intense beam in a particular place, we 
would use a spot-type lamp. We used 
the wide-beam lamps in closer. All of 
the lights had Macbeth filters on them 
for daylight balance. If we needed a 
little more light in a corner, we would 
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just goose up that particular light from 
its pot on the transformer. 

This type of lighting arrangement 
extended, in a very natural way, the 
effect of the window light, which actu¬ 
ally came only 10 or 11 feet into the 
room. We started with the available light 
and then amplified it with matching 
artificial light coming from the same 
general source. 

In tiny rooms, such as those inside 
the wetbacks' apartment, there was us¬ 
ually no place to hang any lights at all. 
In cases like this, we would drape the 
ceilings and walls with highly-reflective 
"space blanket" material and bounce 
the light from wherever we could hide a 
few lamps. 

There were several interiors that were 
lighted with fluorescent lamps, where 
you saw the ceiling and the fixtures. 
When you photograph fluorescent lamps 
without any correction, they go rather 
green, but I was able to get a new type 
of fluorescent lamp which Sylvania 
makes that has a correlated color tem¬ 
perature of just under 3200° Kelvin and 
we replaced the existing units with 
these. The new lamps give out quite a 
bit of light all by themselves and, in 
many cases, we had to add only a 
couple of soft, focusing quartz lights, 
which did the job nicely and carried out 
the feeling of soft light. In large areas, 
such as the bank used in the silent-alarm 
robbery sequence, we replaced the fluo¬ 
rescent lamps with the color-correct 
units and augmented their light with a 
few 10K's—which are a godsend for 
large areas. 

When we used to work mainly in 
studios, the photography (which was 
regarded as very beautiful at the time) 
was lighted mainly from the tops of the 
sets and we used to place shadows 
around the rooms where there would 
not be any shadows in an actual day¬ 
time situation. The object was to make 
everything and everybody look beauti¬ 
ful. But things have changed greatly 
since then and the object now is to 
make things and people look the way 
they really are. 

These changes have been brought 
about mainly by the almost-universal 
use of color, but even more definitely 
by the technological developments 
which have taken place within the film 
industry during the last several years— 
fast color negative stocks, new compact 
lighting units and improved diffusion 
materials that enable us to work with 
small intense sources and bounce the 
light effectively. 

It is developments like these that 
make possible the realistic shooting, 
entirely on location, of pictures like 
"THE NEW CENTURIONS". ■ 
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"THE POSEIDON ADVENTURE" 
Continued from Page 1027 

"Broadway”—we have lights hidden in 
the floor and in doorways, and the end 
wall is lighted to at least silhouette the 
people when they are otherwise out of 
the light. 

IN FLORIDA IT'S 

’WARREN SOUND STUDIOS 
Complete sound production facilities 
Mixing ■ Dubbing ■ Transfer ■ Interlock Screen¬ 
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QUESTION: What kinds of lighting 
units have you been using to achieve 
these effects? 

STINE: We've been using mostly small 
quartz lights that we can tuck away in 
corners, and they've worked out fine. In 
some cases we've let the practical lights 
in the set show and also illuminate the 
people, and this has also been very 
satisfactory. 

QUESTION: I noticed on another part 
of the stage a high tubelike shaft. Can 
you tell me how you managed to shoot 
inside that thing? 
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STINE: It wasn't too easy to light. The 
tube is about eight feet in diameter and 
32 feet high. It is in three sections, each 
of which has a vent coming into it. 
There is one practical light burning in 
the wall and all the other lights are out. 
We had to take that one practical light 
and let it be the source for all of the 
light in the tube as the people are 
climbing up it and we're following them 
all the way with the camera. To further 
complicate matters, there is water run¬ 
ning down the sides of the tube and 
steam coming out at various points 
along the way, which makes it quite 
menacing. / had an Arrifiex camera 
shooting straight down from the top of 
the tube, with two lights right alongside 
the camera. / took one tamp and snoot¬ 
ed it, so that the light from it would not 
illuminate the circumference of the 
tube, but would penetrate right to the 
bottom and hit the water that was rising 
below. The other light at the top flared 
out in a broader pattern and illuminated 
the area near the camera. These two 
lights were all that / used and they 
worked out very well. 

