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New York has 
a'West Coast’ 

qenerol staqe 
^nineteen ^ „„ 

512 West 19th Street 
New York, N.Y. 10011 

named us exclusive East Coast Distributors. Which 
we find especially flattering, since they’ve long been 

noted for pioneering the latest in cinematography. 
Without compromise. 

All this equipment and no place to go 
Knowing filmmaking, and filmmakers, we 
realized New York needed something 
more: a soundstage—or more realis¬ 

tically, a soundstage complex—to give 
motion picture professionals the facili¬ 
ties and flexibility they need to utilize 
today’s most advanced cinema tech¬ 
nology. Without a lock, stock & barrel 
transcontinental migration. So that 
any additional location or stage takes 
wouldn’t require back-and-forth trek¬ 

king. 
But instead of the usual re¬ 
conversion of the sprawling 
ex-garages now dotting the 

west side, we started 
from the ground up. Re¬ 
sulting in a three-studio 
complex that tops any- 

ing you’ll find this 
de of the Sacramento 

(and possibly even fur¬ 
ther West). 

Enough aerial photography 
In the not-too-distant future, 

we’ll be introducing New York’s 
West Coast to the filmmaking pub¬ 
lic. But why wait? We’re waiting to 
make you part of the excitement at 

qenerql comero 
V/■orrsArnhrtn /ftk 471 Eleventh Avenue corporation ££ New York N Y 10018 

(212) 594-8700 

It had to happen, sooner or later 

We just made it sooner. Gave New York its 
own ultramodern filmmaking center to keep 
pace with its imaginations. A total rental- 
fabrication-manufacturing facility. And a 
multilevel soundstage complex equipped 
for everything from commercial to feature. 

Making films in New York is a way of 
life. We understand it. Live it. And de¬ 
signed around it, drawing on years of 
experience on all types of feature, 
commercial, industrial and educa¬ 
tional work. 

Two years, seven stories 
and 40,000 square feet later 

(plus innumerable gallons of 
blood, sweat & tears spilled on 
38th Street and Eleventh Ave¬ 
nue), we have the most complete 
service-oriented equipment source 
anywhere. Park (yes, we said 
park!!!) outside our door, and you’ll 
find a building-full of experts at get¬ 
ting things done. Backed by a huge 
inventory of the world’s finest camera, 
lighting, grip and sound equipment. 
Supported by some of the finest opti¬ 
cal and machine shops to be found 
anywhere. 

Our vision and PANAVISION 

As the building took shape, people were 
impressed. We were impressed. So, appar¬ 
ently were the Panavision people, who 

Exclusive East Coast distributor for —PA NA VISION ® 
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What the mind can hear, eclair can Film. 
Silence is the most revealing noise of all. Surprising silent voices in the mind. Capturing 

patterns on unguarded faces. Our cameras respect the worth of silence. With simple design. 
A minimum of moving parts. And maximum mobility. Look at the world through our 

eyes at your Eclair dealer. And listen. Your professional instinct will tell you something. 
For more facts about Eclair cameras, write for our fact-filled brochures. 

eclair corporation ofamerica 
62 West 45th Street, New York 10036, ( 212 ) 869-0490, 7262 Melrose Avenue. Los Angeles, California 90046,(213) 933-7182. Telex: 14-7208 



WHAT’S NEW 
IN PRODUCTS, SERVICES AND LITERATURE 

1\ 

The SYNC0R-16X 16mm 
PROJECTION SYSTEM 

Designed for short and long throws, 
the SYNC0R-16X is a hybrid compris¬ 
ing a Bauer P6 Synchron and a regulata- 
ble, ozone-free ORC-1600W Xenon 
Light Source. 

This system will have applications in 
recording studios, for auditoriums, 
screenings and theaters—particularly 
where a synchronous 24 fps 16mm 
projector and a long-life (1500 to 2000 
hours) xenon lamp is essential. 

Featuring the reliabilities of both 
projector and lamp house, the SYNCOR- 
16X is a Monad concept. Tests show no 
appreciable gain in hum when recording 
equipment is stationed 4 feet from the 
system—and this, even with integral 
power supply. 

The projector on pedestal and the 
lamp house are mounted on a simulated 
walnut 18 x 36" base 3/4" thick. While 
the four plastic-shoed feet enable inde¬ 
pendent levelling, a 90-degree swivelable 
lamp house enables immediate access to 
both units: for inspection, manual lac¬ 
ing of film and maintenance. Complete 
dismantling and reassembly are also 
simplified, and safety features are incor¬ 
porated. 

No special ducting or ventilation is 
required. Picture shows the SYNCOR- 
16X which weighs 160 lbs. 

The 2000-foot reel capacity projec¬ 
tor plays back optical/magnetic and 
records magnetic on 50 or 100 mil 
edge-stripe on film from "mix" control¬ 
lable line and mike inputs; a solid-state 
25-watt music power amplifier is also 
provided with a pre-amp outlet for 
other amplifier/speaker systems. 

Worthy of mention is the fact that 
the Syncor-16X has been timed, with¬ 

out couplings, to tie in with synchron¬ 

ous 1/4" tape recorder to enhance 

sound and/or special effects. 

A wide range of projection lenses are 
also available. This includes zoom lens 
and Cinemascope anamorphics. 

Details of this and other projection 
systems are available from MONAD 
ENTERPRISES, 1332 N. Sierra Bonita 
Avenue, Los Angeles, CA 90046. Tel: 
(213) 874-4730 or 467-8491. 

NEW FOLDER DESCRIBES LATEST 
THRIFTFAX ANIMATION CAMERA 
STAND 

Features of the latest model 
Thriftfax Animation Camera Stand are 
described in a new folder available from 
the manufacturer, Fax Company, 475 
South Santa Anita Avenue, Pasadena, 
California 91107. Information also is 
provided on Thriftfax components, the 
revolving disc and platen unit, and those 
in combination with compound and 
pantagraph. 

CRYSTASOUND AUXILIARY MIXER 
AVAILABLE FOR CP-16/A CAMERAS 

Cinema Products Corporation an¬ 
nounces that its Model 6C Crystasound 
Auxiliary Mixer is a vital part of the 
highly acclaimed Crystasound Record¬ 
ing System, making the system extreme¬ 
ly versatile and efficient. 

The Crystasound Auxiliary Mixer is 
basically designed to handle those par¬ 
ticular filming situations where it is not 
feasible for the TV-news/documentary 
cameraman to handle the sound record¬ 
ing process by himself. It is also re¬ 
quired in situations where additional 
microphones are needed beyond those 
which can be accommodated by the 
Crystasound built-in amplifier. The 
Auxiliary Mixer is an extremely light¬ 
weight (3 lbs. 1 oz.) and compact (6V2" 
X 21/2" X 6") unit, designed to accom¬ 
modate four low-impedance dynamic 
microphones, one condenser micro¬ 
phone and one line input, with individu¬ 
al mixing pots and on-off switches for 
each of the six inputs. The Auxiliary 
Mixer plugs in directly to the mixer 

socket on the Crystasound built-in am¬ 
plifier and draws all its power from the 
very same NC-4 nicad battery pack 
which powers the entire CP-16/A camer- 
a system. It is an integral part of the 
total Crystasound Recording System for 
CP-16/A cameras, making it one of the 
most versatile recording systems for 
TV-news/documentary 16mm cameras 
available. 

The Crystasound Model 6C Auxiliary 
Mixer is priced at $850.00. For further 
information, please write to Cinema 
Products Corporation, 2044 Cotner 
Avenue, Los Angeles, Calif. 90025. 

NEW CONVERSION OF 
FREZZI-CORDLESS CAMERA 
INTRODUCED 

A 13-pound (5.9 kg.) lightweight 
"ready-to-roll" FREZZOLINI "Frezzi- 
Cordlesstm" DC Conversion of the 
SS-III professional motion picture cam¬ 
era was recently introduced to the TV 
and Motion Picture media. The camera 
conversion is in production at the com¬ 
pany plant in Hawthorne, New Jersey 
07506, U.S.A. 

Well balanced, the weight includes an 
Angenieux 12-120mm f/2.2 zoom lens 
& viewfinder, 400-foot Mitchell mag¬ 
nesium magazine and internal 12-volt, 
600 m.a.h. quick-change battery that 
runs 2000 feet of film per charge. A 
separate AC Battery Eliminator/Charger 
is part of the camera system. It adds the 
capabilities of (1) re-charging battery 
while it is still in camera; (2) re-charging 
battery while it is out of camera; (3) 
powering camera from 115 volt, 50-60 
hz. AC lines (mains) while simultaneous¬ 
ly re-charging battery. In addition, the 
camera can be powered from any exter¬ 
nal 12-volt DC source. 

In point of fact, the FREZZOLINI 
''Frezzi-Cordlesstm" DC Conversion of 
the SS-III can be so "customized" as to 
seem specifically created for the require- 
Continued on Page 916 

808 AMERICAN CINEMATOGRAPHER, JULY 1973 



The new Swintek Mark IV Wireless 
Microphone System meets the most 
exacting requirements of the profes¬ 
sional cinematographer at a price to 
fit the most stringent budget. Con¬ 
sisting of a transmitter, receiver and 
carrying case, Swintek guarantees the 
utmost in dependability and quality 
sound reproduction. It features a 
transmitter that is smaller than a 
pack of cigarettes, weighs only five 
ounces and can easily be concealed 
in costumes or shirt pocket and uses 
any type of microphone. Swintek 
offers a choice of Hi-Band frequen¬ 
cies from 150 to 220 MHz and is vir¬ 
tually free of static, dead spots and 
interference. A signal to noise ratio 
in excess of 60 DB is typical for a 
distance of 100 feet. Swintek incor¬ 
porates state-of-the-art solid state 
circuitry. 

Transmitter Features: 
• Powered by 9V radio battery. 
• Connectors on both transmitter and 

receiver lock to avoid shaking 
loose. 

• Accepts low impedence input and 
has internal level adjust. 

• Compressor/limiter to prevent 
acoustic overload. 

Receiver Features: 
• Crystal IF filter. 
• Operates on AC or DC. 
• Helical HF front end. 
• Monitoring capability: audio, HF 

carrier level, DC power pack. 
• Simultaneous audio outputs: bal¬ 

anced low level, unbalanced, line. 
• Transmission indicator light. 
• Phone jack and volume control for 

headset monitoring. 

PRICE: $960.00 
(Includes transmitter, receiver and carrying 
case) 

WORLDWIDE DISTRIBUTOR: 
Amco Materials Company 
P.O. Box 3914 
North Hollywood, Calif. 91609 
Telephone (213) 985-5508 

Available for Sale or day, week or month Rental from: 

rngemn enterprises rnc.^^ 
1430 N. Cahuenga Blvd., Hollywood, Calif. 90028 

Sales (213) 985-5500 • Rentals (213) 466-3561 
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THERESALWAYS 
SOMETHING NEW 
AND EXCITING 
AT SAMUELSONS 

SAMUELSON 
Australia 

<Pty> limited 9 *n. 
166 Willoughby Road 
Crows Nest,Sydney 
N.S.W. 2065 
Australia 
Tel: 43 3243 (5 lines) 

Paul Harris-General Manager. Heinz Feldhaus-Chief Engineer. Both ex Samuelsons London 

One of the Samuelson Family of Companies 

►»»»>] 
SAMUELSON 
FILM SERVICE 

LIMITED 

!>»»»] 
SAMUELSON 
Australia 

<Pty> LIMITED 

>»»»>: 
SAMCINE 

SALES 
LIMITED 

303-305,Cricklewood Broadway 

LONDON NW2 6PQ. 
Tel: (01) 452 8090. Telex: 21430 
Cables: Samclne,London. 

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

24-26 roe 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. 

166 Willoughby Road 
Crows Nest,Sydney 
N S W 2065 
Australia 
Tel: 43 3243 (5 lines) 

Room 65,Cargo Agents’ Bur Iding 303-305,Cricklewood Broadway 
LONDON AIRPORT. LONDON NW26PQ. 
Tel: (01) 759 9969/70.Telex:22197 Tel: (01) 452 8090. Telex: 21430 
Cables! Samfreight, London. Cables: Samcine,London. 
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My competition is starting to notice me.' 
When I opened Mobius Cine almost two 
years ago, I received six good luck cards 
and one potted plant from my com¬ 
petitors. 

I've since lost the cards, 
the plant died, and my 
competitors treat me 
like a bad rash. 

I can't say that I blame 
them. 

With me around, the competition has 

had to take a long hard look at their pric¬ 
ing structures on motion picture equip¬ 
ment. My prices are rocking the boat. 

They've also discovered that ex¬ 
pedience is no substitute for selling 
the right equipment for the right 
job. I don't look at customers with 
dollar signs in my eyes. Now they 
won't be able to, either. 

It seems that the more cus¬ 
tomers who get comfortable with 

the way I do business, the more uncom¬ 
fortable my competitors get. So if 
you're a legitimate competitor, 

I'll be happy to send you a Sy 
Cane dart board (at cost, of 
course). It'll help you get rid of 

some tension. 

CINE LTD. 
565 Fifth Avenue, New York, N. Y. 10017 
(212) 697-8620 



Lens 
Interchangeability? 

Our Body 
Is Famous 

For It! 

Think of it. An infinite range of lenses and optical instruments which you 
may presently own (or which perhaps you are considering buying) can 
be used on this exceptional camera body. C-mount lenses will accom¬ 
modate themselves beautifully to the Beaulieu Super-8 body...while 
lenses other than a standard C-mount will simply require a C-mount 
adapter. With our unique lens interchangeability feature, the possibilities 
are truly unlimited. 

Of course, the Beaulieu 4008ZM2 Super-8 camera body is also famous 
for a number of other very important features. A few of these features in¬ 
clude: the Beaulieu mirror reflex viewing system (27X magnification); fully 
automatic (or manual) exposure control; variable speed control (2 thru 
70 fps) and variable shutter (for fade-in and fade-out special effects). 

Find out why the Beaulieu Super-8 camera stands in a class by itself. 
Simply fill in the coupon below, and we will mail you a free full color de¬ 
scriptive brochure on the Beaulieu Super-8camera system. 

Name  

Address  

City  

State Zip  

CINEMA <P> JFtexuiJj&u- 
A DIVISION OF HERVIC CORPORATION 

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

The Beaulieu 4008ZM2 

THE BOOKSHELF 
By GEORGE L. GEORGE 

Ray Harryhausen, who has for 40 
years provided three-dimensional anima¬ 
tion to such films as The Beast from 
20,000 Fathoms and One Million B.C., 
reveals in FILM FANTASY SCRAP¬ 
BOOK (Barnes $15.) technical tricks of 
his fascinating craft. Backed by some 
250 stills, pre-production sketches and 
background set pieces, he discusses 
front projection, traveling mattes, 
sodium and blue backing, and the Dyna- 
mation process for synchronizing live 
action and dimensional animation, as 
used in The 7th Voyage of Sinbad. 

* * * 

Publications of the British Film Insti¬ 
tute, long an active source of significant 
writings of various facets of cinema, are 
now distributed in the U.S. by First 
Media Press (1121 Carney St., Cincin¬ 
nati, OH 45202). 

On hand are five studies of directors: 
Richard Roud's MAX OPHULS, con¬ 
taining a biography, an extensive critical 
filmography and a brief bibliography; 
MICHAEL POWELL by Kevin Gough- 
Yates, in England considered second 
only to Hitchcock; Catherine de la 
Roche's RENE CLAIR, with a biog¬ 
raphy, a bibliography and a detailed 
study of all his films (75</ ea.); BUDD 
BOETTICHER: THE WESTERN, a 
compilation by Jim Kitses based on the 
premise that "few Hollywood figures 
raise the spectre of mass culture so 
vividly;” and ANDREW WAJDA: THE 
POLISH FILM, edited by Colin McAr¬ 
thur, relating the director's development 
to Poland's artistic maturity (95d ea.) 

Other BFI publications include David 
Meeker's JAZZ IN THE MOVIES 
($1.85), an index to the screen work of 
jazz musicians, listing over 700 film 
titles, plus some 250 musicians. 
SOVIET CINEMA 1917-1967, a stun¬ 
ning portfolio of stills from Soviet film 
classics (95^); Theodore Huff's standard 
reference text, THE EARLY WORK OF 
CHARLES CHAPLIN (50eO, comprising 
his Keystone and Mutual one and two- 
reelers 1914-17 (50^); and SOCIOLO¬ 
GY AND SEMIOLOGY, edited by Peter 
Wollen, a scholarly study of cinema's 
effect on society's structure and its 
language (95tf). 

* * * 

Norman Kagan's THE CINEMA OF 
STANLEY KUBRICK (Holt $7.95) is 
an engrossing study of the director he 
considers an outstanding example of the 
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successful film auteur. Kubrick has full 
creative control over his movies which 
he generally produces, writes, directs, 
edits and even photographs (as in his 
early films) or works in closest collabo¬ 
ration with his cameraman, e.g. John 
Alcott on A Clockwork Orange. Kagan's 
book is a skillful and perceptive analysis 
of the various elements of Kubrick's 
films and their production, plus brief, 
strikingly visual synopses, pertinent 
quotes and an outline of Kubrick's 
working principles. 

* * * 

A new series of "filmguides", com¬ 
pact studies of key films that crystalized 
different periods of the development of 
cinema art, has been launched by Indi¬ 
ana University Press under the general 
editorship of two expert scholars, Harry 
M. Geduld and Ronald Gottesman. 
Initial titles in the series are John Ford's 
GRAPES OF WRATH by Warren 
French, Carl T. Dreyer's LA PASSION 
DE JEANNE D'ARC by David Bord- 
well, Buster Keaton's THE GENERAL 
by E. Rubinstein, and Stanley Kubrick's 
2001: A SPACE ODYSSEY by Carolyn 
Geduld. 

The five volumes follow a common 
pattern of providing basic information 
about the film, its director, cast, and 
other contributors, an analysis of its 
contents, a summary of its critical re¬ 
ception, an annotated bibliography, and 
the director's filmography. Highly read¬ 
able and informative, they serve effec¬ 
tively the useful purpose of introducing 
viewers and students to significant films 
of the past ($5/1.75 ea.). 

* * * 

Two film genres whose popularity 
has steadily increased are surveyed in a 
couple of large-size, profusely illustrated 
volumes. Dennis Gifford's A PICTOR¬ 
IAL HISTORY OF HORROR MOVIES 
and Parkinson & Jeavons' A PICTOR¬ 
IAL HISTORY OF WESTERNS chart 
the cavalcade of memorable movies, 
stars and directors from nickelodeon 
days to current television (Hamlyn 
$4.98 ea.). 

* * * 

As a guide to the entertainment 
industry's complex legalities, FILM/TV 
LAW by Johnny Minus and William 
Storm Hale is an eminently useful man¬ 
ual, well organized, clearly written and 
compact (Seven Arts, 6605 Hollywood 
Blvd., Hollywood, CA 90028, $10.). 

* * * 

Instant 
studio. 

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. 

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. 

"The sky is not falling'' is the reas¬ 
suring view of today's films by Catholic 
critic James W. Arnold in SEEN ANY 
GOOD DIRTY MOVIES LATELY? (St. 
Anthony, 1615 Republic St., Cincin¬ 
nati, OH 45410, $1.45). ■ 

BAUER9 

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

*Bauer, a Reg. TM of Robert Bosch Photokino GmbH 
For more details write Dept. AC-7 
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The Money-Makers 
FILMLINE’S professional color film processors 

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

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

Check the exclusive Filmline features below: 

MODEL FE-50: 
16 mm Color Processor 

fqr Ektachrome Film. Speed 
50 FPM. ___ 

MODEL FE-30: 
16mm Color Processor for 
Ektachrome film. Speed 30 
FPM. dc /inn 

•“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. 