QUESTION: What about the problems 
of shooting in that inverted engine room 
set, with all the smoke and fire and 
steam raging about? 

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 

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 

STINE: Just getting everything to dick 
at the same time in such a sequence is a 
continuous hassle—putting a new gas 
tank into the jets for the flames, making 
sure the arcs are loaded with full car¬ 
bons, wetting the actors down to just 
the right degree. There are about fifteen 
little things that have to be coordinated 

ERST CORST RI1D 501ITHEHST 
COMPLETE PRODUCTION SERVICES FOR FILMAKERS: 

Equipment rental, screening 

rooms, editing facilities, etc. 
Call: Ervin Melton 

CAR MEL CO. 4823 S. TRY0N STREET 
CHARLOTTE, N. C. 28210 
(704) 525-3811 
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wild 
life ! 

*■^4 STOCK KX5W3E 

Over 300>000 feet of great close-ups & 
slow-motion action scenes from Africa - 
North America at far less cost than send¬ 
ing a cameraman afield. Call or write: 

BORDEN PRODUCTIONS. INC. 

CONCORD. MASSACHUSETTS Ol 742 

617/369-5030 

A Division of Giddings 
Underwater Enterprises 

PROFESSIONAL 
UNDERWATER 
PHOTOGRAPHY 

(415) 362-6694 

584 Fourth St., San Francisco, CA 94107 

lIHLtilt MOTION PICTURE 
l FILM PRINTERS I 

35, 16, and 8mm. Contact continuous, and optical 
reduction and enlarging for color and B&W films. 
Please write for information and prices: 

Uhler Cine Machine Cable: Uhlcima 
15762 Wyoming Ave., Detroit, Mich. 48238 

(313) 861-4663 

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 

SHOOTinG 
Contact Jim Grattan for 
top equipped crews. Single 
and double system. 

PDATTAkl 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 

to work together simultaneously. As far 
as lighting is concerned, / started out by 
using 10K's and this worked out very 
successfully for the closer shots. But in 
order to get the longer shots in the 
engine room, it was necessary to go to 
arcs. It's a huge room with lots of 
plumbing and tubes—which tend to cut 
down the illumination—and the walls 
are coated with a paint that looks like 
streaks of oil. in order to get a good 
basic exposure at T/4.5 under these 
conditions, it was essential to use arcs. 
The intensity of light at the point of 
exposure—where the people are—is 250 
foot-candles, but the flames and the 
smoke that we have in front of the arcs 
cut it down to between 100 and 150 
foot-candles a lot of the time. When the 
flames dissipate and let the full lighting 
come through, we have the 250 foot- 
candles again. This makes it a bit diffi¬ 
cult to maintain consistent exposure. 
Parts of the scene may be a bit over or 
under-exposed, but with the flickers 
flashing through, you won't notice it— 
and it makes for a great effect. Since 
there is so much fire flaming about in 
these scenes, we've had to warm up our 
tights. We've been using MT-2 filters on 
all of the incandescent lights and yellow 
carbons in the arcs. The MT-2's produce 
a light that is almost exactly the color 
of fire—which is actually rather orange. 
Fire doesn't go red until it's underex¬ 
posed about three stops. 

QUESTION: On a picture as complicat¬ 
ed as this, there are bound to be 
mishaps. Have you had any catastrophes 
yet—aside from those in the script? 

STINE: We had one experience that was 
a little bit exciting at the time. Out on 
the backlot there is a water tank that 
goes down to about seven feet at the 
deep end. They can build part of a set 
on a wheeled platform that rolls on 
tracks down into the tank, and we've 
used this several times to show sets 
going underwater when the ship turns 
over. One day we were shooting a scene 
in which the water is supposed to rush 
in on the actors. / was using two 
cameras—the Panavision camera up high 
and an Arriflex down on the water. 
They had given me a "safe" waterline 
for the Arriflex and we set it up as dose 
to the water as possible. When it came 
time to do the shot, the set was towered 
into the tank and the water came 
rushing through—but the platform 
didn't stop towering where it was sup¬ 
posed to and we ended up with the 
water going dear up over the Arriflex 
and around the magazine. That was 
quite an experience—but otherwise, 
things have been going very smoothly. ■ 

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 

HDIAJC HRDN 
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 

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 
CENTURY STUDIOS 
FILM PRODUCTIONS 
CINEMATOGRAPHY our specialty 

Complete production 
.. . or footage 

(919) 851-4295 
5210 Western Blvd. 

Raleigh, N.C. 27602 
WE TRAVEL ANYWHERE 

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 

UNDERWATER 
• Filming Services—Still & 

Motion picture documentation 
• 16mm Rental & Sales 
• Cameras & lighting 

FRENCH UNDERWATER SYSTEMS 
) 34 Paul Drive 
San Rafael, Ca. (415) 479-3989 

we 
COA! 

THEATRICA 
DIRECTORY 

Free editorial listings foractiv/e 
companies throughout U.S. 
Low ad rates, high readership. 

Tom Shelden, Advertising Sales 
1200 Riverside Drive Suite 360 
Burbank, Ca. 51506 
(213) 849-5618 

Published by The H. M. Gousha Co. 
A subsidiary of The Times Mirror Co 
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W ESTHEIMER Company 

Joseph Wertheimer. 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 MANAGEMENTSER VICES 
For budget minded producers. 

Universal Creative Personae 
304—A W. 18th St. (212) 2S5-9321 

New York NY 10011 

r 

SALES • LEASE • RENTAL 
Professional Motion 
Picture Equipment 

— COMPARE OUR PRICES — 
Free Rental Catalog 

215 W. Pershing 1909 Buttonwood 
Kansas City, Mo. Philadelphia, Pa. 
(816) 421-1230 (215) 568-6291 

CALVIN CINEQUIP INC. 

For the best in quality and service 

RUSSELL FILM 
LABORATORIES 

Complete 16mm Lab 

Color and black & White processing 

Sound recording 

Editing 

Printing 
• 

Titles 
Same day service on Ektachrome 
processing and work prints 

RUSSELL FILM LABORATORIES 
P. O. Bo* 6938 • Jacksonville, Fla. 32205 

(904) 389-2316 

CINEMA WORKSHOP 

Continued from Page 964 

periods between takes, the camera 
should be put in the shade or other cool 
spot. 

I have been stressing the desirable 
effects of storing film at reduced tem¬ 
peratures. However, it is not desirable to 
shoot with film that is very cold. At 
temperatures below freezing, the film 
becomes very brittle. This not only 
increases the probability of the film 
breaking, but it also increases the film's 
"plastic memory." All film has "plastic 
memory," that is, it retains the shape it 
was formerly in. If film was on a spool, 
one can straighten it out, but it will curl 
up again when it is let go. The pressure 
plate and aperture plate in the camera 
must keep the film perfectly flat during 
exposure, even though the film natural¬ 
ly wants to curl up. At low tempera¬ 
tures this effect is magnified and it is 
possible that the curling forces in the 
film may cause "breathing" in the gate. 
In low temperature filming, it is a good 
idea to keep extra cans of film in 
pockets close to your body. Where 
possible, keep film indoors until the last 
moment. ■ 

"PROJECTION 72" 
DEMONSTRATION AT PHOTOKINA 
COLOGNE 

Due consideration is given to the 
steadily growing importance of audio¬ 
vision at the 12th photokina Cologne to 
be held from September 23 to October 
1, 1972. An item of special interest to 
all potential users of audio-visual media 
from industry, advertising, commerce 
and schools, etc., should be a demon¬ 
stration entitled "Projection 72" to be 
arranged on the afternoon of September 
25, 1972 by Dr. Klaus Brepohl, head of 
the Audio Vision Centre of the German 
Industrial Institute. New lecturing and 
teaching techniques and modern uses 
for projection equipment are to be 
explained and demonstrated in practice. 
The combination of equipment will be 
demonstrated by means of overhead and 
daylight projectors, slide projectors and 
Super-8 cine projectors during the entire 
event, which lasts about two hours. 

This reliable equipment has been 
developed considerably in recent years 
and can be of great benefit to both 
industry and official departments. The 
demonstration "Projection 72" supports 
the technical nature of photokina and 
will also offer amateurs many valuable 
suggestions for the use of this projection 
equipment. 