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

take-up and does not impose any stress or strain 

on the film itself. Completely independent of the 

film transport system. This FILMLINE feature is 

usually found in professional commercial pro¬ 

cessors but is incorporated on the FE-30 and 

FE-50 models as standard equipment. Don’t 

settle for less! 

• “TEMP-GUARD” positive temperature control sys¬ 

tem. Completely transistorized circuitry insures 

temperature control to well within processing 

tolerances. Temp-Guard controls temperatures ac¬ 

curately and without the problems of other 

systems of lesser sophistication. 

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

to-dry time, improves film results, and carefully 

controls humidity content of your valuable (and 

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

without the usual curl associated with other 

film processors. 

“ZERO DOWN TIME” The reputation of any film 

processor is only as good as its reliability. The 

combination of the exclusive and special added 

Filmline features guarantees trouble-free opera¬ 

tion with absolute minimum down-time and with¬ 

out continual operator adjustments. Recapture 

your original investment in 2 years on mainten¬ 

ance savings alone. Filmline's “Push the button 

and walk-away processing” allows inexperienced 

operators to turn out highest quality film. 

•“MATERIALS, CONSTRUCTION AND DESIGN” All 

Filmline machines are constructed entirely of 

metal and tanks are type 316 stainless steel, 

heliarc welded to government specifications. The 

finest components available are used and rigid 

quality control standards are maintained. 

Compare Filmline features to other processors 

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

evaluation will convince you that Filmline offers 

you more for your investment. 

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

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

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

AJ-73 

Send for Literature. 

Time & Lease 

Plans Available. 

“When you buy quality Filmline Costs Less” 

(203) TR 8-2433 
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FREEDOM from SYNC CABLES 
Jensen 505 Multisync $775. 

EXCLUSIVE FEATURES: 

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. 

★ Pre-wired with external connec¬ 
tor for radio slate. 

if 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. 

if Accuracy better than 7/6 frame 
per 400' (±70 ppm) -4°F to 
+ 740° F. 

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

ate mode change back to camera 
governor-controlled speed. 

TmageT") 

evices I no or 

Time Sync Generator 
fits all recorders 

Model 550 

Crystal Motor 
for Arri Sor M 

Model 504 

incorporated. • Jmage 

]mage | 3 e^ric e sjncorp orate cl • Jnage 

Eclair Ciblo 
Retrofit 

Model 508 

emces]ncorporated • |^nage 

News/Doc cameramen everywhere: 
mage J Jevices 

ncorporated 

Here's the 
pace-setting new 
lightweight 
versatile complete 
and splendid 
practically silent 
16mm 
TV-newsfilm 
cameraman's 
camera. Must be 
experienced to be 
believed. 

IN MIAMI 
# YOUR CINE 

to EQUIPMENT RENTAL 
SALES & SERVICE SOURCE®! 

FOR 

S. E. USA • CARIBBEAN • BAHAMAS 

T^age | Jo-gioesjricorporateta. 

8II NW III STREET * MIAMI. FLORIDA 33I68 USA 
Telex 5I-S34B Ceble IMABEMIAMI Phone 305/754-4I4I 

<3EB3M£] (SffOtsfcDSSS CP-16 AND CP-16/A 
mage 

Incorporated • "ImageT^eviceslncorporated • Image' | )eyices*Tncorporated 



By ANTON WILSON 

LIGHT METERS-PART IV 

The incident meter seems to have 
achieved the greatest popularity among 
cinematographers. Its basic design en¬ 
sures accurate exposures and guarantees 
scene-to-scene matching of skin tones. 
There are several instances, however, 
where it is either impractical or impossi¬ 
ble to obtain an incident reading. For 
example, the subject may be a great 
distance from the camera, as when using 
a telephoto lens. In some cases the 
cinematographer may feel that the tak¬ 
ing of an incident reading may disturb 
the subject, as when working with chil¬ 
dren, animals or politicians. Certain 
manufacturing processes in a factory 
may prohibit the close proximity neces¬ 
sary for the incident reading. Other 
cases where an incident meter would be 
impractical include: shooting sports 
from a press box at a stadium; concerts 
or other performing arts that are spotlit 
and the lighting changes during the 
performance; subjects which are lumi¬ 
nous or translucent and backlit, such as 
neon signs, a lighted Christmas tree, 
stained glass windows, etc.; subjects 
with an extremely high ratio of high¬ 
lights to shadows. In almost all these 
cases a spot-type meter will provide the 
easiest and most accurate exposure. 

The spot meter is essentially a reflec¬ 
tive-type light meter and everything we 
have discussed about reflective-type 
meters will pertain to the spot meter. 
The main difference is the angle of 
acceptance. Most spot meters will have 
an acceptance angle of V° to 5°. How¬ 
ever, the most popular units seem to be 

FIGURE 1—Most TTL metering systems are 
center-weighted, the effective angle of accept¬ 
ance covering approximately half of the 
frame. 

FIGURE 2—Angenieux 12-120mm professional automatic-iris lens 

those with the most narrow angle, usual¬ 
ly around 1°. Because the measuring 
angle is so small, there must be a critical 
method of aiming the meter. All spot 
meters must have a viewfinder, in many 
cases, one of single-lens-reflex design. 

In practice, the cameraman can take 
a reading from the camera position by 
sighting the critical areas of the subject 
in the measuring area of the viewfinder. 
As with any reflective meter, the color 
and brightness of the subject must be 
taken into account. If a reading is taken 
from the face of a fair-complexioned 
performer on the stage, the cameraman 
should open up approximately 2/3 to 1 
full stop from the spot reading. A 
I ight-complexioned person reflects 
about twice as much light (1 stop) as 
medium gray (18% reflectance). 

The TTL metering systems actually 
belong in the spot meter category. 
These through-the-lens or behind-the- 
lens systems are just beginning to appear 
in the professional motion picture field. 
I am, at this point, referring to the 
professional-type match-needle config¬ 
uration and not the fully automatic iris. 
The match-needle system allows the 
cameraman full control of the iris, such 
as the APEC system for the Arriflex 
16BL camera. This match-needle system 

has been most popular with professional 
still photographers for over ten years. 
The fact that cinematographers have 
been deprived of this great device until 
just recently is merely another blatant 
indication of the technical lag that has 
always plagued our industry. 

These new TTL systems are of fully 
professional quality and are capable of 
the most accurate readings. I have no 
doubt that, like the still industry, every 
professional motion picture camera de¬ 
signed in the future will incorporate a 
TTL system. This is not to say that the 
TTL replaces the incident reading. Sim¬ 
ply stated, there are many cases in 
normal everyday shooting where the 
TTL system will provide the quickest, 
most accurate or only method of ob¬ 
taining correct exposure. For documen¬ 
tary or cinema verite, the TTL is almost 
a necessity. Essentially, all the cases 
stated above for use of a spot meter are 
equally suited to the TTL system. By 
zooming in to the longest focal length, a 
12-120 zoom lens (16mm) or a 25-250 
(35mm) lens will have an acceptance 
angle of only 4°. Most TTL systems are 
center-weighted, that is, they read only 

the center portion of the frame area. 
Thus, the effective angle of acceptance 
Continued on Page 904 

816 AMERICAN CINEMATOGRAPHER, JULY 1973 



When it comes to film, a little 
ingenuity can go a long way. For 
us, it’s created a reputation of 
achieving the difficult with less 
weight, in less space, and often at 
far less cost. Some of the reasons 
why are illustrated below. 

How low (or high) can you go? 
All you need is a smooth surface, 
and our Vacu-Platform does the 
rest. This rugged suction-actuated 
device is available with flat plate 
or mating fitting for standard 
tripod heads. 

Or use the Cine 60 Vacu-Car- 
Mount. Hooks over window, roof 
or luggage rack and attaches to 
the side of the vehicle with 
suction.Gives you a safe, stable 

camera platform, and a 
multitude of interesting 

possibilities. 

How much is 30 seconds 
worth? Could be 
thousands of dollars. 

what 
we mean if you’ve 

ever watched a 
good shot go by 

while struggling to mate 
camera and tripod. Our Snaplok solves the 

problem instantly, with pushbutton speed and rugged 
precision. Click—camera and tripod are together; 
click, they’re apart! 

Painless Motor Zoom If you own one 
of the fine Angenieux lenses, we 
can give you smoother, more 
consistent zooming. Our compact, 

nicad-rechargeable units mate 
directly with popular 9.5-57, 9.5-95, 

12-120,12-240 and 25-250mm 
sizes. Handy switch and transistor- regulated zoom 
control provide variable-speed zooming at the touch of a 
button. Models available for Zeiss and Canon lenses too! 

Power and Mobility For the best of both, 
it’s our famous Cine 60 Power 
Belt. From 8 up to 30 volts 
of the industry’s longest- 
lasting power nicely 
balanced around your 
waist. With rechargeable 
nicads, sealed design 
and automatic overload 
protection. Built-in 
standard 110 or switchablellO/ 
220 V charger and plug-in coiled 
power cable. Available in models to fit all 
professional cameras and “sun guns’.’ 

Help yourself look good for free 
For more information about these 
or other exclusive professional 

accessories, call or write us. 
We’ll also tell you about our 

rental and repair 
services—and throw in 

some free advice, 
if you need it. After all, 

the better we make you look, 
the better well look. 

7T |  T 
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Film Center Building, 630 Ninth Avenue, New York 10036Telephone (212) 586-8782 

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



FOURTH 
EDITION 

COMPILED AND EDITED BY 
TWO VETERAN CINEMATOGRAPHERS 

CHARLES G. CLARKE, A.S.C. 
and 

WALTER STREI\IGE,A.S.C. 

EVER PUBLISHED» 
Completely updated Filter, Lighting and 

Lens sections. Data on most recent cam¬ 

era developments. Complete shooting 

data for Theatrical, Non-theatrical and 
Television cinematographers filming 

16mm, 35mm or 65mm anamorphic or 
spherical motion pictures in any aspect 

ratio, in color or black and white, silent 

or sync-sound, in the studio or on 
location. 

This easy-to-carry, pocket-size, concise, book 
contains practical, informative text, tables, 
charts, diagrams, drawings and listings of all the 
latest production equipment and filming tech¬ 
niques in use today! 

Key word printed on the edge of every right- 
hand page provides INSTANT INDEX for 
quickly locating desired data! 

THE AMERICAN CINEMATOGRAPHER MANUAL 

P.0. BOX 2230 4TH EDITION 
HOLLYWOOD, CALIFORNIA 90028 

Please send copies of the AMERICAN CINEMA¬ 
TOGRAPHER MANUAL @ $15.00 each, postpaid. No C.O.D.s’ 

After September 1, 1973 $17.50 

An Official Publication of the 

AMERICAN SOCIETY OF 
CINEMATOGRAPHERS 
Dealers are invited to write for 

quantity discounts. 

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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Rosco’s reflection materials were originally developed as an 
easily applied, more durable surface for reflector boards. But 
now these materials are being widely used to bounce light in 
the studio, as well. Because, it’s so light-weight, you can cover 
whole walls and ceilings with it. You can use it on dots or gobos 
to reflect light just where you want it. Unlike aluminum foil, 
Roscoflex is a washable, durable laminate that won’t scratch, 
is unaffected by moisture and humidity, and can be rolled up 
and re-used again and again. 

roscoplex-h (hard) 
A “hard” reflector material that is strongly directional. It tends to retain the 
character of the light source, producing hard shadows, but firm, sharp light. 
Available in 48 in. x 30 ft. rolls and 20 in. x 24 in. sheets. (Rolls 1.22 x 9.14 

meters. Sheets 0.51 x 0.61 meters.) 

roscoFlex-s (soft) 
The ideal material for soft, diffuse reflection. It’s perfectly suited for applica¬ 
tions where large washes or small spots of soft light are needed. For boards 
it most closely matches the character of traditional leaf, but has the strength 
and durability of the Roscoflex laminate. Available in 48 in. x 30 ft. rolls and 

20 in. x 24 in. sheets. (Rolls 1.22 x 9.14 meters. Sheets 0.51 x 0.61 meters.) 

roscoPlex-ss (supersoft) 
Today’s emphasis on very soft light dictated the need for a reflector that 
would provide the softest possible reflection. Roscoflex “SS” meets that 
need. Available in 48 in. x30 ft. rolls and 20 in. x 24 in. sheets. (Rolls 1.22 x 9.14 

meters. Sheets 0.51 x 0.61 meters.) 



roscoPlex-m (mirror) 
This tough, durable plastic material has a mirror finish for long throws of reflected 
light or intense reflection. It offers the advantages of mirror reflections but it is easy 
to transport and won’t crack or break. Available in 48 in. x 30 ft. rolls and 20 in. x 
24 in. sheets. (Rolls 1.22 x 9.14 meters. Sheets 0.51 x 0.61 meters.) 

POSCOf lex-g (gold) 
For certain characteristics of warm reflected light, cinematographers used gold- 
tinted materials on their boards. Now the modern movie-maker can duplicate this 
same quality anywhere, with or without a board, by reflecting with Roscoflex “G”. 
Available in 48 in. x 30 ft. rolls and 20 in. x 24 in. sheets. (Rolls 1.22 x 9.14 meters. 
Sheets 0.51 x 0.61 meters.) 

roscoPlex-c (cool blue) 
Most reflecting surfaces tend to warm the light since, when used outdoors, they 
reflect the sun and not the sky. Roscoflex “C” boosts the Kelvin of the reflected light 
and is particularly useful in the early morning or the late afternoon when the sun is 
lower and redder. Available in 48 in. x 30 ft. rolls and 20 in. x 24 in. sheets. (Rolls 
1.22 x 9.14 meters. Sheets 0.51 x 0.61 meters.) 

roscoPlex-P (featherflex) 
Virtually weightless, Roscoflex “F” (for featherweight) is strong and tear-resistant. 
It can be used to bounce light into inaccessible locations like the tops of closets or 
the underside of dashboards. So lightweight, it can be affixed to an entire wall or 
ceiling with just spots of glue or tape. You can carry it with one hand and use it and 
re-use it anywhere. Available in 48" x 30 ft. rolls only. (1.22 x 9.14 meters.) 

roscoscri m 
A perforated, two-sided laminate, Roscoscrim does double duty. Its metallized side 
offers soft, even reflection. Its neutral grey side used on windows, reduces the light 
two stops. It can also be used as a butterfly over people or equipment to reflect away 
the heat of the sun. Available in 48 in. x 25 ft. rolls and 20 in. x 24 in. sheets. (Rolls 
1.22 x 7.60 meters. Sheets 0.51 x 0.61 meters.) 



the rosco media system 
for total light control: 

Rosco materials offer the modern cinematog- your next film or your next series of shots, con- 
■apher new freedom and flexibility. Now you can sider how you want your light controlled. Then 
eflect, diffuse, and change the characteristics choose the Rosco materials that are right for 
of light. You can alter indoor light, daylight, sun- the job. You’ll find Rosco products at your favor- 
ight, even fluorescent light. Before you plan ite professional motion picture dealer. 

DAYLIGHT CONVERSION 
TO 3200 K 
Use Roscolex 4'x8' panels, Roscovin 
self-sticking rolls or traditional Rosco- 
lene Cine 85. 

CARBON ARC CONTROL 
Reduce color temperatures in yellow or 
white flame carbon arcs. 

DAYLIGHT INTENSITY 
REDUCTION 
Neutral densities to reduce daylight 1, 
2 or 3 stops. Use Roscolex panels, Ros¬ 
covin self-sticking rolls or Roscolene 
Cine tape-on material. 

COMBINATION 
REDUCTION AND 
CONVERSION 
One material does both jobs! Reduces 
intensity 1, 2 or 3 stops, and converts 
daylight to 3200K. In Roscovin self- 
sticking rolls or Roscolex panels. 

CONVERSION OF 
3200 K TO DAYLIGHT 
A variety of materials to boost color 
temperatures. 

FLUORESCENT 
CONVERSION 
The new materials to get perfect results 
when shooting in afluorescent-lit room. 

REFLECTION 
Bounce light anywhere, indoors and 
out, with one of Rosco’s 8 reflection 
media, Roscoflex. 

Port Chester, N.Y. 10573 (914) 937-1300 
11420 Ventura Blvd., Studio City, Cal. 91604 (213) 980-0622 

Telex: 131472 

FREE swatchbooks of Cinegel roll materials, 
panels, or reflection media. Ask for 

the swatchbook you need. 

DIFFUSION 
Choose one of eight different materii 
for just the quality you want. 



You don’t have to tell this analyst 
your processing problems. 

It’ll tell you. 

The DeLuxe System 7 may not know an id 
from a libido. But it can detect film processing 
problems before they become serious. And then 
tell you what corrective action is needed. 

For example, should a minor process shift 
take place, DeLuxe System 7 will advise your 
control men how to correct it without interrupting 
production. Or should a major disaster happen, 
such as hypo getting mixed with the developer, 
it will immediately instruct you to stop process¬ 
ing and check for hypo contamination. 

DeLuxe System 7 is the minicomputer sys¬ 
tem from DeLuxe General that’s programmed to 
keep processing labs from losing their minds— 
and their profits. Because along with the mis¬ 
takes it prevents, it frees you from 
hours of plotting, recording and 
analyzing data. Plus some other 
things like helping you maintain 
printer control and automatically or 
semiautomatically punching timing 
tapes. 

Write today and discover how quickly and 
economically DeLuxe System 7 can get you “off 
the couch’’. We’ll also send you our catalog of 
other film handling innovations, systems, and 
products available from the DeLuxe product 
division. 

All designed to improve your image. 

deluxe general @o 
INCORPORATED 

Motion Picture Laboratories 
Hollywood • (213) 462-6171 
Chicago • (312) 569-2250 
New York • (212) 247-3220 
In association with: 
Rank Film Laboratories, London 
L.T.C., Paris 
Technospes, Rome 
Cinelaboratorios DeLuxe, S.A. Caracas 

r~ man: 
oooo-gg: 

: 
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THE HONOR ROLL 

KARL STRUSS, ASC. 

Karl Struss started shooting still pic¬ 
tures for Cecil DeMille on St. Patrick's 
day in 1919, and among his many 
laurels was the first Academy Award 
(with Charles Rosher) for "Sunrise”, 
made in 1937. Over the years he has 
received nominations for the "Sign of 
the Cross", and "Aloma of the South 
Seas". He was also instrumental in 
shooting scenes from the original "Ben- 
Hur". 

Although Struss left the operation of 
the camera to his operator, he concen¬ 
trated on lighting, camera angles, sets, 
and other preproduction work. 

Struss began his camera career as a 
still photographer studying art photog¬ 
raphy for four years at Columbia Uni¬ 
versity. During the early years he did 
portraits for magazines, advertising and 
illustration. He also was involved in a 
lens manufacturing firm and, to this 
day, a lens is still manufactured which 
was perfected by Struss in the early 
days of still photography. 

During his early career he made two 
pictures with Marshal Neilan and spent 
three years with B. P. Shulberg making 
Preferred Pictures. In 1927 he photo¬ 
graphed "Sunrise" which received the 
first Academy Award for distinguished 
photography in 1927-30, with D. W. 
Griffith and made all the sound pictures 
with Mary Pickford at Paramount from 
1930 to 1947. In 1931 he became a 
cinematographer with Paramount mak¬ 
ing such films as "Sign of the Cross", 
"Dr. Jekyll & Mr. Hyde", "Aloma", 
"Happy Go Lucky", "Bring on the 
Girls", "Great Dictator", many of the 
Tarzans, "Limelight," "Atilla", "Cava- 
lleria Rusticana", "Mohawk", "The She 
Devil", and "Kronos". 