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 

jmnulke 
rniflmfflHw 

nuns in association 
with Black Star 
Productions, Inc.I 
Complete facilities for all types 
of expert underwater and 
topside filming and production. 

For Information: 
Benjamin J. Chapnick 
450 Park Avenue South 
New York, N.Y. 10016 
(212) OR 9-3288 
Miami, London 

COMPLETE 
FILM SERVICES 

• 35mm Color 
16mm wet gate blow-ups 

to 35mm—fully corrected. 
■ 35mm to 16mm-16mm to 8mm or Super 8 

• Processing—Printing—Editing 

• Sound Transfer—Sound Striping 

• Super 8 to 16mm 

SAME DAY SERVICE 
24 Hour Processing 
Coast to Coast Service 

Send for Price List 

1138 No. La Brea 
Hollywood, Ca. 90038 

(213)467-1118 

.MERICAN 
FILM INDUSTRIES, INC. 
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BUY-SELL-SWAP HERE 
STUDIO PRODUCTION EQUIP. STUDIO PRODUCTION EQUIP. STUDIO PRODUCTION EQUIP. 

ECLAIR CAMERAS. New NPR, Super-16, 
factory modified, 2 magazines, case. $10,995. 
ACL, 2 magazines, 12/120 Angenieux lens, 
battery, case, $6750. CM-3, 25mm Baltar, 6v. 
motor, 2 16mm magazines, 1 35mm maga¬ 
zine, battery, case, $2300. ARRIFLEX CAM¬ 
ERA. “S”, 2 magazines, 12/120 Angenieux 
lens with automatic diaphragm, motor, bat¬ 
tery, case, $3200. E.V. 642 microphone, 2 
shock mounts, windscreen, $250. IN STOCK. 
New Bauer P6 Synchron projector, Arrivox 
sync recorder. WESTERN CINE SERVICE, 
INC., 312 S. Pearl St., Denver, Colo. 80209 
(303) 744-1017. 

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. 

16/35mm Editing Rooms, Large. Moviola or 
Steenbeck, (416) 920-3495. 

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. 

ARRI 35 II CV. 2 magazines -25-250. Ange¬ 
nieux lens, constant speed motor, Cine 60 
battery pack 8-16.8V, Haliburton 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. 

CANON SCOOPIC demonstrator $795. Fold¬ 
ing shoulder pods, new $55. GORDON 
YODER, INC. 2840 Reward Lane, Dallas, 
Texas 75220. 

ECLAIR NPR 148 with 110 sync motor, 
cable, tripod adapter, bellows matte box 
12-120 Angenieux zoom, camera case, 2 
400-foot magazines and case. Excellent condi¬ 
tion $3950. BEAR FILMS, INC., 805 Smith 
Street, Baldwin, NY. (516) 223-1830. 

SUPER 16 ECLAIR, excellent for features, 
reasonable rental rates. (416) 920-3495. 

SYNC BEEP-1/4 inch tape prerecorded with 
high-level 1000 eye. tone, backed with special 
pressure-sensitive adhesive for quickly affixing 
visual and audible sync indication on any 
magnetic film or tape. Industry-wide accept¬ 
ance. Send $2.50 cash, check or money order 
for postpaid packet containing 20 strips total¬ 
ing 100 35mm frames. D. P. UPTON CO., 
P.O. Box 5052, Tucson, Arizona 85703 

ARRI-S Package available. ROGERS, 2856 
Fort Worth Ave., Dallas, Texas. 

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 

UHER 4000 L tape recorder with sync. Like 
new condition. Just factory overhauled. Sync 
generator, Ni-Cad batteries, all cables, head¬ 
set, mike. P.O. Box 237, Durham, N.H. 
03824. (603) 888-2067. 

LENSES Pan-Cinor 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. 