Karl Struss has the gift of an insatia¬ 
bly inquiring mind. He was never satis¬ 
fied until he knew, from personal expe¬ 
rience, the why and wherefore of things. 
That inquiring mind of his has been 
responsible for a lot of useful things in 
photography. As one of the nation's 

foremost commercial still photogra¬ 
phers, Karl decided he wanted a soft- 
focus lens of a certain quality that 
lens-makers told him was impossible to 
make. Karl tackled the problem himself, 
experimenting with the theories and 
using every possible optical combination 
until he finally got the results he want¬ 
ed ... a soft-focus lens which provided 
a foundation of an essentially sharp 
image. 

As a U.S. Army photographer during 
World War I, Struss advocated the idea 
of using natural-color photography as a 
means of seeing through camouflage. 
His superiors were less farsighted—but, 
during World War II, aerial color- 
photography was one of the "latest 
developments" in penetrating camou¬ 
flage. 

Struss' experiments with lighting 
both in conjunction with cinematogra¬ 
phy and make-up have enhanced the 
skills of the cinematographers through 
the years. 

One innovation was the "Lupe", a 
funnel-shaped, focusing reflector carry¬ 
ing a tubular, 1000-Watt frosted globe 
and mounted on a multi-jointed arm so 
it could be placed in any conceivable 
position, which has become extremely 
popular in face lighting. And the other 
cinematic development, which was used 
in such widely differing productions as 
musicals, and horror films, was turning a 
normal-appearing make-up into black¬ 
face by means of carefully coordinated 
make-up and filtering, using a long, 
graduated filter shading from red at one 
end to an absolutely complementary 
green at the other end. Then, making-up 
the artist's face with cosmetics, which, 
when viewed through one end of the 
filter—say the red end—photographs 
white, while through the complemen¬ 
tary-colored green filter—photographs 
black, the change is made with no more 
effort on the part of the camera-crew 
than sliding the long filter across the 
lens. 

One particularly difficult scene in his 
career was in the Paramount film 
"Aloma of the South Seas". The scene 
begins with Aloma, as a child, sitting 

beside a lagoon and singing. The camera 
dollies up to her, around and down to 
show her reflection in the still pool. A 
nut drops into the pool, breaking up the 
reflection. When the water quiets down, 
Aloma, now grown to womanhood and 
played by Dorothy Lamour, is mirrored 
in the water. 

Doing this in synchronism to pre¬ 
scored music, with the lighting compli¬ 
cations of a big-stage-built exterior set, 
and the added physical handicap of the 
big and somewhat unwieldy Technicolor 
three-film camera made it one of the 
most difficult single scenes in his career 
as a cinematographer. 

Karl Struss' career ran the gamut 
from the old-time ortho-film "flickers" 
to Television and he is hailed as one of 
the industry's most versatile camera- 
artists. 

Struss was one cinematographer 
whose work was never typed. With the 
possible exception of Westerns, every 
conceivable type of feature production 
flowed through his cameras. He went 
from DeMille spectacles to horror melo¬ 
dramas and Marx Brothers' comedy. He 
took over a year to bring Chaplin's "The 
Great Dictator" to the screen and for 
many years did the Mae West pictures 
bringing his special talent for softly 
sparkling, high-key cinematography into 
play. 

During the origins of Technicolor, he 
was one of the very few "production" 
cinematographers qualified, in the opin¬ 
ion of Technicolor, to take complete 
and unaided charge of filming a Techni¬ 
color production. 

His transition to Television was made 
with little effort and he worked on "My 
Friend Flicka", "Broken Arrow", and 
commercials bringing his flare for quali¬ 
ty camera work with him. 

He won two Cannes Festival awards, 
one in 1959 and one in 1960 for 
commercials. 

Today, Karl Struss is retired, but in 
retirement he rises early each morning 
to work out on the tennis courts using 
the fine lens built into his eye to follow 
the ball and stun his opponents with his 
adept handling of the racket. 
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DL42 
It does more 
than just reach, 
It helps you to 
better sound. 
Every take. 
Everyday. 
Anywhere 

Since 1962 when the E-V 
Model 642 earned an 
Academy Award certifi¬ 
cate for contributions to 
motion picture sound, there have been 
a lot of attempts to better this pioneer¬ 
ing design. 

Admittedly, some similar-appearing 
microphones were lighter and a bit 
smaller. But often it was at the ex¬ 
pense of uniform polar response and 
wide range. Now there’s a long reach 
microphone that’s both smaller and 
lighter, yet maintains wide range re¬ 
sponse even off mike. 

It’s the E-V DL42. 
Weight has been reduced to 1/4 of 

the 642... even less than most highly- 
directional condenser microphones. 
And size has been shaved wherever 
possible. The DL42 is a unique com¬ 
bination of line microphone (at the 
high frequencies) and cardioid micro¬ 

phone (at low frequencies where a 
line microphone must be very long). 
The combination has been chosen to 
provide uniform polar response, so 
important to consistent sound quality. 
Off-mike pickups even sound good 
(although lower in level), a particular 
advantage to documentary units and 
free-wheeling shows where the unex¬ 
pected is always happening. 

The good pickup quality off axis 
has another practical benefit in the 
studio. Because maximum rejection 
is at the sides (where most of the noise 
comes from) you can work at a remark¬ 
able distance when necessary. So 
when a long shot is called for, the DL42 
can be moved upward and cover the 
entire area with good quality and level. 
In fact the DL42 is more like a super- 
super-cardioid. And it covers with 
less racking and panning of the micro¬ 
phone than you ever needed before. 

But rather than just read about the 
DL42, we urge you to try it yourself. 
Ask any of our cooperating sound 
distributors to lend you a DL42 to try 
on your next production. No cost or 
obligation to serious professional users. 
Write today for a DL42 technical data 
sheet. Good reach with good sound. 
We think you’ll like what you hear. 

if :§ 

II II 

^lectfuryincs. 

a Gul ton 
COMPANY 

Model DL42 Cardiline* Dynamic unidirectional microphone including shock-mounted bail, noise-isolating coil cord, screw-on handle for hand-held use, Acoustifoam™ 2-piece windscreen, and carrying case, $300 suggested professional net. 

ELECTRO-VOICE, INC., Dept. 31AC, 681 Cecil Street, Buchanan, Michigan 49107 



16mm Projectors 
for the Professional. 

MICRON 2S PRICE: $1,495.00 
RENTAL: $15.00 per day 

SAWYER 
CAMERA COMPANY 

TV, CINE, AUDIO-VISUAL EQUIPMENT 
1135 North Highland Ave., Hollywood, California 90038 

(213) 466-6114 

MICRON 19 
PRICE: $5,950.00 

$6,650.00 with 900 watt Xenon lamp 
RENTAL: $75.00 per day 

Features: 

• 500 Watt Xenon lamp for optical and magnetic sound films 
• adjustable light output 
• fast and simple threading 
• unequalled projection steadiness 
• fast rewind 
• 5000 feet film capacity (21/4 hrs. running time) 
• powerful high fidelity 
• invariable sound output 
• power pack in base of projector 

Features: 
• optical magnetic sound projector 
• detachable speaker 
• 24 frame sync 
• variable speed from 18-60 f.p.s. 
• single frame projection 

• animation speeds 
• forward and reverse 
• remote control 
• 2" f1.5 lens 
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All 3 are 
Important 

to you. 

Motion Picture 
Laboratories is recog¬ 
nized throughout the 
industry for the distin¬ 
guished quality of its 
work. 

MPL is national¬ 
ly known for its fast 
and efficient service. 
This is possible because 
of our comprehensive, 
ultra-modern equip¬ 
ment. 

MPL is held in 
special regard for its 
friendly, helpful, highly 
knowledgeable repre¬ 
sentatives. 

Aren’t these 3 important reasons for YOU to do 

business with Motion Picture Laboratories? 

Send MPL your film today!* 

^Remember! MPL can give you 

TELEDYNE video-to-film transfers. 

EH 
M !l»L< 

MOTION PICTURE 
LABORATORIES,INC. 
781 South Main Street 
Memphis,Tenn. 38101 

(901) 948-0456 
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WESTERN 

EQUIPMENT 

RENTAL 
and SALES 

Arriflex 

Eclair 

Nagra 

Miller 

Lowel-Light 

Colortran 

Maier/Hancock 

Zeiss Moviscop 

Gossen 

O’Connor 

Mole-Richardson 

Magnasync/Moviola 

Hollywood Film Co. 

Spectra 

Guillotine 

Electro-Voice 

Angenieux 

Eastman Kodak 

Sennheiser 

Ediquip 

Contact us for 
a rental price list 

and all equipment needs! 

WC-7 

IJIwESTERNOe 

312 SO. PEARL ST. • DENVER, COLO. 80209 

(303) 744-1017 

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

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

QHOW do professional cinematogra¬ 
phers get those beautiful and dra¬ 

matic cloud effects in black-and-white? 

A Where panchromatic film is used 
and the sun is bright and the sky 

clear blue, a red filter, such as a 23A, 
will produce the necessary over-correc¬ 
tion to render cloud formations fleecy 
white against deep, dark skies. Such 
contrasts can rarely be obtained where 
there is haze or fog present in the 
atmosphere. The use of any filter on the 
camera, of course, makes it necessary to 
compensate for the light held back, by 
opening up the lens. 

Q Should color film for television 
use be handled differently from 

that shot for standard motion picture 
release? 

A Generally speaking, a color film 
that is satisfactory for theatre 

projection will reproduce well on a 
television tube. However, color broad¬ 
casts are often seen on black and white 
television sets so due consideration must 
be given to colors of sets and costumes 
in regard to their monochrome transmis¬ 
sion. Trouble may be encountered if the 
gray values of the colors used are so 
nearly alike that proper separation or 
contrast is lost in the black and white 
re prod uct ion. Negative/positive-type 
color film, such as Eastman Color, is 
more satisfactory than reversal films for 
color television, since reversal duplicates 
from reversal originals are generally of 
too-high contrast for good television 
reproduction. However, original reversal 
color films will usually reproduce satis¬ 
factorily, if correctly exposed and prop¬ 
erly color-balanced. 

QWhat is the recommended bright¬ 
ness for projection of 16mm and 

8mm films? 

A The accepted screen brightness for 
studio projection-room screens 

varies between 12 and 15 foot-candles. 
While 12 foot-candles is considered ideal 
for theaters, screen brightness for 16mm 
films should be the same as for 35mm, 
the above figures will give you some¬ 
thing to go by. We know of no standard 
established for 8mm projection. 

QDoes low-key lighting mean low 
intensity of the key light? How is 

adequate depth of field maintained un¬ 
der this condition? 

A Low-key lighting does not mean 
lowering the intensity of the key 

light. Low-key lighting employs very 
little fill light in relation to the key 
light, so that a high-ratio lighting bal¬ 
ance results. Low-key lighting is used 
for night effects, special effects, and for 
dramatic scenes where dark predomi¬ 
nates. An adequate negative with suffi¬ 
cient printing density is required, the 
same as in normal or high-key photog¬ 
raphy, so low-key scenes are not under¬ 
lighted or underexposed except for 
special effects. Depth of field is no 
problem in low-key scenes, since it is 
always possible to work at the required 
light level for the f-stop in use or to 
employ follow-focus, in which the sub¬ 
ject is kept in sharp focus as he moves, 
by the assistant cameraman, who chang¬ 
es focus as the subjects move during the 
scene. 

QCan 16mm black-and-white or col¬ 
or originals be blown up to 35mm 

for theatrical release? Is a 35mm sound 
track required? 

Alt depends on the sharpness, regis¬ 
tration and graininess of the 

16mm original. Generally speaking, 
16mm black and white, particularly the 
ultra-fast variety, will not blow up too 
well. Excellent results are being ob¬ 
tained, however, in blowing up 16mm 
Eastman Ektachrome Commercial using 
the new "liquid gate" optical printing 
technique, in which the film is coated 
momentarily prior to entering the print¬ 
ing gate. Individual cameras of the same 
type vary a great deal, so it is best to 
make a test blowup with the camera 
that will actually be used to film the 
production. Best results will be obtained 
with a pin-registered camera. A 35mm 
optical negative sound track will be 
required for the final release printing. 
This can be obtained, however, by 
recording a 16mm magnetic track or a 
1/4-inch tape track recorded with a sync 
pulse signal. Either of these may be 
re-recorded to obtain the 35mm optical 
negative. 
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Maybe you’re shooting documentaries. 
Or features. TV news. Or commercials 
(live or animated); travelogues; sports; 
wildlife; educational films; macrocine- 
photography or cinephotomicrography, 
you name it. Bolex can provide you with 
exactly the right camera body, lenses 
and accessories to assure you’ll have 
just what you need when you need it. 
(And at prices that may surprise you with 
their economy.) 

The cameras: You get to choose 
from five rugged camera bodies 
designed for hand held or tripod use. 
With either three-lens turret or bayonet 
mount, with spring motor or electric 
drive, with 100' to 400' film capacity, for 
silent filming or sync sound with sync 
pulse generator or crystal. And that’s just 
the beginning. 

Consider features like: automatic 
threading, flickerless reflex viewing 
and focusing with complete depth of 
field control, a filter slot behind the lens, 
single-frame counter, unlimited film 
rewind, variable speeds for accelerated 
and slowmotion filming, single frame 
filming, variable shutter with automatic 
control possibility, registration claw 
for total accuracy in picture steadiness 
even when films are blown up to 35mm. 

THE 
WHOLE 
SHOOTING 
MATCH. 

The Senses: With the Bolex system, 
you can choose from 7 fixed focal length 
lenses, ranging all the way from 10mm 
super wide angle to long 150mm 
telephoto. And they all have built in 
macro focusing, automatic depth of field 
scales and diaphragm presetting so 
you can step down the aperture without 
taking your eye off the reflex finder. 
You can choose a lens as fast as f/1.1, or 
one that can focus down to one inch 
without accessories. 

The system offers you seven zoom 
lenses with zoom ranges from 5:1 to 10:1. 
Oneof those isthe Vario Switar100 POE-4 
with built-in power zoom, automatic light 
measuring through the lens, focusing as 
close as four feet and picture sharpness 
equal to any good fixed focal length lens. 

The works: You can extend your 
basic equipment almost indefinitely with 
a wide range of accessories. 

For instance: if you Choose a spring- 
wound camera, you can automate easily 
with any one of three auxiliary motor 
drives, for time-lapse or animation, for 
variable speed shooting or for filming 
with sync pulse generator or crystal. 
The system offers you tripod; monopod; 
camera grips; blimps; an automatic 
fading device; cable releases; matte 
boxes (complete with masks); an 
underwater housing; attachable exposure 
meter; 400' magazine; closeup lenses; 
extension tubes; optical magnetic 
sound projector. 

It’s quite a list. But that isn’t all. The 
full story of Bolex’s whole shooting 
match fills a 32 page book. Which we’ll 
be happy to send you. Just write to 
Paillard Incorporated, 1900 Lower 
Road, Linden, N.J. 07036. You’ll get a 
very professional response. Other 
products: Hasselblad cameras and 
accessories. 

f=>>=ML_l_.AF?l±> 



NEW and 
AVAILABLE 
at BROOKS CAMERAS 

J&eau/teuJ'NEWS 16” 
Professional Single/Double System 
16mm Sound Camera System 
A light, self-blimped, modular camera with mirror reflex view¬ 
ing, built-in auto, power zoom (3-25 sec.) and auto, diaphragm 
contrc. (both with manual override). BTL Gossen meter. Inter¬ 
changeable C-mount lenses. Interchangeable variable speed mo¬ 
tor (16-40 fps). Auto, and semi-auto, self threading of 100 or 200 
ft. daylight loads. Choice of sound capabilities: single system 
module, double system synchro-pilot module, double system 
crystal module. Instant changing of key parts without tools. 
Full range of professional accessories available. Comes with 
either Angenieux 12-120mm or Angenieux 9.5-57mm zoom lens. 

BJ2J(WAU2VL R16B(PZ) 
Auto. 16mm camera with 3-15 sec. range power 
zoom. 45° angled mirrored reciprocating shutter. 
Uses rechargeable NiCad battery. Variable speeds 
between 2-64 fps, plus single frames. Gossen TTL 
meter. Electronic controlled motor opens diaphragm 
ring to correct setting. 

WE SELL, RENT AND TRADE 
PROFESSIONAL MOVIE EQUIPMENT. 

WRITE OR CALL FOR PRICE QUOTATIONS. 
MOST MAJOR CREDIT CARDS HONORED. 

FOUR LOCATIONS 
• SAN FRANCISCO, 45 Kearny St., 392-1902 • SAN MATEO, 111 E. 4th Ave., 344-6877 
• HILLSDALE, 202 Hillsdale Mall, 345-1678 • PALO ALTO, 541 Bryant St., 321-9256 

BQXmllQlL- 4008ZM2 SUPER 8 
Auto, exposure control. 6-66mm zoom range Schnei¬ 
der F1.8 lens focuses to 1mm from lens! 1-12 sec. 
motorized variable zoom, 2-70 fps and sgl. frames. 
Built-in double system synch, sound capability and 
auto, tape recorder start/stop control. Variable shut¬ 
ter, interchangeable lenses. Lap dissolves. 
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Formerly 

Professional Cine Products, Inc. 

“BEAULIEU NEWS 16, 

WORLD’S MOST INNOVATIVE CAMERA” 

A VAIL ABLE FOR IMMEDIA TE DELIVERY 
Contact us for prices and details 

2840 Reward Lane, P.O. Box 20296, Dallas, Tex. 75220 
(214) 357-3045 or 357-2725 
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BALL BROTHERS 

PROTECTIVE FILM COATING 
The New 

protective 
film coating 

that’s out 
ofthisworld. 

A giant step for the film industry. 

When the Apollo space program got off the ground, our re¬ 
searchers had an idea that would help the film industry take a 
giant step forward. 

They realized that any coating working in the hostile environ¬ 
ment of outer space would work wonders on Earth. 

So they took the same technology they developed for the astro¬ 
nauts' 35 mm camera, the TV camera and the Lunar Rover and 
adapted it to films on Earth. The result, Ball Brothers Pro¬ 

tective Film Coating for film use in cartridges, cassettes 
and reels that offers: 

■ a tough, clear coating tightly bonded to 
film 

■ two to five times longer film life 

■ scratch and wear resistance 

■ low friction, smooth projection, steady 
pictures even with a 2400 foot continuous 
loop cartridge 

■ an anti-static ingredient retarding dust 
debris accumulation 

■ unimpaired optical sound tracks 

■ very low magnetic sound track wear 

■ application with conventional equipment 

■ competitive price 

For more information send us the attached coupon. 
It's a small step to take for giant gains. 
Licensing inquiries invited. 

BALL BROTHERS 
RESEARCH CORP., 
SUBSIDIARY OF 
BALL CORPORATION 
(303) 441-4814 
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what’s the yardstick for 
choosing a zoom lens? 
Sharpness! But how sharp? As sharp as 
the best equivalent fixed focal length 
lenses — throughout its entire zoom 
range! The Zeiss 10-100mm Vario 
Sonnar is an advanced 16 element zoom 
optic that satisfies this scrupulous stand¬ 
ard of quality. Unquestionably. And when 

you compare Zeiss to Zeiss, you’re 
measuring with the most exacting yard¬ 
stick in the world of optics. 
So if you’re looking for a superb zoom 
lens — that will continue to perform re¬ 
liably year after year-look to the Vario 
Sonnar. You’ll see what makes it a Zeiss. 

Zeiss 10-100 Vario Sonnar 

I ARRI m mm ■ ■ ■■ 
ARRIFLEX COMPANY OF AMERICA 

P.O. Box 1050, Woodside, N.Y. 11377 • 1011 Chestnut Street, Burbank, Calif. 91502 
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Try a side by side comparison 
of the CP-16 and other docu¬ 
mentary cameras. We’re confi¬ 
dent you’ll agree ... The CP-16 
IS different... It’s better! 

Why is the CP-16(A) camera 
different from all other 
documentary 
cameras? 

1 THE POWER SOURCE A small cigarette pack 
size battery drives the camera at least 3600' 
per charge. You get two batteries with each 
camera. Weight is a mere 16 oz. 

2 THE CRYSTAL DRIVE SYSTEM Precision fram¬ 
ing rates within a few parts per million (over a 
temperature range from below zero to over 
140°) allow double system wireless shooting 
or exacting single system shooting. 

3 QUICK ATTACH MAGAZINE Through the use 
of a unique mounting stud, standard Mitchell 
magazines clip to the camera in a fraction of 
the time formerly required. 

4 BUILT IN AMPLIFIER The Crystasound CP-16/A 
version of the CP-16 features a modern three 
input amplifier as an integral part of the cam¬ 
era. A rapid recovery (milliseconds) AGC cir¬ 
cuit takes care of the sound once threshold 
levels are established. For those who prefer, 
an optional six input mixer is available. 

5 3-XL MAGNETIC MODULE For single system 
work, all CP-16 cameras now offer the new 
3-XL magnetic head as an option. This unit has 
a head life roughly 3 times that of comparable 
modules. 

Not illustrated: OPTIONAL TWO-SPEED OP¬ 
ERATION The camera can be ordered with a 
two speed switch which allows an overcrank of 
36 fps for semi-slow-motion work. 

ALAN GORDON ENTERPRISES. INC. 
1430 N. Cahuenga Blvd. Hollywood 90028 
Sales: (213)985-5500 Rentals: (213)466-3561 

VICTOR DUNCAN. INC. 
11043 Gratiot Detroit 48213 (313)371-4920 
676 St. Clair Chicago 60611 (312)321-9406 
2659 Fondren Dallas 75206 (214)369-1165 

THE CAMERA MART. INC. 
456 W. 55th St. New York 10019 (212)757-6977 

834 AMERICAN CINEMATOGRAPHER, JULY 1973 



Sometimes 
the difference between 

a good film and a great film 
is"FLASHING" 

Du Art has the capability 
to Flash High Speed EF7241 and 7242 

When Eastman Kodak introduced low-light high 
speed EF7241 and 7242 they solved many filming 
problems. And introduced a few new ones. 

“Flashing” is a controlled laboratory re-exposure 
of EF7241 or 7242 original camera film to reduce 
contrast and bring up more detail in dark areas. 
Simply said, flashing makes the film look much 
better. It permits unrestricted intercutting with con¬ 
ventional footage for a near perfect color blend. It 
will also give you better release prints via color 
internegative. 

Du Art has designed and built equipment that 
is used exclusively for flashing. What’s more, it flashes 
the entire image area plus one perforated film edge, 
for the only permanent reference point of flash ex¬ 
posure in use today. We call it The Du Art “Perma¬ 
nent Flashing Reference” Reading. A mouthful, 
we’ll admit. But it tells you exactly how your original 
was flashed. No one but Du Art can! 

Cost is 2d per foot with Du Art processing. Allow 
an additional 24 hours for flashing. 

For the Du Art flashing process, shoot at normal 
exposures. We’ll take it from there. We’ll be happy 
to answer any questions you might have. No obli¬ 
gation of course. 

DU ART 
FILM LABORATORIES, INC. 

Now in our 50th Year 
245 West 55th Street, New York, N.Y. 10019 (212) PL 7-4580 
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cut along dotted line 

How much do you want to know 
about BOLEX16 PRO? 

I’d like to know more about: 

THE MAGAZINE 
□ Coaxial for 400' reels or cores. 
□ Compact light and inexpensive 
□ Sprocketless design for quick loading 
□ Footage counters for each chamber 
□ Rear-mounted for optimum mobility 

FILM THREADING 
□ Fully automatically in 3 seconds 
□ Fully automatic film take-up in 400' 

magazine 
□ Signal light tells when camera is ready 

to shoot 
□ Light signals when empty 
□ Built-in cutter for removing partially 

exposed film 

MOTOR DRIVE 
□ Crystal controlled for sync sound 

filming 
□ One electronically controlled motor for 

all filming needs 
□ Variable speeds 16 to 50 fps; 16-100 

fps models available 
□ Forward and reverse 
□ Single frame filming 
□ Instant start and stop—no blank frames 

between scenes 

SOUND 
□ Double system at 24 or 25 fps 
□ Super quiet—no blimp needed 
□ Wireless synch sound shooting with 

accuracy ±1 frame per 1,000 feet 
□ Automatic slating lamp 
□ Single system sound model available 

FILMING AUTOMATION 
□ Fully automatic exposure control 
□ Variable speed power zooming 
□ Variable speed power focusing 
□ All controls built into handgrips 
□ Manual over-rides on all controls 
□ Remote control possible for all 

functions 

EXPOSURE CONTROL 
□ Automatic, through-the-lens 
□ Manual over-ride 
□ Film speeds of 12 to 1600 ASA 
□ Meter coupled to camera speed control 
□ f-number visible in viewfinder 
□ Audible signal when insufficient light 

LENSES 
□ Wide range of zoom lenses 
□ Extreme wide angle lens 
□ Rugged bayonet mount 
□ Lens controls coupled to servo motor 
□ Silent operation of powered lens 

controls 
□ Shock-absorbing rubber lens shade 

VIEWFINDER 
□ Practically flickerless mirror shutter 

reflex viewing 
□ Camera stops without mirror blackout 
□ Possibility of right or left-eye viewing 
□ 20X magnification 
□ Instant change from ground glass to 

clear glass 
□ TV and 16mm frame markings 
□ Can be rotated 45, 90, and 180 degrees 
□ Indicates f-stops 
□ Remote viewing possibility 

cut along dotted line 

FILM TRANSPORT 
□ Very low pressure required at pressure 

plate 
□ High-precision single tip claw 

transports and registers film 
□ Superb picture steadiness better than 

0.1% 

POWER PACK 
□ 12V rechargeable battery 
□ Plug-in electronic modules 
□ Plug-in crystal synch controls 
□ Outlets for connecting tape recorder, 

time lapse units and other accessories 
□ Choice of powerbelt or powerpack 
□ Signal light on camera shows 

condition of battery 
□ All of the above 

BOLEX 16 PRO 
If, in addition to information, you’d like a 
demonstration of the Bolex 16 PRO, write Pail- 
lard Incorporated, 1900 Lower Road, Linden, 
New Jersey 07036. We’ll notify you when we’ll 
be in your neighborhood. 

NAME  

AFFILIATION   

STREET  

CITY STATE ZIP  

For countries outside the U.S.A., write Bolex 
International S.A., 1450 Ste. Croix, Switzerland 
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INDUSTRY ACTIVITIES 
PRIZE-WINNING COMMERCIALS TO 
BE SHOWN WORLD-WIDE 

Films and tapes of the trophy-win¬ 
ning commercials from the 13th annual 
International Broadcasting Awards are 
beginning a world tour with showings in 
Japan, Australia, Brazil, Mexico and 
Puerto Rico, according to John J. 
McMahon, president of the Hollywood 
Radio and Television Society, which has 
sponsored the awards since 1960. 

McMahon, who is vice president, 
programs. West Coast, for NBC Tele¬ 
vision, said the commercials, selected as 
the "world's best" for 1972, also are 
being made available for showing to 
major American advertising agencies and 
production companies. 

Later showings outside the United 
States are scheduled for England, 
France, Germany, Ireland, Spain, Cana¬ 
da, Argentina and Venezuela, McMahon 
said. The trophy-winning commercials 
were chosen from more than 3200 
entries from 42 nations. 

Television sweepstakes winner is a 
series of three public service announce¬ 
ments for the New York Drug Addic¬ 
tion Services Agency from Young & 
Rubicam International and Horn/Griner 
Co., both of New York. Trophy winners 
in 11 other television categories are 
included in the film. 

The radio sweepstakes winner is a 
series of three humorous commercials 
for Schieffelin & Co.'s Blue Nun Wine 
featuring the voices of Jerry Stiller and 
Anne Meara. It was produced by Della 
Femina, Travisano & Partners of Cali¬ 
fornia, Los Angeles, and the National 
Recording Co., of New York. Radio 
trophy winners in eight other categories 
are represented. 

The film and tape are touring Japan 
under the auspices of Tsuneji Hibino, 

president of Dentsu Advertising, Tokyo. 

In Australia, Jack Pettett, of Leo Bur¬ 
nett Pty., Ltd., North Sydney, will 
present the film and tape in major 
advertising centers. 

J. Natale Netto, director of the 
Bureau de Propaganda advertising 
agency, Sao Paulo, Brazil, has arranged 
showings throughout that country. E. 
Guillermo Salas, president and director 
general of Nucleo Radio Mil, Mexico 
City, is sponsoring the Mexican tour. 
Edward Rapp, president of the Federa- 
cion Publicitaria de Puerto Rico, is 
presenting the trophy winners there. 

The 14th annual International Broad¬ 
casting Awards will honor the "world's 
best" radio and television commercials 
of 1973. Winners will be announced and 
trophies presented at the Century Plaza 
Hotel, Los Angeles, in March, 1974. 

• 

The Vidtronics Company, Holly¬ 
wood, and Televisa, S.A., the television 
network of Mexico, are completing 
post-production on a complex video¬ 
tape/film assignment covering three con¬ 
tinents and six countries throughout the 
world. 

The companies cooperated in dissem¬ 
inating films of the historical trip taken 
by Luis Echeverria, President of Mexico, 
who visited government leaders in North 
America, Europe and Asia to develop 
and further trade relations between 
Mexico and these countries. 

Announcement of the unprecedented 
international cooperation was made 
jointly by Lie. Miguel Aleman Velasco, 

executive vice president of Televisa, 
S.A., and Milton T. Raynor, executive 
vice president of The Vidtronics Com¬ 
pany, who also revealed that communi¬ 
cations satellites were utilized to trans¬ 
mit the programs from the country of 
origin to Mexico City where the impor¬ 
tant meetings held were taped. The 
master tapes were then flown from 
Mexico City to Hollywood where Vid¬ 
tronics provided post-production and 
transferred the tapes to 16mm film. 

The sub-master tapes were scheduled 
for telecast over the nationwide Televisa 
network, and the 16mm prints pro- 

(ABOVE RIGHT) A few witty words from spry and spunky pioneer producer Sol Lesser, honored at recent dinner meeting of the American Society 
of Cinematographers, together with Hal Mohr, ASC, to whom Lesser gave his first job as a cameraman long years ago. (BELOW) Honored guests at 
dinner meeting chat with A.S.C. members. (LEFT) Charles G. Clarke, ASC, with Dr. Bernard Kanter, Head of the Department of Cinema, University 
of Southern California. (CENTER) Noted Los Angeles Times Film Critic, Charles Champlin, with Sol Halprin, ASC. (RIGHT) Famed Swedish 
cinematographer, Sven Nykvist, talks with Milton Forman, Associated Producer of his new American film assignment, "HERE THERE BE 
DRAGONS". 



Pick our brains. 

Let’s say you’re stuck with a special shooting 
problem. We want you to know you can bring your 
dilemma to us for some further thought. FERCO’s 
grey matter is worth considering: A staff that 
includes three top professionals with a wealth 
of on-the-job experience in documentaries and 
features. And a batch of equipment innovations 
and inventions that include the FERCO monorail 
dolly system, the FERCO helicopter camera mount, 
the FERCO pistol grip, the FERCO radio-controlled 
G.S.A.P., the “Fercovan.” 

We could go on and on with a list of new 
developments resulting from the specific needs 
of our film-making customers. You see, we do 
much more than rent or sell you equipment. 
We’re dedicated to serving you well, and we 
think about what we’re doing. So bring in your 
problem and let us show you how we can keep our 
minds on our work. New York: 419 W. 54th St., 10019 
(212) 581-5474. San Francisco: 1300 Sansome St., 
94111 (415) 398-2307. Santa Fe, N.M.: 1626 Canyon 
Road (P.O. Box 493) 87501 (505) 983-4127. 

Film Equipment Rental & Sales 
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JOfflCOti(6m Sw/xt-On-ft/m fbrfkktmfRwM! 

"CINE-VOICE II” 16mm Optical Sound-On-Film Camera. “AURICON PB0-600”16mm Optical Souod-On-Fllra Camera. “SUPER 1200" 16 mm Optical Sound-On-Film Camara. 
■* 100 ft. film capacity for 23A minutes of ** 600 ft. film capacity for 16^4 minutes of ** 1200 ft. film capacity for 33 minutes of 
recording; 6-Volt DC Convertor or 115-Volt AC recording.** $1820.00 (and up) with 30 day recording. * $6425.00(and up) complete for 
operation.** $1180.00 (and up). money-back guarantee. "High-Fidelity”Talking Pictures. 

“PR0-600 SPECIAL" 16mm Lieht-Weieht Camera. 
-* 400 ft. film capacity for 11 minutes of 
recording.** $1620.00 (and up). 

PORTABLE POWER SUPPLY UNIT—Model PS-21... Si lent 
in operation, furnishes 115-Volt AC power to drive 
"Single System” or "Double System” Auricon 
Equipment from 12 Volt Storage Battery, for 
remote “location” filming..* $337.00 

Strictly for Profit 
CHOOSE AURICON 

[f it's profit you're after in the production of 
16 mm Sound-On Film Talking Pictures, Auricon 
Cameras provide ideal working tools for shooting 
profitable Television Newsreels, film commercials, 
inserts, and local candid-camera programming. 
Now you can get Lip-Synchronized Optical or 

Magnetic Sound WITH your picture using Auricon 
16 mm Sound-On-Film Cameras. Precision designed 
and built to “take it.” 

Strictly for Profit—Choose Auricon! 

HLRIA6NETIC —Finger points to Magnetic pre-stripe 
on unexposed film for recording lip-synchronized 
magnetic sound with your picture. Can be used 
with all Auricon Cameras. ,*$1325.00 (and up). 

TRIP8D —Models FT-10 and FT-10S12... 
Pan-Tilt Head Professional Tripod for 
velvet-smooth action. Perfectly counter-balanced 
to prevent Camera “dumping.’** $406.25 (and up). 

AtTRICOHr, Xa 
£3903 Romaine Street, Hollywood. 3 S, Ca.li£ 

HO LLY-WOOD 2-0031 _______ 

SACS 

Auricon Equipment is sold with a 30-day Money-Back Guarantee. You must be satisfied. 

Write for your ^ 
free copy of 

this 74-page 
Auricon Catalog 

MANUFACTURERS OF PROFESSIONAL lSIVIZVE CAMERAS SINCE 1931 



TYPE 316 STAINLESS STEEL 
Type 316 stainless steel tanks 
except bleach, which is titanium. 
LOW FILM TENSION 
Bottom tendency drive uses 
“Wobble Rollers” for low, even 
film tension. “Soft touch” tires 
available on all rollers. 
IMPERVIOUS BEARINGS 
Ball bearings in solutions are 
stainless or plastic with glass 
balls. Gears are nylon. 
HEAVY INSTALLATION 
Tanks are heavily insulated to 
assure most precise temperature 
control. 

These are the features that 
make Houston the world’s lead- 
ing motion picture film pro¬ 
cessors. Every part of every 
Houston machine has been en¬ 
gineered to perform its function 
efficiently and dependably—in 
strict accordance with the film 
manufacturers’ specs —and 
utilizing the best possible ma¬ 
terial and components for each 
particular need. After building 
processors for over 40 years, 
Houston knows virtually all the 
answers. Write us regarding 
your requirements. 

FINEST PLUMBING 
Chemical plumbing is PVC or 
polypropylene. 
WATER AND AIR LINES 
are copper or brass. 
FLOWMETERS 
provide constant replenishment 
of chemical solutions and visual 
monitoring of water flow. 
TACHOMETER 
assures continual, correct indica¬ 
tion of film speed. 
TEMPERATURE CONTROLS 
assure precise control of devel¬ 
opers and secondary solutions as 
necessary. 

J PHOTO PRODUCTS, INC. 
I 655 E. 20th St. • Yuma. Ariz. 85364 
I Phone:(602) 782-3677 

J Please send info, on processors for types 
| of film checked at right. 

| Name  

| Firm  

J Address  

| City State Zip  

RECIRCULATION PUMPS 
are finest U.S. make. 

IMPINGEMENT DRYING 
is accurately controlled. 

REMOVABLE RACKS 
for easy threading and mainten¬ 
ance. 

BREAK ALARMS 
and end-of-film alarms allow 
technician to relax. 

ACCESSIBILITY 
Components, controls, indicators 
and transport systems are in the 
open. 

A processor for ~! 
every film 
type and size 
B & W Negative / B & W 
Positive / B & W Reversal / 
Ektachrome / Kodachrome / 
Kodacolor / Anscochrome / 
Negative Color / Positive 
Color / Microfilm / Super- 
8mm / 16mm / 35mm / 70mm 

 I 
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Tota-Light. More 
than just a new light, 
it's a new lighting 
concept. Compact 
1000,750 and 500- 

watt quartz lighting with an 
integral system of lightweight, 
modular mounting and light 
control components. Provid¬ 
ing almost limitless location 
flexibility. 
With Tota-Light, a room is 

more than just an area to be 
lit: it becomes part of the lighting system. 

A system where three walls can 
be lit smoothly and evenly from 
a single light mounted on 
the fourth wall. Or four walls, 

ceiling and floor 
can be covere< 

from a corner. 

sories. And a 
family of 
snap-together 
flags held by 
flexible arms. 
Using these 
and other 
components, 
Tota-Light can 
be stacked, 
diffused, 
converted in 
seconds to a 

softlight, 

Tota-Light tapes to walls and windows; frame 
holds precut conversion and diffusion gels. 

Snap-together flags and 
reflectors snap onto flexible arms. 

Stacks on stand or clamp. 

Bright, soft umbrella locks into 
light without dgcessories. 

The key to these, 
and hundreds of 
other new 
possibilities, is the 
first professional 
quartz light buillo^ 
like a "system" 
camera. With a gel 
frame that locks in 
like a matte box. 
A reflective 
umbrella that 
needs no acces- 

mounted atop open 
or closed doors, 
fastened to virtually 
any surface...and 
closed compactly 

\ to fit a kit or canvas 
pouch that loops 

over the belt. 
To find out more about 

how we've cut location lighting 
* problems down to size, see 
your Lowel dealer or send for 

our brochure. 
*TM Pat. Pend. 

421 West 54th Street, New York 10019 (212) 245-6744 



"DEATH OF THE RED PLANET" 
FILMED IN LASER IMAGES 

Unbridled imagination, ingenious technology and a lot of hard work 
combine spectacularly to capture the "creatures of light" on film 

By DALE PELTON 

Two-and-one-half years ago, I was 
shooting a documentary on the contem¬ 
porary city. During the course of my 
explorations of various technologies, I 
met Dr. Elsa Garmire, a member of the 
research faculty at the California Insti¬ 
tute of Technology. I visited her at the 
Caltech physics laboratory, witnessed a 
laser demonstration and was amazed by 
the laser-generated random flashes of 
delicate, sometimes spidery, sometimes 
globular, fiery light patterns. The laser 
images never had the appearance of 
mechanical or computer-generated 
images. They did not look like products 
of our humanoid technology. While 
they were abstract, they were also or¬ 
ganic, at once microcosmic and macro- 
cosmic. The constantly evolving forms 
sometimes appeared as living tissue and, 
at other times, like creatures found in 
some distant unknown part of the uni¬ 
verse. I was so enraptured that I decided 
to make a film solely of these creatures 
of light. 