SHOOT Synchronized Sound the easy, relia¬ 
ble way with the Rivendell Synchronizer. 
Uses ni-cad battery for location filming, mains 
power for sync transfer to stripe, perforated 
tape, or magnetic film. No projector modifica¬ 
tions. Any film gauge. Most recorders are 
suitable. This synchronizer does it all, in one 
compact unit! Shipped to you direct from 
England, for only $174 including airmail. Full 
details from RIVENDELL Ltd., 12, Poplar 
Close, Sherfield-on-Loddon, Hampshire, Eng¬ 
land. 

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. 

BOLEX H-16 with filter slot, critical focus, 
pistol grip, 1 inch Switar, 38mm Ektanon, 
50mm (THC) Soligar, Bolex all metal tripod. 
Outfit $450. Photos available. M.S. SELLS, 
Box 9222, Columbia, S.C. (803) 776-3030. 

DOLLY: Studio or Special Effects. 360° 
platform. Vertical travel 10” to 90”. Used 
$450. MARC CREIGHTON PRODUCTIONS, 
4112 W. Jefferson Blvd., Los Angeles, CA 
90016 (213) 887-7263 

ANGENIEUX 25-250 with new Vicon motor 
and Arri cradle. $1600. Uher 1000 Recorder 
complete with case, microphone, etc. and 
wires from recorder to camera. $600. WILEY 
S. GROOVER, 21 Sessions St., N.W., Mari¬ 
etta, GA. 30060 PHONE: 428-6361. 

MITCHELL 35mm BNCR Reflex complete 
with 20, 25, 35, 50, 75 and 100 Balter lenses; 
4 mags; viewfinder with automatic focusing; 
220V sync motor; 25-250mm Angenieux 
zoom lens with housing and motor. Like new, 
repossessed from lease. Financing available. 
JAY (212) 243-1316. 

SIEMENS-MARC 300, pair (2) double system 
projectors complete with amplifiers, power 
supply and speakers, in ready-to-use opera¬ 
tional condition. Price open, make offer. 
RAY HOWELL FILM PRODUCTIONS, (512) 
224-7352, 303 So. Alamo St., San Antonio 
Tex 78205. 

NEW Berthiot 12-120 zoom lens, F3.3, $495. 
Used Angenieux 17-68mm zoom lens with 
finder, $489. Used Switar F2.5 86-EE zoom 
lens $450. Demo Berthiot F2 17-85mm zoom 
lens without finder $389. BROOKS CAM¬ 
ERAS, 45 Kearny St., San Francisco, CA 
94108. 

BEAULIEU R 16B Auto, 12-120, sync, gen., 
battery, charger, 200 ft mag. remote release, 
blimp, filter, AC converter, extras $1795. 
MORRIS, BAILEY & ASSOC. (815) 
968-8844. 

USED Superior 16mm cine printer, $189. 
Used Magnasync 4-channel mike-mixer model 
745, $299. Used Uher recorder with Ranger- 
tone, model 4000L, $495. BROOKS CAM¬ 
ERAS, 45 Kearny St., San Francisco, CA 
94108. 

16mm B&W Processors. Filmline R60 Rev., 
316D Neg/Pos. Asking $2,000. FALK, 83 
Chestnut Hill Ave., Brighton, Mass 02135. 

USED ARRIFLEX 16mm body, model S, 
$1,795. Used 17-85mm Cinor zoom lens, 
Arri. mt. F2.2, $298. Used Arriflex synch 
motor with power supply $398. BROOKS 
CAMERAS, 45 Kearny St., San Francisco, CA 
94108. 

USED ECLAIR motion picture camera, mod¬ 
el NPR with F2.2 12Tl20mm zoom lens, 
battery and case, $4,995. Used Kodak Ekta- 
graphic Super 8 sound projector, model AV 
275, $128. BROOKS CAMERAS, 45 Kearny 
St., San Francisco, CA 94108. 