The film came into being over a long 
time. It was a case of a post-stylized 

film. It was shot much like a docu¬ 
mentary; that is, letting things happen 
in extemporaneous shooting sessions 
and then shaping and forming the ma¬ 
terial afterwards. After a couple of 
sessions, I screened the workprint and 
found that the raw images suggested the 
release of energy. My initial editing was 
without a script. I cut without pre-con- 
ceived reasoning, by allowing the images 
to come and go as they seemed to 
dictate. Yet, at this point, the film was 
not a film and had no direction or 
structure. Gradually, I became more 
aware of the strife implicit in these 
kinetic forms. Much like the process of 
life where opposing forces are operative 
in creating new life forms, I decided 
that the film would be about this 
conflict, a cosmic struggle between the 
forces of blue and the forces of red. In 
the manner of absurd 1950 science 
fiction flicks, I entitled the film, 
"DEATH OF THE RED PLANET". 

At this point, I began developing a 
script, choreographing the interactions 
between the opposing energy forces. 

Most often the blue energy force and 
the red energy force were shot separate¬ 
ly to be later combined in complex 
ways to achieve the appearance of ac¬ 
tion-reaction. After several thousand 
feet of film had been shot and the film 
had begun to take shape with various 
movements, as in a music composition, 
another inspiration arose. Why end the 
film with the death of the red energy- 
matter? What is death but another 
transition, another event in the con¬ 
tinuum? Simple in structure as the 
Hegelian thesis, antithesis, synthesis, the 
film would bring a re-creation of life out 
of the destruction of life, harmony out 
of disharmony. The end would not be 
an end, but only a new beginning. 

We used a two-watt Argon laser 
primarily. Its intense white beam was 
split by a prism into a band of three 
color beams: yellow, green and blue. A 
250 milliwatt helium-neon laser (which 
produces only a red beam) was inde¬ 
pendently employed for forming the red 
planet. A 16mm Arriflex M camera with 
a 400' magazine was equipped with a 

Laser-generated light patterns of the type which inspired the author to utilize the technique for creating “DEATH OF THE RED PLANET". The 
laser images never have the look of mechanical or computer-generated patterns, but are "organic" as well as abstract in character. The images which 
can be produced with this technique are infinitely variable—so much so that repeating a specific effect exactly at a later date is quite difficult. 



The constantly evolving laser-generated forms sometimes appear as living tissue and, at other times, like 
creatures found in some distant unknown part of the Universe. They do not look like the products of 
our humanoid technology. Aware of the strife implicit in these kinetic forms, the author decided to 
depict the cosmic struggle between the forces of blue and the forces of red. 

variable-speed motorized Angenieux 
12-120mm zoom lens and mounted oa 
an extremely smooth O'Conner fluid 
head tripod. The laser beams were di¬ 
rected by first-surface mirrors onto a 
ten-foot-square rear-projection screen. 
The camera was positioned on the op¬ 
posite side. We found this superior to 
our original front projection screen 
which induced a graininess to the light 
patterns and afforded much lower light 
levels. Since the light was spread over a 
large area and we were shooting with a 
slow F/2.2 lens, the light level became 
critical. 

Patterns made by the laser beam 
covered a wide scale of brightness, from 
faint delicate traces to extreme magni¬ 
tudes when focused. We achieved entire¬ 
ly different results by both overexpos¬ 
ing and underexposing. The eye has a 

greater dynamic range than film and 
what we saw was vastly different from 
what was recorded on film. Again, the 
spectral sensitivity of the film stock 
(7241 and 7242) was quite different 
from our own perceptions. I required a 
light meter that could reliably deal with 
these variables. The color sensitivity of 
the light meter was important because 
the monochromatic color of the laser 
beam could easily result in a false 
reading. This was particularly true when 
reading the red light produced by the 
helium neon laser. After experimenting 
with various light meters, I found that 
the Honeywell spot meter was best 
suited for our situation. Rather than 
reading for general illumination, we 
took precise measurements of that part 
of the composition which was the 
brightest. 

Dr. Garmire had previously experi¬ 
mented with hundreds of samples of 
patterned glass and plastic and different 
thicknesses of aluminized mylar. The 
uniqueness of laser light, its stabilized 
frequency, was dramatically exploited 
by directing it through or bouncing it 
off of these various substances, thus 
making images by reflection, refraction 
(the bending of a ray or wave of light as 
it passes obliquely from one medium to 
another of different density) and dif¬ 
fraction (the breaking up of a ray of 
light into dark and light bands caused 
by the interference of one part of a 
beam with another when the ray is 
deflected at the edge of an opaque 
object). No filters were used because 
laser light cannot be filtered. The single 
frequency must remain the single fre- 
Continued on Page 902 
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HOLLYWOOD IN A HOLE 
Filming the "Inner Space" of a vast cave system involved some 
mountain-climbing techniques and an ingenious lighting system 

By VICTOR GOSS III 

I backed over the edge, carefully 
placing my Vibram soles in the slippery 
limestone mud so as not to fall flat on 
my face, tangled in the taut Bluewater 
line, really embarrassed. Somehow I had 
avoided looking down to see where I 
was headed. I knew what it would look 
like and I knew that, if I looked, I 
wouldn't want to continue. My courage 
among friends was at stake. No matter 
what my body felt, all depended upon 
the smooth and strong Bluewater line. If 
it broke I had no recourse anyway. So I 
launched myself over the side and took 
pride in my first brave rappel, so much 
control I had! 

With five braker bars on my rappel¬ 
ling rack, the clean dry Bluewater line 
refused to feed so easily as with the 
others who had preceded me into the 
pit. As I launched, I swung out a bit, did 
not recede down the line, but slammed 
face and elbows into the wet and cold 
muddy stone wall. Losing my pretense 
of composure, I grasped the rack and 
line desperately and, in mortal curiosity, 
wondered why, after that tearing im¬ 
pact, the rack and sling didn't fall apart 

and send me to the bottom. I couldn't 
believe what I was doing, hanging on 
this 7/16” rope one hundred sixty feet 
above the dark and damp floor of this 
incredible abyss in the middle of Ala¬ 
bama, a place avoided for hundreds of 
years by people less intelligent than I! 

And then it happened—what I had 
carefully prepared myself not to allow 
to happen. A hot sensation began in my 
shoulders and flushed throughout my 
entire body. Exactly as it had happened 
four years earlier on perimeter guard in 
Vietnam when I heard those automatic 
weapons fire near us out there in the 
tree line. Fear! There was a distinct 
possibility of me, myself, dying a vio¬ 
lent death. And it continued spreading 
through my body to the very tips of the 
fingers of my left hand, which was 
holding the lifeline of Bluewater. In¬ 
credible weakness. Violent trembling. 
My body betrayed me at that crucial 
moment when I needed it to save me. 
No other time do I ask it to perform, 
and now it fails. My arms were rubber. 
And the Blueline began slipping through 
my fingers. Another flash poured 

(ABOVE RIGHT) Jay Arnold and Victor Goss line up shot with Beaulieu R16EE 16mm camera on circular "balcony" halfway down limestone pit 
cave. Light-weight equipment such as the Beaulieu was needed to facilitate descending and climbing the slippery ledges. (BELOW) Deep in the 
bowels of Falling Cave, Alabama, with a damp and primal fog hanging just above the floor, the intrepid two-man crew sets up lights and camera to 
shoot a third man paddling about in a rubber raft. 



through my body as this reality spoke. I 
gathered the strength left and yanked 
up on the rope. I stayed for a moment, 
but I was still hanging there, with one 
hundred and sixty feet yet to contend 
with. 

"How ya doin'?" Jay asked from 
over the top, amusing himself with my 
difficulty. 

In. complete terror now, I tried to 
calmly express what the problem was 
with the stuck rope. "I don't go down!" 
I finally screamed when I got my voice 
back. 

"You'll have to force feed the line 
from the bottom of the rack," Jay 
replied with little concern that I was 
about to die. 

"What?" I yelled, perfectly under¬ 
standing him, but needing his voice 
again to console me as I plunged to my 
death. 

"Five bars are too much friction for 
the top of the pit; take one off," Jay 
answers. 

Little chance of that! I wasn't going 
to take anything off now. I force-fed as 
fast as I could, trying to eliminate that 
odd gap between my feet and the 
ground far below. 

Each time I stuffed about six inches 
of Bluewater into the rack, I dropped 
and jerked, straining that gossamer 
thread I felt was ready to break. Six 
inches at a time; that's a lot of jerks 
before the bottom. 

I was concerned about the stresses on 
the crude but simple mechanism holding 
me in mid-air. Bluewater is tested for a 
couple of thousand pounds and, despite 
its thin character, I had great faith in it. 
Love, even! Besides, in the few months 
preceding this inevitable trip I had spent 
more time learning about cave exploring 
accidents than actually practicing on 
rappel. I knew that ropes have good 
odds. The rack is an elegant but puzzling 
contraption, and it is easy to thread 
backward, especially for a beginner, and 
I'd never used one before this moment 
(My god, how did I ever get into this?). 
Perhaps if I checked it to see if I 
threaded it right . . . but then what if I 
made a mistake! Maybe one more of 
those jerks will set it flying apart. The 
little caribiner, a little oval of alumi¬ 
num, I remember, when I first looked at 
it, was scored and scratched because 
aluminum is so soft and weak. It really 
wasn't a very big thing to be holding me 
so high up there. But then that conspic¬ 
uous nylon webbing wrapped around 
my legs was tied in a knot behind my 
back that I could not watch come apart. 

Fighting for that heavy body to 
become mine again, I somewhat suc¬ 
ceeded in getting the rappel rig to slide 
down the line without force-feeding. 

Because of the size and weight of 110-volt "super batteries", the original use of the 12-volt 
system was for automobile running shots. Alligator clips connect directly to car battery. Because 
the color temperature of lamps is close to 3200° Kelvin, a piece of Rosco Tuf-Blue #50 is used to 
convert it to daylight color temperature. 

This technique is smoother, and the 
jerks aren't as abrupt or scary. I gained 
enough control of myself and the rig so 
that, after a few moments of sliding and 
floating, I stopped when I felt I was 
nearing the floor. This was to catch my 
breath and to get some enjoyment from 
this funny perspective. It looked like I'd 
come a long way down that brown wall 
and it was a lot cooler here. The massive 

earth that I faced from the inside now 
looked quite different from any I'd seen 
before. Then I carefully turned and 
looked down. Incredible as it seemed, 
the floor was not much nearer here than 
it was at the top. A cold pang gripped 
my stomach, but I forced myself to 
relax. 

It's an odd feeling, hanging in the air 
in a place where few people have ever 
been, here in this little space I occupied 

in this strange and secret hole, but I am 
surprised and glad to discover a little 
pocket of life hanging precipitously on 
the wall of the pit. A dewy spider web 
and little green moist blades call this 
same place their home! I didn't even 
know they existed before this happen¬ 
stance moment, and I am calmed by 
being a breath away from something so 
vital and familiar. I look down for the 
third time and notice that the bottom is 
obscured by a damp and primal fog 
hanging just above the floor. You know, 
the universal consciousness was really 
there that morning in that green, dewy, 
waterfalling Garden of Eden called Fall¬ 
ing Cave, hidden away in Alabama. 
Aware of death, I feel very alive. This 
feeling stayed with me throughout the 
five days that we toiled in that wonder¬ 
ful and relentless pit, and I feel it even 

Director of Photography Goss and Director Arnold watch intently as actor takes position on 
rope. The crew and actor had to lower themselves hundreds of feet into the earth by means of 
mountain-climbing procedures involving a rapelling rack and nylon ropes. The crew descended 
each morning and climbed back up each evening. 



(LEFT) The pit opening is about 60' X 250' across and allowed direct sun light into pit only in very small, fast moving areas which complicated 
exposure problems. Bounce of direct sun off pit walls provided a soft side light on action. Frank Binney descends to lower level while director Jay 
Arnold awaits turn on Bluewater line. (RIGHT) Director of photography Victor Goss jumps over the side of the pit wall on his very first rappel 
attempt into Falling Cave. Equipment was lowered into cave by rope each morning. 

(LEFT) Director of photography Victor Goss lines up shot of cave wall flora through Beaulieu R16EE camera which was chosen for its high 
portability during shooting from precarious and difficult angles. Lens on camera is a 105mm Nikor through Nikor to C-mount adapter. (RIGHT) The 
crew of "WILDERNESS BELOW" discusses camera placement on "balcony" halfway down waterfall in Falling Cave. This incredible pit is a hole in 
the forest floor near Huntsville, Alabama, and is totally inaccessible except by free-falling rappel on nylon rope. The angle depicts a depth of 140' 
from the top to bottom of waterfall. 



(LEFT) The early Mole-Richardson one-light FAY lamp, subject of 12-volt lamp experiment. Later model will also work, as well as any PAR 36-type 
lamp. (RIGHT) The 12-volt system consists of Mole-Richardson one-light FAY head, any 12-volt battery and an aircraft landing light globe. 
Diffusion and gels can be used conveniently. (BELOW) The one-light FAY will accept any PAR 36 globe. (Front row, left to right:) GE 110-volt 
dichroic lamp, FAY 650-watt; GE 12-volt aircraft light #4509, 100-watt; Westinghouse 12-volt aircraft light #4415, 100-watt. (In back row:) A 
12-volt hand-held light in amateur movie light housing, and PAR 36 connectors. 

today. Falling Cave is a part of me. And 
it is part of every one of the makers of 
the film, "THE WILDERNESS BE¬ 
LOW". 

Five filmmakers converged on Falling 
Cave July 19th, last summer. All of 
them were experienced sport cavers 
with the exception of myself. I was 
included because of my experience in 
professional cinematography, and be¬ 
cause I had a particular idea (with Jay 
Arnold and Frank Binney) about low- 
budget film production, and this was a 
chance to try it out. 

I had worked in films of different 
kinds in various capacities including 
theatrical features, documentaries, tele¬ 
vision commercials and educational 
films. I had long known that when one 
of these ventures succeeded, it was not 
because hundreds of thousands of dol¬ 
lars were involved, but because money 
obtained highly talented and skilled 
professionals who not only did a job 
right, but did it with conviction. In 
other cases, the same money was avail¬ 
able, but poor taste and indiscriminate 
choice obtained ersatz filmmakers and 
faulty ideas. But the reason for success 
or failure was usually the same through¬ 
out: people and concepts. 

Any undertaking requires a sound 
concept. In a film, this idea must be 
translated into film language by careful¬ 
ly showing a story through the view¬ 
finder, which is comparable to the 
process an architect employs to project 
his feelings of a structure through 2x4's 
and nails to make a plan for construc¬ 
tion. Once these recommendations are 
followed, a finished house arises. And so 
would a film. 

People, ideas that make sense, and 
sound planning—as simple and mundane 
Continued on Page 935 

The filming of a rafting sequence in underground water system in Talley Ditch, Alabama. In 
foreground can be seen 12-volt FAY light, powered by motorcycle battery. Several of these units 
were used throughout remote underground locations and proved to be very portable. 
(Photographs by BILL DEANE.) 



JAVELIN NIGHT VIEWING DEVICES 
New light-weight, compact night vision instruments that can "see in the 

dark" open up a whole new world of still and motion picture photography 

Night viewing devices that can "see 
in the dark" are nothing especially new. 
They have been around for several years 
now and have been used in specialized 
areas of police surveillance and military 
observation work. The large size and 
heavy weight of these somewhat cum¬ 
bersome devices have, in the past, all 
but ruled out their general usage in still 
and motion picture photography. 

Recently, however, Javelin Electron¬ 
ics in Los Angeles has introduced night 
vision equipment of its own manufac¬ 
ture which is small and compact enough 
to be attached conveniently to most 
movie, SLR still and television cameras. 
These devices permit photography at 
night that was heretofore impossible. 
Photos can now be achieved at illumina¬ 
tion levels as low as 0.0001 foot-candles 
(% moonlight). 

The night viewing device does not 
operate on an infrared principle. It is a 
light amplifier that electronically ampli¬ 
fies the image presented by the objec¬ 
tive lens to a level that can be photo¬ 
graphed. The Automatic Brightness 
Control (ABC) automatically increases 
and reduces the gain corresponding to 
the scene illumination level, so that 
panning from bright to dark areas does 
not require adjustments. 

Adaptors are available to attach the 
viewer to Bolex, Eclair, Arriflex, Nikon, 
Pentax, Canon, Minolta, and many oth¬ 
er cameras. It can be used with all 
television cameras that have a standard 
"C" mount. 

Several models of the Night Viewing 

Device are available. These include the 
rugged model 221 now used by numer¬ 
ous government agencies and the smaller 
distortion-free model 222. 

The Javelin Night Viewing Device is a 
passive device that permits an observer to 
see at night as if it were daylight. The lens 
collects and focuses the light, the viewer 
converts it from light energy to electri¬ 
cal energy, amplifies it, converts it back 
to light energy, and then presents the 
reproduced image on a screen on the 
rear of the unit. The operator observes 
this either through his eyepiece lens or 
through a single lens reflex camera, TV 
camera, or biocular viewer. 

Night Viewing Devices do not need 
supplemental illumination like infrared 
or spot lights. They are capable of 
operating with illumination that is al¬ 
ways available at night such as starlight 
and moonlight. Even on cloudy nights, 
the sky glow or city lights reflected 
from the clouds back to earth is all that 
is required for excellent photography 
and observation. Night Viewing Devices 
are adaptable to TV cameras, 16mm 
motion picture cameras, and 35mm 
photographic cameras for recording evi¬ 
dence through video tape recordings, 
motion picture film, or still photo¬ 
graphs. 

The model 222 is a second genera¬ 
tion Night Viewing Device. It offers 
features that are not available on any 
other viewer such as small size, very low 
distortion, and reduced blooming when 
a bright light is in the field of view. Its 
reduced size makes it easy to attach to 

both movie and SLR still cameras. The 
model 222 was designed to have approx¬ 
imately one-tenth the distortion of oth¬ 
er available viewers. It provides a uni¬ 
form reproduction of the scene being 
viewed at all times, and the operator 
does not have to make a single adjust¬ 
ment other than focusing the lens. 

The short length of the model 222 
reduces the weight suspended from the 
end of the camera. The photographer 
will hardly be aware that he is holding 
anything more than his own camera. 
Police officers will not be burdened 
with extra weight and can hold it steady 
for longer periods. 

TYPE OF NIGHT VIEWING DEVICE 

Present night viewing devices, i.e., 
the Javelin models 220 and 221 (focal 
plane iris) utilize three 18mm-diameter 
image intensifiers bonded together. 
These are called first generation devices 
because they were the first units used 
for light amplification and night obser¬ 
vation. 

The model 222 is a second genera¬ 
tion device. It features a single intensifi- 
er with a special microchannel plate 
(MCP) incorporated. This increases the 
amplification of a single intensifier to 
levels which previously required three 
separate intensifiers in first generation 
units. 

The MCP acts as a current-limiting 
device, in that bright areas such as 
distant street lights appearing in the 
field of view are not amplified above a 
certain level, whereas the dark areas in 

(LEFT) Javelin Model 221 Night Viewing Device, mounted on Bolex camera. (RIGHT) The same device mounted on a 16mm Arriflex camera. 
Adaptors are also available for Eclair, Nikon, Pentax, Canon, Minolta and many other cameras. Compact size and light weight of these new devices 
make it possible for them to be hand-held on small motion picture and television cameras without difficulty. 



(ABOVE) The Model 220 Javelin Night Viewing Device. (BELOW) The Model 221. These devices 
permit photography at night that was previously impossible. They operate on "A" size batteries 
and amplify moonlight or “starlight" 37,000 to 50,000 times. 

the same scene are greatly amplified. 
This feature provides a more uniformly 
illuminated reproduced picture over a 
larger dynamic range than ever before 
possible. This enhances photographs as 
the blooming around bright lights is 
practically eliminated while the intensi¬ 
ty of the light itself is reduced in the 
reproduced image. The operator can 
view areas around these lights that were 
not observable before. 

AUTOMATIC BRIGHTNESS 
CONTROL 

An Automatic Brightness Control 
(ABC) automatically adjusts the gain of 
the viewer according to the illumination 
level of the scene being observed. The 
output of the viewer as seen by an 
observer, either through the eyepiece 
lens or a SLR camera, is maintained at 
an almost constant level in a city type 
environment. Once the camera is prop¬ 
erly adjusted to the output, no further 
adjustments are required. The ABC au¬ 
tomatically increases and reduces the 
viewer gain when the camera-viewer 
combination is redirected from a dimly 
lit area to a more illuminated area or 
vice versa. 

The ABC also acts as a protective 
feature as it reduces the gain when 
looking into highly illuminated areas to 
protect the sensor from overloads. It 
also eliminates the necessity for an 
operator to constantly make ad¬ 
justments. 

CONTROLS/POWER 

The model 222 has an on/off switch, 
a focal plane iris, and a standard objec¬ 
tive lens that requires focusing as object- 
to-viewer distances vary. 

The focal plane iris permits the oper¬ 
ator to reduce the size of the field of 
view. Closing this iris blocks bright 
lights appearing on the edges of the 
scene. It performs this by reducing the 
field of view in order to protect the 
sensor. 

The model 222 operates from a small 
mercury battery which is easily replace¬ 
able. The battery is inexpensive, has a 
long life, and is easily obtainable. 

LENSES 

The Night Viewing Device is designed 
with a standard "C" mount so that any 
lens of that type can be utilized. Most 
other photographic lenses can be easily 
converted through adapters to a "C" 
mount if desired. 

Javelin can provide a full line of 
zoom and special telephoto lenses. 
These lenses have low "f" numbers to 
provide the most light to the intensifier 
while having minimum weight. 

USE WITH TV CAMERAS (Optional 
Accessory) 

An adapter assembly is available that 
permits the Night Viewing Device to be 
rigidly connected to daylight television 
cameras. Excellent resolution can be 
achieved using it with a Javelin or any 
other standard television camera. Hook¬ 
up and operation of the TV camera/ 
viewer can be achieved in minutes and is 
easy to perform. Video tape recorders 
can then be used to record evidence or 
scientific phenomena. 

USE WITH PHOTOGRAPHIC 
CAMERAS (Optional Accessory) 

The Night Viewing Device can be 
rigidly attached to almost all 35mm 
photographic cameras. This does not 

mean holding a camera up to the eye¬ 
piece lens, taking a picture through it 
and hoping for the best. High quality 
photographs can be made through the 
unit almost as easily and as fast as if the 
photographs were being made with the 
camera alone. 

A single lens reflex type camera is 
required so that at night the photogra¬ 
pher may see exactly what he is photo¬ 
graphing. Numerous cameras such as 
Pentax, Nikon, Canon, etc., can be 
attached in the same way. 

Further information including bro 
chures, price lists, and rental informa¬ 
tion can be obtained by writing to: 
Javelin Electronics Division; Apollo 
Lasers, Inc.; 6357 Arizona Circle; Los 
Angeles, California 90045. (213) 
641-4490. ■ 

Javelin devices come packed with accessories in rugged foam-lined cases. They do not operate on 
an infra-red principle, but electronically amplify the image presented by the objective lens to a 
level that can be photographed in black and white, utilizing fiber optics. 

'.M,: 
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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 ... 

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

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

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

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

REGISTRATION PIN MOVEMENT. 
Assures perfect framing. 

ELECTRONICALLY GOVERNED MOTOR. 
Insures accurate sound speed. 

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

take-up spools. 

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

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

Feature for feature, Canon Sound Scoopic 200 adds up 
to getting the news faster than ever. See it in action at 
your Canon dealer. Or write us for more information. 
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ARRI's 20th Anniversary Deal 
Arri 16S/B Camera $3,180.00 
Variable Speed Motor 245.00 
6* Power Cable 24.00 
8V N/C battery with charger 

196.00 
Zeiss 10-100 Vario Sonnar 

(zoom lens (List $1,560.) FREE 

ANNIVERSARY PRICE 
$3,645.00 

Bel-Air includes a Colortran Mini- 
Pro Kit at no charge with above. 

> 

Beaulieu R16 (PZ) 
Lightweight professional 
16mm 
movie camera. Write 

Uher 1200 Outfit 
w/case, microphone, 
ni-cad batteries, & 
charger 

Sale: 1189.00 

'V 

Miller Fluid Heads 
Model 101 for Super 8 
99.95 

Model 102 up to 14 lbs. 
199.95 

G unstock 
Gives you a steadier hand¬ 
held pan as you follow the 
action. List 14.95 

Special 8.88 

""V 

Tripod Sta-Sets 
Rubber feet to keep your 
tripod in place 7.49 

USED EQUIPMENT 
ALL ITEMS SUBJECT TO PRIOR SALE 

Bell Howell 16mm 70DR w/3 Angenieux 
lenses 389.95 
Bell Howell 70DL w/2 lenses 169.00 
Pathe Double Super 8 w/TTL meter & 
8x64 Ang. zoom lens 489.00 
Bolex H8 REX-4 converted to Super 8 
w/8x36 Vario Switar EE 799.00 
Bolex H8 REX-4 w/8x36 Vario Switar 

439.00 
Bauer C Royal 8-1 power zoom 249.00 
Bauer C2A 169.00 
Beaulieu MAR 8-G w/ 6.5x52 Ang. 
zoom 169.00 
Beaulieu 2008 w/7x56 Schneider 

275.00 
Kodak K-100 w/3 Ektars 299.00 
Canon 1218 w/case, grip, complete 

399.00 
Canon Scoopic-16 outfit 
Complete 799.00 

Beaulieu 4008 zm w/8x64 499.00 
Beaulieu 4008 zml I w/6x66 789.00 
Beaulieu R16 Electric w/17x68 Batt, 
charger 799.00 
Beaulieu R16 EL-auto w/12xl20, grip, 
Batt 1000 MA, charger, Hallib case, 
complete 1689.00 
17x130mm f/2.7 Berthiot zoom C 
lens 399.00 
13x100mm f/2.0 Berthiot zoom lens 
C 399.00 
Bolex SBM w/12xl20 Ang, REX 

1189.00 

Sennheiser-104 Mic 
Sennheiser-404 Mic 
50mm f/2 Cine Xenon C mt NEW 

Front Projector 
Model 207 w/110-160 

Vario HE IDOSMAT 

119.00 
159.00 

89.00 

999.00 

Maier-Hancock 
Hot-Splicers 
Model 816 for 8mm & 
16mm 214.95 
Model 816 for all 16mm, 
Sup 8 & Reg 8 
films 259.95 

< 

Beaulieu 4008 ZMII 
Super 8 movie camera with 
interchangeable lenses and 
many other 
features . . . write 

< 

Metal Tripod 
Extends to 65”. with ball 
pan head SPECIAL 99.95 

BEL 7IIR G1MER71 v HI H 
927 WESTWOOD BLVD. LOS ANGELES, CA 90024 

(213) 477-9569 or 272-5214 
Every effort will be made to ship mail orders within 24 hours receipt. Add 

approximate shipping charges. Excesses will be refunded. California residents 

add 5% sales tax. 

< 

Sonorex 16/16 Interlock 

Sound Projector 

Arrivox/Tandberg 
Professional V»M magnetic 
recorder for synchronous 
sound recording 

List 1196.00 
Special 999.00 

All prices listed are subject to change and to stock on hand. All used equipment 

is guaranteed for 30 days. If you are not satisfied, return equipment within 10 

days for refund. 

Trade-ins accepted. 

40mm f/2.8 macro-Kilar C mt NEW 
129.00 

Arri Cine Xenon 16f/2 250.00 
Arri Cine Xenon 50f/2 260.00 
Arri Planar 32 f/2 350.00 
Arri Planar 25 f/2 360.00 
Arri Taylor Hobson 25 f/2 NEW 

360.00 
119.00 
149.00 

Arri mt. Vivitar 85-205 zoom 
Arri mt. 300 f/5.6 Tele Kilar U 
10mm f/1.8 Cine Xenon C mt NEW 

99.00 
Arri mt. 17-85 f/2 Berthiot zoom U 

149.00 
Arri Periscopic finder 369.00 
Arri AC motor w/power pack-synchro- 
nous 24FPS Like New 389.00 
Arri motor 8 volt D.C. Governor NEW 

280.00 

A. 

Eumig 705 Sound 
Super 8 Magnetic sound 
(record & playback) 
projector 

SALE 169.95 
Model 710—Dual 8 279.95 

Projectors 
JAN 16mm Devry 389.00 
Bell Howell 285-16mm sound 279.00 
Bell Howell 179-16mm sound 189.00 
Bauer P6 16-mag/opt U 689.00 
Bell Howell 16mm model 273 silent 

189.00 

MISCELLANEOUS 
Sylvania SunGun rechargeable NEW 

105.00 
Colortran Mini-Pro Kit NEW 269.00 
Guillotine Super 8 splicer NEW 11.50 
Arriflex AC Synch motor w/power sup¬ 
ply Used 
Kodak Ektalite 40x40 screen NEW 

72.00 
Farallon ML 350 Underwater lights w/3 
WA5 Arm. Brand new. 

List $429.50 
Sale 299.00 

Beaulieu News 16 
Single/Double system 
16mm sound camera which 
fits the exacting filming 
requirements of the 
documentary filmmaker 
and television 
cameraman . . . Write . . . 

A. 

< 

Stellavox SP7 
W/Neo-Pilot 
The most versatile portable 
professional tape recording 
system in the world 
today . . . write 

< 

Heurtier Super 8 Projectors 
The brightest Super 8 
projectors on the market. 
Silent, sound, stereo, and 
Xenon lamp. Write for 
details. 

-< 

A. 

Bauer P-6 Automatic 
Optical & Magnetic 16mm 
Projector giving extremely 
bright motion pictures. 

List $1,895.00 
Sale 1,350.00 
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A Cameraman’s 
Kind of Camera 

CP-16/A 
(with Crystasound) 

2044 Cotner Avenue, Los Angeles, California 90025 
Telephone: (213) 478-0711 ■ Telex: 69-1339 ■ Cable: Cinedevco 

Tired of the daily struggle with backbreaking 
body braces, unwieldy tripods, and heavy, 
poorly balanced cameras? Tired of dangling 
power and sound cables? Encumbered by 
quickly exhausted battery packs? Frustrated 
by a noisy camera movement? Annoyed with 
“tack-on” sound equipment? Feeling crushed 
under the weight of it all? 

We,at Cinema Products, believe that we have 
designed a unified camera and sound system 
that will solve all of these problems. 

Take backaches, for instance. Backaches 
may sound funny to some people. To a TV- 
newsfilm cameraman they’re no joke. More 
and more TV-newsfilm cameramen have been 
reporting severe and crippling backache con¬ 
ditions as a result of carrying heavy and poorly 
balanced cameras, mounted on 
uncomfortable body braces, 
over many long 
hours. 

The CP-16/A 
16mm camera 
has been de¬ 

signed and 
specially balanced 
for convenient 
on-the-shoulder shooting. It weighs a little less 
than 17 pounds when fully equipped. And “fully 
equipped” means fully. With 400-ft. magazine 
loaded with 400 feet of film. With a 12-120mm 
Angenieux zoom lens. With a plug-in Nicad 
battery pack. With a critically accurate crystal- 
controlled DC servo-motor for single and 
double system sync sound. Plus the Crysta¬ 
sound recording system with built-in amplifier. 
That’s right. Less than 17 pounds! 

As for noisy camera movement problems, 
you’ve got to “not hear” the CP-16/A to believe 
how quietly it runs. Our sound tests show 
approximately 31 dB at 3 feet. But the real 

sound test is your professional ear, and the 
actual quality of the sound recording. 

Out-of-sync problems? Our CP-16/A is 
crystal-controlled to the extremely critical tol¬ 
erances required by cordless double system 
recording, with a frame rate accuracy of ±15 
parts per million over a temperature range of 
0-140° F. And if something should go wrong, the 
easily visible out-of-sync 
warning lamp, located 
at the front of the 
camera, will instantly 
light up. 

As for magazine capa¬ 
city, the CP-16/A accepts 
standard 400-ft. and 1200- 
ft. Mitchell-type maga¬ 
zines, and we even 
designed a special lock¬ 
ing stud so that maga¬ 
zines can be easily and 
instantly snapped on and off the camera. 

Then there is the power supply problem. 
There are no lost shots with our rechargeable 
plug-in Nicad battery pack. It snaps instantly 

in and out of the camera body, and drives 
from 3200 to 4000 feet of film on 

a single charge. That’s a lot of 
footage from a little battery pack 

which weighs a mere sixteen 
ounces. It is so compact —a spare, 

fully charged battery pack will slip 
easily into your shirt pocket. And it also 

powers the CP-16/A sound 

Lately, more and more 
TV-newsfilm and docu¬ 
mentary cameramen 
have had to “go it 

alone,” with the respon¬ 
sibility of capturing both 

picture and sound. Designed 
and engineered from an overall total 

systems approach, our CP-16/A with Crysta¬ 
sound makes it seem almost easy. 

The Crystasound amplifier is part of the 
camera, and it is powered from the same 
battery pack. Switchable, variable compres¬ 
sion Automatic Gain Control let’s you concen¬ 
trate on filming the event. The headphone 
monitoring channel automatically switches 
from live mike to playback when the camera is 
turned on. We’ve even provided a special line 
feed to a tape recorderfor those instances 
where the cameraman is recording simultane¬ 
ously for TV and radio. The built-in amplifier 
has two microphone inputs and one line input, 

Technology InThe 

Service Of Creativity 

all with independent volume control. Other 
features include automatic bias level, with no 
adjustment required, preview switch, VU meter, 
and low power consumption. 

Our Crystasound recording system features 
a special record and playback head, encapsu¬ 
lated in the same module to guarantee abso¬ 
lute alignment for its entire life. 

Should 
you need an 

auxiliary 
mixer, our 

Crystasound 
auxiliary 

mixer fea¬ 
tures: four 

channels of 
mike input, 

one 
channel 

of 
line input, and one condenser mike channel. It 
also features individual and master volume 
controls as well as switchable AGC. 

For the TV-newsfilm cameraman, the name 
of the game is lightweight, extremely mobile 
and reliable equipment, so that he can capture 
the spontaneous live feel of a news event as 
it happens. We are confident that the CP-16/A 
provides just that. 

With no backaches. 

For further information, 
please write to: 
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If you’re thinking 
SENNHEISER, 

think Camera Mart. 
The Mikroport System. 
Mikroport Transmitter SK 1007/1 
A ‘High Band’ wireless microphone system that affords a 
reliable radio link between microphone and recorder or 
sound reinforcement amplifier. 

The sound quality meets the highest professional standards. 
The unique high output power of the transmitter in the 
VHF frequency range above 150 MHz allows an operation 
distance of at least 500 feet without interference. 

A commercial VHF communication receiver has been 
modified by Sennheiser Electronic Corp. (N.Y.) and specially 
matched to the characteristics of the transmitter 
Model SK 1007/1. This receiver is available as Model R 1011. 
Fully tuneable operation between 148 and 178 MHz a fixed 
channel with crystal control can be selected. One crystal is 
supplied with the unit, a second fixed channel may be 
added by ordering another optional crystal. 

Sennheiser MKH 815 
Transistorized Condenser Microphone 
A condenser microphone with excellent 
directional properties. Even at long 
distances it can be used without any loss 
of sound quality. Used in television and 
film studios whenever the microphone has 
to be out of the camera range. In spite 
of its unusual length the MKH 815 is 
relatively insensitive to wind and pop 
effects. Excellent signal-to-noise ratio. 
The MKH 815 can make the most difficult 
sound recordings with outstanding 
quality of sound. 

Sennheiser MD 214 
Lavalier Microphone 

Provides natural voice quality. Reduces 
interference of rustle caused by rubbing of 

housing and cable against clothes. 
Rectangular design reduces microphone 
rolling from side to side on the wearer’s 

chest. Pressure-operated moving coil 
microphone with omnidirectional 

characteristics. Cable removes easily in 
case of damage. 

Sennheiser MKH 415 
Transistorized Condenser Microphone 
A combination of a pressure gradient receiver 
microphone and an interference microphone. 

Cardiod directional pattern at low and 
medium frequencies. Close-talking effects 

are relatively small. Particularly suited for use 
by soloists, and its unusual length of 10" 
makes it also very desirable for reporters. 

Sennheiser MK 12 
Condenser Lavalier Microphone 

A small high quality microphone with a 
membrane diameter of only 6 millimeters. 

Smooth, resonance-free response 
provides a clear and natural sound. 

Fastened to clothes by a clip. 
Omnidirectional characteristics make it 

largely insensitive to handling and 
rubbing noises. 

For complete prices and details on these and other 
Sennheiser microphones write or phone: 

« CAMERA MART 
456 W. 55th ST., NEW YORK, N. Y. 10019 • (212) 757-6977 
RENTALS O SALES o SERVICE 
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By MARK L. LESTER 
Writer /Producer /D irec tor 

The past few months have seen the 
wildly successful opening of a feature- 
length motion picture in the southern 
United States. The film is "STEEL 
ARENA", the story of the world fam¬ 
ous Auto Daredevils, in a show known 
as the "Circus of Death," and the rise to 
stardom of its hero, Dusty Russell. My 
story is one of a year-and-a-half of 
grueling hard work in writing, producing 
and directing my first feature film, but, 
through it all, a rewarding, satisfying, 
learning experience one would believe 
was concocted in a Hollywood press 
agent's dreams. 

The story began actually two years 
before I had ever imagined I would be 
directing a 35mm theatrical feature. At 
the time I was working for a documen¬ 
tary film company in San Francisco and 
programming classic films at a repertory 
cinema in my spare time. One weekend, 
while vactioning along the Sacramento 
River, I ran into a group of men 
enjoying a beach party. They were 
wearing uniforms which, on the back, 
read "Circus of Death". Intrigued, I 
crashed the party and learned these 
were the world famous "Helldrivers," 
relaxing after a Sunday afternoon thrill 
show. Thrill shows, I discovered, were a 
particularly American sport, in which 
the participants made their living by 
crashing cars through walls of fire, 
rolling them over, dive-bombing them 
into parked cars and generally destroy¬ 
ing automobiles in the most creative and 
destructive ways the human mind can 

For his first feature, a young film-maker, aided by a dedicated crew, injects 

an extraordinary degree of production value into a low-budget action film 

conceive of. 
Two years later found me sitting in a 

cafe in Berkeley, California, with two 
independent film productions behind 
me. One, an independent documentary, 
which I produced in the remote rain 
forest jungles of Mexico and Guatemala, 
concerned the last remaining tribe of 
Maya Indians in the world, the Lacan- 
dones, and had just won a silver medal 
at the Venice Film Festival for Best 
Documentary. The other, an outrag¬ 
eous, wild and zany featurette called 
"TRICIA'S WEDDING", a satirical 
spoof on the White House wedding of 
Tricia Nixon, was taking the hip youth 
culture film audience by storm. 
"TRICIA'S WEDDING" was receiving 
rave reviews everywhere and has since 
become an "underground" film classic. 
Made at a cost of $12,000, "TRICIA'S 
WEDDING" showed a profit after its 
first night opening to 6,000 paying 
customers in San Francisco's Palace 
Theater, and Berkeley's Community 
Theater. 

Now it was time to produce a full 
scale 35mm theatrical production. Re¬ 
membering the "Daredevills" I had met, 
I thought they would make the perfect 
topic. The visual element of cars flying 
through the air, combined with the 
Americana of the sport of thrill driving, 
was the perfect combination to appeal 
to a mass audience, as well as provide an 
exciting cinematic vehicle. 