ECLAIR CM-3, 16/35mm, 24V motor 
$1,800. Arri 35-2C/T Techniscope body, con¬ 
stant motor $2,500. Cine-60 blimp for Arri- 
35 $750. Arri 16-M, 12-120, 2 mags, motor 
$3,900. Arri 16-BL, 12-120, univ. motor, 
2-mags, offset finder $6,200. Auricons: Pro- 
1200 $2,650; Pro-600 $1,900; Pro-200 $750; 
Conversion $1,500. Bolex Rex-5, 12-120 
$950. Canon Scoopic-16 complete outfit 
$750. Frezzi AC power pack $295. Complete 
16/35 sound transfer system $5,500. Techni¬ 
scope projection booth, dual interlock Magna- 
Tech 16/35 recorders $15,500. Nagra IV-L 
$1,750. Magnasync X-400 recorder $750. 
Ampex AG-350 V«” stereo recorder console 
$2,3 00. MovioJa-35 $2,200. Moviola-16 
$2,500. Gaffer tape, 10-rolls $35. We also 
accept trades. Ask for our new, Free catalog. 
See our display Ad in this issue. COMQUIP, 
INC., 366 So. Maple Ave., Glen Rock, N.J. 
07452. (201) 444-8811. 

ECLAIR NPR rarely used. Beala motor, dove 
prism viewfinder, 2 400 ft magazines, carrying 
cases, 9.5-95 Angenieux zoom, universal bat¬ 
tery belt (212) BU8-7200 c/o KRESS, 1020 
Fifth Ave., New York, NY 10028. 

MOVIE DEPT. SPECIALS—6 MONTH POSI¬ 
TIVE WARRANTY! 

H-8 Reflex Converted to Super 8 W/3 Lenses: 
5.5 / 12.5 / 36MM Switars. Mint $450.00 

Beaulieu 4008 ZM-2 Super 8 Camera w/Ange- 
nieux 8-64 zoom Lens, Electric eye Re¬ 
charger. Brand New—Regular Price 
$988.90 HELIX SPECIAL, while they last 

$581.50 
Cine Special II w/4 Cine Ektar Lenses: 15MM, 

25MM, 63MM.102MM, Complete with 
Case And Assorted Filters $575.00 

16mm Cine Magazine FI.9 & Case Good49.50 
16mm Bell & Howell Filmo Magazine w/three 

lenses: 17mm, 25mm, 75mm, Case & 
Accessories, Very good 75.00 

16mm Bolex H-16 Reflex w/Switar 75mm, 
25mm, 10mm, Mint 595.00 

16mm Canon Scoopic Outfit, Excellent 
$675.00 

16mm Kodak K100 w/three lenses, Excellent 
$399.50 

16mm R16 Beaulieu with 17/68 F2.2 Ange¬ 
nieux, New 1720.00 
16mm Bolex EBM with 100mm PEO-F1.9 

Vario Switar 1555.00 
16mm RCA 400 Sound Projector, Good 

259.50 
16mm Kodak 104 Opt/Magnetic Sound Pro¬ 

jector, Excellent 475.00 
16mm Bell & Howell #385 Specialist Sound 

Projector, Very Good 375.00 
16mm Bell & Howell .2-Case Utility Model 

Sound Projector, Good 225.00 
16mm Bauer P6 Sound Projector, Excellent 

750.00 
25mm FI.5 Rodenstock, Arri Mount, 
Excellent 65.00 
16mm FI.9 Schneider Xenon FI.9, Arri 
Excellent 125.00 
25mm FI.5 Schneider Xenon, Arri Excellent 
New! 115.00 
Leicina Super 8 Camera—Sale, New! 385.00 
Bolex 18-5L Super 8 Projector Zoom, Like 
New 125.00 
Noris Norimat Super 8 and Single 8 Projector, 

Display model 189.50 
Eumig Super 8 Projector Zoom 149.50 
16mm Table Viewer, Magna-sync Moviola, 

225.00 
16mm H-16 Rex-5 Bolex, New w/o V.F.. 

549.50 
16mm H-16 SBM Bolex, New w/o V.F. 525.00 
16mm H-16 EBM Complete with POE 

100mm Zoom Lens 1795.00 
Miller F Head (new) with Legs 275.00 
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. 

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 
llghtface capital letters (except 1st word and advertiser's name) 50r per word. Office, American Cinematocrapher, P.O. Box 2230, Hollywood 28 Calif. Forms 
Modified display format (text set in boldface type, capitals or upper-and-lower close 1st of month preceding date of issue. 
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STUDIO PRODUCTION EQUIP. WANTED SERVICES AVAILABLE 

SUPER 8 Equipment. HFC 1:4 reduction 
printer, Bell & Howell contact 2-rank Super 8 
printer with Peterson sound head, HFC 2-rank 
Super 8 inspection projector, HFC 16-8 slit¬ 
ter. All equipment in excellent condition. 
ALLIED FILM LABORATORY, 9930 Green¬ 
field Road, Detroit, Mich. (313) 272-3990. 