I began to track down the "Circus of 
Death" I had met two years before and 

found them in their usual habitat, crash¬ 
ing cars at a county fair in San Jose. The 
owner of the show is Robert Hanna, 
who doubles as Dusty Russell, the star 
of the Circus of Death. Bob loved the 
idea of a film on Helldriving and agreed 
to act as Associate Producer and consul¬ 
tant, and to perform in any other way I 
might need him. 

The hard work of writing the script 
began. I decided to base the story 
totally on the real-life experiences of 
thrill drivers and interviewed the various 
Daredevils for material. What I found 
was a fascinating array of colorful per¬ 
sonalities. Dusty Russell, the star, an 
intense man dedicated to breaking the 
world's dive-bomb stunt record. Buddy 
Love, a character out of the fifties, 
complete with a pompadour hairdo, 
known for sliding on his buttocks 
through a ring of fire and human batter- 
ramming into a flaming wall of fire, 
while lying on the hood of a car. Dutch 
Schitzer, the last of the thirties' Atom 
Men, who lie down in a flimsy wooden 
coffin and blow themselves up with 20 
sticks of dynamite. Gene Drew, charis¬ 
matic promoter and announcer of the 
Circus of Death. It was then that I 
decided that not only would I write my 
story about the Auto Daredevils, but 
that they could play themselves as 
actors in the movie. 

The story follows a summer in the 
life of our lead character, Dusty Russell. 
The film opens with Dusty as a moon¬ 
shine runner in the South being chased 

(LEFT) One of the many incredible crashes serving to illustrate action of the "Circus of Death" Daredevils in the Lester-Traynor production of 
"STEEL ARENA". This one was filmed at the Sacramento Speedway. More than 140 automobiles were destroyed during the making of the film. 
(RIGHT) The thrilling "Ice-wall crash", in which the driver leaps into the back seat of the speeding automobile a split-second before impact. A 
point-of-view camera is rigged onto the back of the car. 



(LEFT) Young writer-producer-director Mark L. Lester exits office of Earl's Wrecking Yard. Lester used the actual wrecking yard owner to play 
himself in sequence when promoter Gene Drew purchases his stunt cars. (CENTER) Crew prepares Dusty's stunt car for duel of Daredevils' racing 
sequence along country road. Camera was operated by switch from back seat. Arriflex camera was damaged when Dusty's car struck an unseen pole 
protruding from side of the road. (RIGHT) Cameraman John Morrill and Soundman John Brumbaugh ride front of preacher's car for opening title 
sequence of "STEEL ARENA". 

(LEFT) Daredevil cars, driven by Dusty Russell and Bruce Mackey prepare for "showdown" on country road. Closeups of both drivers were 
obtained with front and side camera rigs. (CENTER) Daredevil cars speed down country road, crashing into one another repeatedly in test of stunt 
driving skill. Actor Bruce Mackey did his own stunts for this sequence. (RIGHT) Mark Lester directs placement of camera for aftermath of country 
road stunt driving sequence, which ends with one of the cars flipped upside-down. 

from county to county in a souped-up 
1939 Dodge coupe by a squad of local 
sheriffs. Having learned his driving skills, 
Dusty progresses to those orgies of bent 
steel and fuming radiators known as 
“demolition derbies”, winning this car 
battle, being discovered and hired into 
the Circus of Death by its promoter, 
Gene Drew. As the thrill show travels 
from town to town with its death-defy¬ 
ing show, Dusty rises to the show's star 
position and eventually achieves nation¬ 
al recognition as the world-famous Dive- 
bomber. 

While writing the story, I began the 
search for funds to produce the film 
and, in doing so, approached Leverage 
Funding Systems, Inc., an Oakland, 
California corporation engaged in invest¬ 
ing the capital of 1,500 California doc¬ 
tors in real estate and other projects. 
Peter S. Traynor, its young president, 
had heard of the success of “TRI CIA'S 
WEDDING” and was convinced of the 
profitability of investment in commer¬ 
cial pictures. Leverage agreed to fund 
my picture for $150,000, which made 
the job difficult, but I was too estatic to 
care and, with my troupe of loyal 
Helldrivers, set to work mapping out the 
production. 

In searching for a production manag¬ 
er in Hollywood, I was told that the 

script would cost far more than $150,000 
to produce and that I was crazy to try 
without more money. One of my se¬ 
quences, a demolition derby involving 
fifty cars and drivers, where Dusty wins 
the championship from our fictitious 
character, "Masked Marvel,” was bud¬ 
geted at $9,000! This sequence was to 
account for only a few minutes of 
screen time. My climatic final sequence, 

in which Dusty is to break the record on 
the main street of a small town, was 
estimated at $5,000. I was intent, 
though, on filming the script I had 
written and I knew that somehow it 
could be done. 

I finally met a San Francisco produc¬ 
tion manager, Rick Smith, who was as 
crazy as I was, who knew a great deal 
Continued on Page 906 

Part of the crowd of 5,000 citizens of Lodi, California who gathered along the town's main street 
at night to cheer on Dusty Russell and act as extras for filming of climactic sequence in "STEEL 
ARENA". The crowds were drawn by a few local radio spots and a newspaper story, even though 
the stunt took place at 3 o'clock in the morning. 



FILM CLIPS 
CINERAMA COMEBACK 
By Don Weed 
Film Effects of Hollywood 

For many of us who can recall the 
1950 era that hailed "THIS IS CINERA¬ 
MA" as one of the motion picture 
industry's most exciting and successful 
technological achievements, it is dif¬ 
ficult to forget the impact of the presen¬ 
tation. Regardless of its imperfections, 
which were obvious even to most lay¬ 
men, the enormous scope and audience 
involvement of the peripheral format 
provided screen entertainment totally 
unique in the history of motion pic¬ 
tures. 

The aspect ratio of 3-strip Cinerama 
was 2.59:1. The projected image encom¬ 
passed 146° of arc at the Broadway 
Theatre in New York when "THIS IS 
CINERAMA" opened in September, 
1952, and Cinerama showed the world 
the largest screen format ever displayed. 

Two decades later, in 1972, when 
Cinerama first explored with Film Ef¬ 
fects the feasibility of transferring the 
3-strip version of "THIS IS CINERA¬ 
MA" to a single 65mm internegative, we 
knew that we would be confronted with 
a problem or two. The 1952 film was 
shot on Type 5247, the first color 
negative rawstock. In addition, the pass¬ 
ing of twenty years of elapsed time had 
left us a negative with only a faded 
residual of its original color saturation. 

The cost factors involved in re-issuing 
the film program did not permit the 
laborious and hazardous task of optical¬ 
ly printing an internegative from the 
color separation masters. Plainly, there 
was only one solution . . . the composite 
internegatives would have to be made 
from theatre prints. 

Tests were first made from both 
imbibition prints from the matrices and 
color positive prints. Excerpts from 
several sections of the film were com¬ 
posited to a 65mm dupe and 70mm 
sound prints were sent to New York for 
home office consideration. The results 
were surprisingly good, considering all 
that was involved, and the project was 
given the green light. 

Now, Bill Wild of Cinerama, and his 
staff, in cooperation with "Bachie" 
Bachmayer of Technicolor, started to 
supply us with the best 35mm prints 
that could be made or were already in 
existence. In the meantime, Film Ef¬ 

fects' Technical Director, Cecil Love, 
had completed our special printer set-up 
for compositing the three 35mm 
"panels" onto a single 65mm internega¬ 
tive. 

In an effort to minimize the inevita¬ 
ble "blend lines", between the three 
Cinerama "panels" we tested each "sec¬ 
tion" of the film after viewing the 
3-strip version. From the test print, we 
determined the printer adjustments we 
hoped would improve the end result. 
Depending on the original camera set¬ 
up, the print variances and other contri¬ 
buting factors, our line-up corrections 
could vary from one to six-thousandths 
in setting the blend lines. Of course, 
each internegative was exposed in three 
separate "passes" through the optical 
printer and, therefore, ran through the 
film-moving mechanism five times . . . 
three forward and two in reverse. The 
printer projector and camera move¬ 
ments are, of course, pin-registered and 
so, in spite of the multi-passes, the 
resulting internegative has none of the 
vertical unsteadiness between projected 
panels that was inherent in the original 
3-strip format. 

At any rate, "THIS IS CINERAMA" 
is already enjoying what has proved to 
be a very "welcome back" re-run at the 
Cinerama Dome Theatre. The advertised 
box office grosses would seem to be 
some sort of proof-positive that even a 
twenty-year-old film can command a 
considerable audience if it offers some¬ 
thing innovative or unique . . . and it 
doesn't necessarily have to be kinky 
porno to do the job. ■ 

ADVANCED VIDEO DISC 
RECORDING SYSTEM FOR 
HIGH-SPEED MOTION ANALYSIS 

Redlake Corporation, Santa Clara, 
California, announces a new high-resolu¬ 
tion, high-speed motion analysis tool— 
an advanced Video Disc Recording Sys¬ 
tem. The system will be used for motion 
and research analysis in a wide range of 
industrial, scientific and medical fields, 
complementing Redlake's world- 
renowned line of photographic instru¬ 
ment equipment. 

The basic system is comprised of a 
high-resolution T.V. camera, 12-inch 
video monitor, and advanced video disc 
record/playback machine, all housed in 
a compact, highly-mobile two-wheeled 
unit which can easily be transported to 
any location in a plant or laboratory. 
The camera may be operated at dis¬ 

tances up to 1,000 feet from the record¬ 
er using suitable video cable. Where two 
cameras are needed, they can be used 
individually, or paired in conjunction 
with a special effects unit, allowing the 
presentation of two pictures simultane¬ 
ously on a split screen. 

Heart of the new Redlake VDR 
System is a 12-inch magnetic-coated 
aluminum disc which records at speeds 
up to 60 sharply defined images per 
second. At 60 images per second the 
operating time is 9.5 seconds, and when 
used with a high frequency pulsed 
strobe light, available with the system, 
will record at the frequency of the 
strobe—thereby stopping motion at 
speeds up to several thousand RPM. The 
images can be played back immediately 
at the speed at which they were re¬ 
corded, or at faster or slower speeds as 
desired. Pictures can also be “frozen” at 
any point during playback for detailed 
study. 

Unlike video tape equipment, there is 
no wear-out of the disc, and frozen 
images can be replayed indefinitely. 

In applications where extended re¬ 
cording time is required, a video cassette 
record/playback machine is available. 
Up to an hour of recorded information 
can be stored and transferred back to 
the disc recorder for replay and analysis 
of any desired portion, in slow motion 
or stop action, if necessary. In addition, 
transient events may be recorded on the 
disc and transferred to the tape for long 
term storage. 

• 

NEW SONOREX VU METER FOR 
SONOREX 16/16 INTERLOCK 
PROJECTOR 

A new professional VU meter for use 
with all Sonorex 16/16 Interlock Sound 
Projectors has been introduced by the 
Arriflex Company of America. Supple¬ 
menting the meter built into the projec¬ 
tor, the new accessory meter is housed 
in a separate, attractive consolette that's 
connected to the Sonorex by a light¬ 
weight cable. 

The new instrument is built around a 
substantial 31/2" meter movement. The 
illuminated, easy-to-read scale spreads 
over a 90° arc and is calibrated from -20 
to +3 db and from 0 to 100% of 
modulation. Response characteristics 
are designed to conform to ASA electri¬ 
cal and mechanical specifications for 
VU meters. 

All Sonorex 16/16 Interlock Projec¬ 
tors—from the first one made—are pro¬ 
vided with an outlet for use with the 
Sonorex VU meter. Base of the meter 
consolette measures 5%" x 5%" while 
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the maximum height is A". There is a 
sloping front panel for easy readability. 

The Sonorex VU Meter has a sug¬ 
gested list price of $225.00, and is 
available from authorized Arriflex/ 
Sonorex dealers or from the Arriflex 
Company of America under catalog 
number 352-305. Additional informa¬ 
tion can be obtained by writing: 
Arriflex Company of America, Box 
1050, Woodside, New York 11377. 

SCHNEIDER CORPORATION 
CHANGES RETAIL LENS 
DISTRIBUTION 

In a move to simplify the retail 
distribution of its various lens lines, the 
Schneider Corporation of America 
(SCA) has announced some changes in 
distributors. These changes were neces¬ 
sary to remove duplication of sales 
effort by more than one distributor in 
every major lens market, according to 
Mr. Edward A. Wollensak, Vice Presi¬ 
dent, Marketing of SCA. 

For the U.S. consumer photographic 
market, Burleigh Brooks Optics, Inc., 
Hackensack, N.J., will now supply pho¬ 
to dealers with both GOERZ and 
SCHNEIDER photographic taking and 
enlarging lenses. Previously, these two 
complementary lines of lenses had been 
handled by separate distributors: 
SCHNEIDER by Burleigh Brooks; and 
GOERZ by Burke & James, Inc., Chica¬ 
go, and La Grange, Inc., Hollywood. 
Graphic arts lenses will continue to be 
sold through the manufacturers of proc¬ 
ess cameras for this field. 

In Canada, Braun Electric Canada, 
Ltd., Mississauga, Ontario, has been 
selected to distribute the GOERZ lenses 
for both the photographic and graphic 
arts retail markets. Braun has been the 
Canadian representative of Joseph 
Schneider & Co., and will continue the 
sale of all SCHNEIDER lenses. 

Canadian distribution of theatre pro¬ 
jection lenses from ISCO and the KOLL- 
MORGEN Division of SCA will be 
handled by General Sound And Theatre 
Equipment, Ltd., Toronto, Ontario, 
with 6 distribution centers throughout 
Canada. The Schneider Corporation of 
America (SCA) will be responsible for 
the sale of ISCO and KOLLMORGEN 
slide, movie, and theatre projection 
lenses in the United States. In addition, 
OEM industrial sales in both Canada and 
the U.S. will be handled by SCA. This is 
necessary due to the extensive technical 
and engineering support usually re¬ 
quired by the equipment manufacturer, 
according to Mr. Wollensak. 

SERVING THE WORLD 

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

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

S(Jl>Elt G1UP 
Super Grip is a new camera 
mount designed to be attached 
to curved, irregular or flat sur¬ 
faces in a horizontal, vertical or 
in-between position. Its single, 

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

.. the ideal mount for difficult situations 

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

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

Strong! 
Attaching pressure is more than 700 pounds. 

Versatile! 
Mounts cameras, lights or other equipment on vertical or hori¬ 
zontal surfaces of cars, boats, planes, windows, walls and many 

$325.00 
(Includes Super Grip complete 
with metal fitted carrying case, 

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

Exclusive U.S. Distributors: 
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By JACK McADAM 
Production Designer 

Walter Pidgeon, Yvette Mimieux, 
Ernest Borgnine, Ben Gazzara, Donnelly 
Rhodes, and Chris Wiggins, all have 
something in common. They've all sub¬ 
merged into the most exciting, compel¬ 
ling underwater film adventure ever 
produced in Canada, "THE NEPTUNE 
FACTOR". 

This $1,700,000 ocean odyssey was 
co-produced by Sanford Howard, Quad¬ 
rant Films of Toronto and Bellevue- 
Pathe of Montreal, and is being distrib¬ 
uted by 20th Century-Fox. According 
to 20th's Toronto-born president, Gor¬ 

don Stulberg . . . "This picture will be 
another '20,000 Leagues Under the 
Sea'.'' 

The screenplay, by Jack DeWitt, 
involves a research vessel, the R.V. 
Triton, which is calmly anchored off the 
Muir Seamount, some 85 miles north¬ 
east of Bermuda. Attached to it is a 
habitat called the Oceanlab II, some 
three hundred feet below. It is the end 
of a 21-day exercise for the five scien¬ 
tists on board. As they prepare to 
ascend to the Triton, a violent earth¬ 
quake tears away the foundation of the 

The most ambitious underwater 
film adventure ever produced 
in Canada poses many unique 
technical problems, but bids 
fair to be another "20,000 
LEAGUES UNDER THE SEA" 

Oceanlab II, throwing it over the edge of 
the seamount with three remaining scien¬ 
tists on board. 

When the first search, conducted 
with both surface vessels and a navy 
submarine proves unsuccessful, the R.V. 
Triton enlists the cooperation of a 
highly sophisticated submersible called 
the Neptune. In a desperate effort to 
rescue the lost Oceanlab II in time, this 
4-man mini-sub dangerously descends 
into an uncharted section of the ocean's 
depths. This lost area of ocean experi¬ 
ences a warm current and a strange 

(LEFT) Fabricated rock is lowered into the dry Seatank, a massive swimming pool with underwater 
viewing windows, built specially in Toronto for filming of "THE NEPTUNE FACTOR". More than 
250,000 gallons of water were required to fill it. (CENTER) 15-foot-high rocks, cave units and plant 
life to match miniature setting are installed in the Seatank. (RIGHT) The Neptune, a sophisticated 
submersible, shown in "dry" position in the Seatank. 

(LEFT) The Neptune surrounded with "bubble" plastic installed on the floor of the tank. (CENTER) 
Lighting the interior of the Neptune with stand-ins. The complete interior of the 25-foot submersible 
was built in Toronto studio and dressed with practical instruments and equipment to simulate an 
undersea voyage. (RIGHT) Shooting a closeup of Yvette Mimeux in studio tank against rear-projection 
screen. 



(LEFT) For dramatic scene in the Triton Lab, Ben Gazzara walks away from Yvette Mimeux after a heated argument. The captain of the R.V. 
Triton is at left. (RIGHT) Divers running out of decompression chamber during undersea earthquake sequence. The entire action for this sequence 
was shot in Halifax harbor, requiring the participation of 200 extras from the services and 20 professional divers. 

growth cycle that produces both sea 
animals and plants of gigantic propor¬ 
tions. A gibberellic acid has stimulated 
everything in the immediate area. Here 
they find the remains of the Oceanlab 
II, and are forced to fight the many 
enormous creatures of the deep in order 
to save the stranded scientists. 

A PRODUCTION DESIGNER'S 
NIGHTMARE 

"THE NEPTUNE FACTOR" was the 
largest Canadian-budgeted production 
ever to be mounted with a totally 
Canadian production crew. As the Pro¬ 
duction Designer, my first meeting with 
the producer, Sandy Howard, and our 
production manager, Gerry Arbeid, was 
to be the beginning of some three 
hundred such meetings. The first was a 
survey of the budget for all of the many 
settings, costumes, and effects. Accord¬ 
ing to the production board before us, 
we had an array of miniature settings, 
fish tanks, and location filming. I ap¬ 
proached these problems by resolving 
the following picture requirements for 
each area: 

HALIFAX—We needed a large research 
vessel, one helicopter, one ocean barge, 
two destroyers, one submarine, a mini 
submersible, two or three fishing boats, 
an auxiliary vessel, an air/sea rescue 
room, a radar installation unit, a decom¬ 
pression chamber, two hundred extras 
from the services, and approximately 
twenty professional divers. 

TORONTO— To simulate the many un- 
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derwater settings, we needed over 40 
specially-constructed glass aquariums, 
15 large glass and plywood tanks, three 
thirty-six-foot-long swimming pools, 
two hundred miniature seawalls, can¬ 
yons, caves and varied colored sea 
plants, silica sand and dolomite gravel 
(both in the tons), 40 special filters and 
heaters, and, finally, well over 80 spe¬ 
cies of live sea animals from all over the 
world. 

TORONTO—\o a studio, we needed to 
build the complete interior of a 25-foot 
submersible and fill this interior with all 
the practical instruments and equipment 
to simulate an undersea voyage. There 
was the need to build a complete ship's 
laboratory with a passageway to a deck 
area, a 40-foot habitat on a rocker to 
simulate the force of an undersea earth¬ 
quake, a pool built into the floor of the 
studio for the hatch units, and a large 
glass tank for rear projection so that 
actors could work in front of a camera 
window. 