MOVIOLA for sale $2400. 16mm sound and 
big pic head, takeups, bag, shelf and mixer for 
second sound head. Excellent condition, call 
 CUT! (213) 254-4728. 

35 MOVIOLA 3 picture/sound Long base 
good condition green $2295. FILM ASSIST¬ 
ANCE, 1946 N.E. 151st St., Miami, Fla 
33162. 

35MM MITCHELL cameras—recording equip¬ 
ment-hand cameras—prisms—synchronizers— 
Moviolas—dollies—studio equipment. “SEND 
US YOUR REQUIREMENTS” CINEMA 
SERVICE CORP, 106 West End Avenue, New 
York, NY 10023. 

16mm Auricon Conversion. 3 lens turret. TV 
Shutter. Super Sync Motor. 2 400ft maga¬ 
zines. 17 to 85mm Pan-Cinor Zoom. Adapted 
for magnetic. Mitchell SPR-NC. 3 super Baltar 
lenses. 2 1000ft. magazines. 12-16 volt DC 
motor w/control box and sync signal output. 
Matte box. Follow focus. Mitchell finder. 
Mitchell barney. Mitchell tri-plex friction 
head and legs. J. BURGI CONTNER, 6048 
S.W. 32nd St., Miami, Fla. 33155. 

ECLAIR NPR with 4-400 ft. mags, 12 volt 
Perfection motor, battery belt and charger, 
carrying case. Angenieux 12-120 zoom. Like 
new! Original owner! Only one documentary 
through camera. Best offer above $5000. 
PROMETHEUS, INC., P.O. Box 439, Ross, 
CA 94957. (415) 457-1843. 

AMERICAN CINEMATOGRAPHER back is¬ 
sues wanted. Will pay cash. S. Smith, 822 
Second Avenue, Williamsport, PA 17701. 

WANTED: Arriflex 16mm, lenses, magazines, 
Will trade New Mexico real estate. KIR- 
SCHEY, Box 2068 Grand Central, New York, 
NY 10017. 

SITUATIONS WANTED 

College graduate, B.S. in motion picture, 
looking for employment in motion pictures or 
video tape productions. Experienced in docu¬ 
mentary and TV commercials. Single, no 
military commitments, will relocate any¬ 
where. THOMAS STILLMAN, 2051 Audubon 
Ave., South Plainfield, N.J. 07080. (201) 
757-1065. 

MISCELLANEOUS 

Free from GORDON YODER, INC. 1 set 
zoom see rings, 1 sunshade and 1 series 9 glass 
filter with every 12 to 120 zoom we sell. 

SERVICES AVAILABLE 

GORDON YODER, INC. builds a 15 oz. 
magnetic amplifier for Cine Voice. 

PRODUCER: Your program distributed 
through Europe, Africa, 16 or 35mm at no 
cost to you. A.S.P. DISTRIBUTION, 5716 
Vecino Dr., Glendora, CA 91740. (213) 
963-6761 

QUALITY CINEMATOGRAPHY. All formats 
including Panavision, Techniscope, and Super- 
16. Chris Nibley (213) 877-2594, 3760 
Wrightwood Dr., North Hollywood, CA 
91604 

ICELAND is now a focal point of the world. 
Mainly because of the World Chess Champion¬ 
ship Match, well prevented from passing 
unnoticed by Bobby Fischer. Secondly by 
being a peak on the North Atlantic Ridge 
which is cracking and the main cause for the 
gliding continents. This is why we have active 
volcanos, geysers and hot springs. At the 
moment I am very busy filming Bobby and 
Boris for ABC Wide World of Sports and film 
producer Chester Fox. This assignment has 
turned out to be my life’s most exciting, 
thanks to Bobby, but after the match, or 
when Bobby has kicked all cameras out for 
good, I shall be ready for new assignments, 
small or big. My efficient little crew covers 
everything from Cod fishing to chess matches. 
Your inquiries are welcome. ASGEIR LONG 
FILM PRODUCTION, P.O. Box 122, Gardah- 
reppi, Iceland. Cables: ASLOFILM Iceland. 

GORDON YODER, INC. gives 48 hour serv¬ 
ice on Filmo & Auricon filter slots. Also 
quick service on Auricon and Filmo repairs. 

PLANNING to film in Alaska? Let us assist 
you with your film ideas and keep budget 
costs down. CINEMA ALASKA PRODUC¬ 
TIONS, Box 646, Juneau, Alaska, 99801. 
(907) 586-2249. 

CINEMATOGRAPHER, 25 years experience 
in documentary films, seeks weekend assign¬ 
ments for video cassette age. Write P. O. Box 
913, Newbury, CA 91320. 

GORDON YODER, INC. repairs all types of 
conversions. 

LOW-BUDGET WESTERNS. Have you con¬ 
sidered YUMA? Unique locations, in-town 
services, Contact, Jim Mertz, 369 1st Avenue, 
Yuma, Ariz. 85364. 

HEADS REBUILT 

ONE-DAY SERVICE 

Reasonable 
Prices * _ „ 

Fully 
Guaranteed 

MOBIUS 

565 5th Ave. 
NYC 10017 
(212)697-8620 

SHUTTER 
n., in film, the mechanical device in a motion picture camera, 
projector or printer which blocks the film from light at the 
aperture during the movement period of the intermittent 

cycle. 

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. 

► To Classified Advertisers 

► Copy deadline for classified ad- < 
* vertising is the 1st of month, < 

preceding publication date. Mail ^ 

and remittance to copy 

cost to 

cover < 
< 
< 

AMERICAN CINEMATOGRAPHER < 
1782 No. Orange Dr. 4 

Hollywood 28, Calif. 

CAMERA STOCKS 
16mm EKTACHROME 7252 06 
16mm EKTACHROME EF 7242 065 
16mm EKTACHROME 7256 . 7241 .058 
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 04 

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 

CAMERA CREWS/PRODUCTION ASSISTANCE ANYWHERE IN THE WORLD 
P. O. Box 8037 • San Francisco, California 94128 j||l****^ ****•( j 

:rnmi0STmmms'■ 
**■•■***■•■••**** P. O. Box 38- 

   ■ ■ ■ 

8-517 • Miami, Florida 33138 USA - (305) 7S4-4141 
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“Frezzi-Cordless”™ professional 16mm 
TVnewsfilm single/double system 
sound cameras are ready-to-roll. 

MADE IN U.S.A. 

Our standard 16mm TV newsfilm camera features the 
"Frezzi-Cordless”™ internal power system. Used by all 
major TV newsfilm operations. The camera is rugged, 
completely portable and operates everywhere from its 
internal power system or external 120 volt AC line or 
external DC battery. Sync operation with integral crystal- 
controlled module. Shoots single or double system 
sound with ease. 

Special TV Newsfilm Package Price includes: "Frezzi- 
Cordless”™ Camera, Angenieux AVB 12-120mm zoom 
lens (specify finder), 400-foot magazine, spare battery, 
data rings, filters, amplifier and accessories, and custom¬ 
ized carrying case. 

For information and prices on the "Frezzi-Cordless”™ 
Camera and accessories see your professional motion 
picture supply dealer or write or phone James J. Craw¬ 
ford, Vice-President Engineering. 

(Your present conversion can be made "Frezzi-Cordless”™ 
by FREZZOLINI; for details write, phone Mr. Crawford) 

Frezzolini's "Frezzi-Cordless"™ 
conversion features an 
internal battery that runs 
Eight 400-foot rolls without 
plugging in its power cord. 

Features famous 
BACH AURICON 
movement. 

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 IVC 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. 

ELECTRON BEAM RECORDING 
FOR BLACK AND WHITE 

byron COLOR-CORRECT 

65 K Street, Northeast, Washington, D.C. 20002 202/783-2700 

World’s Most Sophisticated Video Tape and Film Laboratories 