TORONTO—To simulate all of the un¬ 
dersea sequences in both Halifax, and 
later in the Bahamas, it was necessary to 
build a massive swimming pool with 
underwater viewing windows. We esti¬ 
mated that this pool would require 
more than a quarter of a million gallons 
of water to allow us the freedom for 
several of our sequences. In this pool we 
would need 15-foot-high rocks, cave 
units, and plant life to match our 
miniature settings. 

THE BAHAMAS—Were in the open 
ocean, close to 40 feet below the 
surface, we needed a large habitat, a grid 
of steel pipes, a large oil pipe in con¬ 
struction, a dock for a wet sub, five or 
six hydrophone domes, and a closed 
circuit breathing apparatus for 15 or 20 
divers. 

OUR PLANS BEGIN 

To start at the beginning is always a 
matter of breaking down the script, 
estimating the costs of each operation 
and then proceeding with a complete set 
of detailed drawings for each depart¬ 
ment. But this picture posed a different 
problem in the beginning. To co-ordi¬ 
nate all of the departments in each 
involved sequence of the film, I set out 
to fully detail every individual shot in 
the form of a storyboard, scaling all 
measurements to the 70 millimeter for¬ 
mat used in the film. After three and a 
half weeks of intensive detailing and 
sketching, I finished 691 drawings. 

This completed the storyboard, ex¬ 
cept for various model shots and extra 
miniature effects still to be devised. 
Copies of the storyboard were given to 
Sandy Howard, director Dan Petrie, and 
our Director of Photography, Harry 
Makin. A copy of the master was kept 
in the art department for future refer¬ 
ence. 

Now we moved into the third phase 
of our planning with a concluding pro¬ 
duction meeting of all departments, 
where we reviewed each shot according 
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(LEFT) Many units of practical sophisticated equipment were loaned for the production of the film. This lab was built in the studio and matched 
the Halifax version down to the last waste-basket. (RIGHT) Production Designer Jack McAdam explains front plex-bubble position over bow section 
of the Neptune. 

to the storyboard. Our final production 
budget was reviewed and each area of 
pre-production was given the green 
light. 

A CONSTRUCTION DEADLINE 

With my associate, Paul Herbermann, 
I started to draft out the plans for our 
location filming in Halifax. Since 75 
percent of our film was to take place in 
a submersible, it was decided to employ 
the services of the Canadian Armed 
Forces' underwater vehicle, the SDL-1. 
This magnificent 20-ton submersible 
carries four men on most rescue and 
salvage projects around Halifax. Having 
to match this vehicle in every detail 
posed many problems. As the SDL-1 
was designed and built in Vancouver by 
International Hydrodynamics, we con¬ 
tacted their head engineer, Jim MacFar- 
lane. After receiving a set of master 
plans and a variety of photographs, I 
soon completed our own special design. 

Within a few days, we ordered four 
20-foot fibre-glass fairing units and an 
eight-foot fibre-glass sail tower. 

While this phase of our planning was 
in progress, Dennis Clark was busy 
designing the five miniature scales of 
this same submersible which would later 
be used in our model tanks. Inside of 
two weeks, our fibre-glass outer shells 
arrived from Vancouver and we pro¬ 
ceeded to build the Neptune. With such 
an intricate pattern of steel, aluminum, 
and plastic required for this vehicle, I 
called upon the All-Weld Company in 
Toronto to do the final assembly. 
Armed with a new interior structure and 
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numerous photographs detailing the ex¬ 
terior areas, I held a meeting with 
All-Weld's head engineer, Bill Dunsmore 
Jr. And, after three and a half weeks of 
careful construction, the Neptune was 
completed. The finished mock-up 
weighed approximately 2,300 pounds 
and matched every detail of the original 
Halifax version of the SDL-1. In addi¬ 
tion, we included a large five-foot-wide 
plexiglass viewport in the bow section 
and a small three-foot-wide plexiglass 
viewport on the side. Around this, we 
built a frame for underwater lights and a 
three-camera unit. 

While Paul and I were planning the 
many particulars involved in our Halifax 
location, Dennis was experimenting 

with the miniature models of the Nep¬ 
tune. Some of the smaller-scaled models 
had to be "puppeted” on black or clear 
thread. 

The large 28-inch model was being 
tested for a radio control system. Minia¬ 
ture sea walls and marine plants began 
to take form with a foam-gun and 
fibre-glass. At the same time, my beard¬ 
ed friend and chief ichthyologist, Jan 
DeWitt, was having a variety of glass 
aquariums built, some of which were 
eight, ten, and sixteen feet long to 
accommodate the miniature sets. While 
Jan was fitting over forty of these glass 
tanks into an old warehouse room that 
would eventually become our film 
studio, his assistant, Doug Spry, was 
converting thousands of gallons of fresh 
water to salt water to accommodate the 
multitude of fish due to arrive from 
suppliers around the world. 

ON THE OCEAN IN HALIFAX 

We arrived in Halifax on September 
14th to begin the first part of our 
underwater adventure. With our Nep¬ 
tune mock-up chained on a 40-foot flat 
bed truck, we moved into the Armed 
Forces Dockyard. The many surprised 
officers applauded our submersible as it 
rolled into the dockyard hangar to rest 
beside the Navy's SDL-1. 

Filming began the following morning 
in the C.C.S. 280 Computer Room, now 
redressed to resemble the Rescue Co¬ 
ordination Centre. With the addition of 
a number of radar units and computers 
being operated by actual officers, this 
scene became intensely realistic. 

The next day found us on board a 
submarine called the Onondaga, which 
in the film, is seen as one of the 
undersea search rescue vessels. We some¬ 
how jammed our equipment and crew 
into the torpedo room, the control 
room, and parts of the passageway in 
order to film the main command room 
and the torpedo room. 

The following morning it was sched¬ 
uled to leave and participate in a NATO 
sea exercise. When the Onondaga finally 
pulled out in a thick morning fog, we 
were there to film it from the roof of a 
dockside warehouse. Later that after¬ 
noon we sailed on board a 155-foot 
auxiliary vessel called the Bluethroat. 
This ship was built rn 1955 as a mine¬ 
layer and cable-layer. She is still an 
operable vessel but is of more use in 
assisting oceanographic research than in 
laying mines. We redressed the ship with 
our own life rings, a steel decompression 
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chamber built in Toronto, and a fine 
collection of research buoys, holding 
tanks, and scientific containers, on loan 
from the Bedford Institute of Oceanog¬ 
raphy. 

All of these colorful research units 
added an air of authenticity to our 
research vessel, the R.V. Triton. The 
Institute and its public relations officer, 
Ed Murray, were instrumental in supply¬ 
ing most of my scientific research for 
the film. 

And now, with our research vessel 
off Chebucto Head, our days of filming 
at sea began. 

Some days, when the sea was running 
high, one would notice both the crew 
and actors standing very close to the 
railings. 

Our final two days of filming were 
rather involved on all accounts. We held 
a production meeting with Sandy How¬ 
ard and Dan Petrie at 5 a.m. in the 
lobby of the Holiday Inn at Dartmouth. 
We decided to split our forces to make 
better time. Sandy would direct the 
second unit from our Bell helicopter to 
obtain the master shots. Our Halifax 
unit manager, Sam Jephcott and myself 
were to steam out with the Neptune and 
the SDL-1 aboard the 100-ton barge 
crane, which stretched an enormous 150 
feet in length. This barge would rendez¬ 
vous with Dan Petrie and the main unit 
on the R.V. Triton later that morning. 
Our location was two and a half miles 
off Chebucto Head. Waiting along the 
same coastline, a fast Boston whaler was 
in reserve in the event we might need a 
ship transfer or a quick means of return¬ 

ing to the mainland. All of our units 
were in constant communication with 
walkie-talkies and ship-to-shore radios. 
After steaming out of harbour at 7:30 
a.m. we arrived on location two hours 
later to start filming. With the barge in 
position, we proceeded to lift the SDL-1 
submersible into the water with two 
Navy frogmen standing by in a small 
dinghy. Our Neptune disguised under a 
large canvas, and the SDL-1 now operat¬ 
ing in the open water, we radioed Sandy 
in the helicopter to commence filming. 
The main crew on board the R.V. 
Triton swung into position and we 
started our closing sequences of the 
picture. 

The next day we met with a very 
high sea and heavy rain, but, nonethe¬ 
less, persisted to film on board both 
ships well into the afternoon. Later, 
when we made harbour, with filming 
completed, our soggy crew set a world 
record in packing away their equipment 
to leave the ship. 

The following morning was Saturday, 
a day that Harry Makin and I, with five 
members of our crew, had been waiting 
for all week. With unit manager Charles 
Doucett and three certified PAD I in¬ 
structors, we drove out to Peggy's Cove 
to accomplish an open dive. For many 
weeks, back in Toronto, Harry and our 
crew had been taking a crash course in 
SCUBA diving and this was about to be 
our final test. After two hours in the 
ocean with equipment checks and bud¬ 
dy diving, we easily qualified, and re¬ 
turned to sit on the high rocks of the 
shoreline to write our examinations. I 

should think that we are the only 
certified feature film diving crew in 
Canada. And to think that Harry Makin 
had just learned to swim! 

AN OCEANLAB FOR FREEPORT 

When we arrived back from Halifax 
and our sea legs adjusted to floors that 
no longer swayed, we began to make 
our plan for Freeport on Grand Bahama 
Island. 

It was decided that a two-section 
habitat be built by purchasing two 
railroad tank cars. Again the problem of 
construction in the amount of time we 
had left was soon resolved by employing 
Bob Landry of Underwater World, a 
local dive shop that specializes in salvage 
and industrial construction on the Great 
Lakes. Since Bob had spent six years in 
the Bahamas, both as a hard-hat welder 
and SCUBA instructor, it was relatively 
simple for him to construct and install 
our Oceanlab II on our seafloor site. 
After finding two acceptable tank cars 
in a large salvage yard by the docks in 
Toronto, I redesigned the loading ports. 
By turning one tank car upside down, 
we were able to use the loading ports to 
join both tanks. Now, with one tank 
above the other, our height became an 
impressive 18 feet. By adding an eight- 
inch 'I' beam platform under the bot¬ 
tom tank, we created a frame that 
supported the total weight. 

The tremendous problem of how to 
handle a unit of this size and tonnage in 
the ocean, was solved by making the top 
tank car air-tight and using it as a float. 
Continued on Page 892 

(LEFT) Panavision camera, auxiliary equipment and vessels are made ready for the day's shoot, as crew leaves Halifax harbor. The bridge to 
Dartmouth is in the background. (RIGHT) Second Unit cameraman rides the Neptune for point-of-view shot, as the submersible is hoisted into the 
air. In the film, Neptune is sent out to attempt rescue of lost Oceanlab II crew. 
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Hear him all the way down with aVega cordless mike 

“We’re on the jump run. I’m climbing out on the 
wing strut. OK, I’m ready. Cut the engine! Now I 
drop ... belly down. I can almost touch the moun¬ 
tains! Want a slow roll? Watch. Now a dive .. . 120 
mph! I’m a bird! I’m flying! The roof tops and big 
plowed circle are coming up fast! Time to pull the 
cord. Ahhhh. Chute’s open and I’m gliding... 
gliding ... home.” 
Vega lets you capture sight and 
sound together... whether you’re ^ 
shooting dancers, runners, car MH 
drivers or sky divers. 
The tiny Vega mike clips on like a 
tie pin. The Vega transmitter hides 
in a pocket. The solid state receiver 

is perfectly compatible with all mixers, tape re¬ 
corders, or P.A. systems. 
When you want sound with full fidelity and without 
booms, stands or trailing wires ... or where wires 
couldn’t go ... you want a Vega Cordless Mike. You 
can choose from four models, including a hand¬ 
held mike, described in our beautiful four-color 
brochure. Write for it now. Vega Electronics, 3000 A West Warner, Santa 

Ana, California. Or call 
John Beaman at (714) 

aadPiPWMf 540-0222. 

S COMPUTER EQUIPMENT CORPORATION • VEGA ELECTRONICS DIVISION 



If you don’t have our 
1973 Price Schedule, 

why not use our 

or 1971 

1972 

i PPIPP SCHEDULE 

Same Prices? For five years? No changes? Well, there have 
been a few changes here and there, but in the main our prices 
are the same as they were in 1969. If you’ve tried to buy 
anything lately—any place—you may just find the whole 
idea a little exhilerating. 

Our materials cost us as much as they do anyone else. 
The sophisticated equipment we use has gone up in price, and 
our expert technicians expect, and get the kind of wages that 
experts deserve. So, with everything more costly, how have 
we managed to hold a price line this long? 

Simple. 
First, in 1968 we constructed a new building, designed 

to do our work more efficiently. 
Secondly, we have purchased the most modern equipment 

in the optical printing field —new Research Products Optical 
Printers, high contrast developing machines, color analyzers, 
liquid gates and many more items. 

Third, we have the finest technicians in the industry and 
we give them the finest tools available. They do the rest. They 
represent a combined 300 years of experience in optical 
printing and, with this solid core of know-how, they have 
reduced the time necessary for every operation steadily and 
dramatically. Steadily and dramatically we have nearly 

canceled out the rise in prices which has afflicted 
every industry. 

So, if you don’t already know us, it won’t cost you nearly 
as much as you might have expected ... to see what we can 
do for you. We cover the field of optical printing. Color and 
density corrections, matte shots, inserts, titles, 16-35mm 
enlargements and reductions, 16-16mm and 35-35mm 
combinations. You name it. 

Oh, and about that 1973 Price Schedule; if you don’t have 
one, send for it. True, it isn’t all that different inside, but its 
new and fresh and that’s always nice. 

Write or call Cinema Research Corp., 6860 Lexington 
Avenue, Hollywood, California 90038; Phone (213) 461-3235. 
Ask for Jack Glass or Hal Scheib. 
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A RENAISSANCE APPROACH TO FILM-MAKING 
A group of youthful, energetic motion picture technicians de-emphasizes 
specialization to reap fertile new markets in America's Northwest area 

By J. HAL WHIPPLE 
Filmhouse International, Inc., Eugene, Oregon 

Convinced that the Pacific Northwest 
was a fertile market for filmmaking, 
lumbermen Eliot Jenkins and Roger Lee 
bankrolled the opening of Filmhouse 
International, Inc., in May 1971, before 
the Eugene, Oregon, company had ex¬ 
posed its first frame of film. 

If there is a common denominator to 
describe our staff, it probably can be 
found in the adjectives ''youthful'' and 
"energetic,” and in what I call the 
"Renaissance syndrome." 

Almost everyone here free-lanced in 
a specialized area before joining the 
staff, but was interested in much more 
than his specialty. That's no accident. 
We feel that this type of person helps us 
avoid tunnel vision. 

We like carpenters on the staff who 
don't hesitate to tell us how to film a 
scene, and we thrive on truck drivers 
with better ideas for hanging insulation 
on our sound stage. This generates an 
exciting, vibrant, and creative environ¬ 
ment where communications problems 
and opportunities can be attacked from 
all angles. 

Within this open environment, we 
avoid absolute creative authority, al¬ 
though we realize pure democracy isn't 
always practical and it's contrary to 
much accepted filmmaking tradition. 

I frequently hear about some great 
director or someone else who made his 
mark by refusing to make a picture 

unless he had final cut rights. Our 
attitude, however, is that, if an elec¬ 
trician has a better idea than a director, 
we want him to come in and pound on 
the desk. 

The philosophy suggests possible 
chaos, but that isn't what happens. 

When a staffer feels he is important, 
you get his best efforts in his areas of 
expertise, and the benefit of his best 
thinking in every other segment of our 
business. 

I don't think that this can be done 
every place. Eugene is a city of 100,000 
people, with education and recreation as 
the major sources of employment. And 
the surrounding area is pleasant. 

We have four seasons but neither the 
summers nor the winters are too harsh. 
The Pacific Ocean is an hour's drive to 
the west, and similar travel in other 
directions will take you to wild, white 
water rivers and mountains. One reason 
for locating the studio here was that 
these conditions make the area a mecca 
for multitalented people. Staffing the 
new company was easy. 

Also, we aren't too far from techni¬ 
cal help when we need it. When we were 
first getting organized, we received a lot 
of assistance from the Eastman Kodak 
Company sales and engineering repre¬ 
sentative working out of Kodak's Seat¬ 
tle office. 

FHI found its first customers among 

the region's schools, businesses, and 
television stations. However, getting 
that business wasn't easy at the start. 

Much local film work was being done 
by producers flown in from New York, 
Chicago, Los Angeles, and other major 
cities. Initially, we didn't have much 
success vying against this higher-priced 
competition. 

We were new and young (the median 
age is 25) and they were proven and 
safe. Also, our way of doing things was 
much different from the other produc¬ 
ers' methods. 

But there were seeds to be sown in 
fertile new markets. To encourage small 
businesses to buy spot time, for 
example, many local TV stations were 
producing free commercials. Basically, 
the sponsors got what they paid for. 
The commercials usually consisted of a 
sponsor standing in his store or car lot 
imploring customers to buy from him. 

FHI personnel bombarded TV sta¬ 
tions, sponsors, and other potential ad¬ 
vertisers with unsolicited ad treatments 
and budgets. Everyone working for the 
company is given sales responsibility. If 
they sell an idea, they can help produce 
the film. 

Most of the TV stations were respon¬ 
sive, because they could see how better 
commercials would help them sell more 
time. A good number of referrals came 
from this approach. Sponsors also re- 

(LEFT) Cinematographer Tom Cornish sets up a first-cut film and sound track for editing at the FHI studio in Eugene. (RIGHT) Sound recording 
engineer Rob Perkins, 22, played in rock bands and was second engineer at a Los Angeles sound recording studio before joining Filmhouse 
International. 
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(LEFT) j. Hal Whipple, left, who taught Renaissance Literature before joining Filmhouse as a script writer, discusses with a staffer an audio cassette 
package produced as part of a multi-media project. (RIGHT) Whipple meets with financial backers on the FHI sound stage. 

sponded if they were convinced that the 
investment in a filmed commercial 
would reap worthwhile dividends. 

One example is the University of 
Oregon football team. For years, the 
commercial to sell season tickets con¬ 
sisted of footage from previous games 
shown against a voice-over narration 
promising "a greater team than ever.” 

We approached the athletic depart¬ 
ment with an alternative. 

"How about selling football instead 
of selling winning?” we asked. 

What evolved was a 30-second color 
spot make up of four filmed vignettes. 

The vignettes were recorded on Ko¬ 
dak Ektachrome EF film 7242 (tung¬ 
sten). Originally designed for TV news 
coverage, the film stock has a relatively 
high exposure index of ASA 80 when 
used outdoors with a Kodak Wratten 
filter, no. 85, over the camera lens, and 
ASA 125 indoors with 3200K tungsten 
light. 

This meant that we needed very little 
artificial illumination—allowing us to 
work faster and at lower cost. In addi¬ 
tion, all persons in the vignettes were 
amateurs, so we feel we got much better 
performances by working as simply as 
possible. 

Vignette No. 1 was recorded at a 
local farm, with an Eclair camera. The 
"farmer” is shown loading hay onto his 
truck. He looks at his watch, suddenly 
jumps into the truck, and speeds off, 

(ABOUT THE AUTHOR: J. Hal Whipple's 

business card doesn't carry a title but he 

describes himself as talent coordinator for the 

15 full-time employees at Filmhouse Interna¬ 

tional, Inc. At 32, he is the "old man" and 

top creative officer of the organization. He 
taught Renaissance literature for 10 years at 
the University of Kansas and the University of 
Oregon before starting a second career as a 
script writer at Filmhouse International.) 
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losing bundles of hay along the way. 
Sound consists of quarterback Dan 
Fouts talking in a huddle. 

Vignette 2, also filmed with an Eclair 
camera from a shoulder pod, shows a 
woman leaving a supermarket with an 
armload of bundles. She, too, rushes off 
after noticing the time, leaving behind 
her bundles and an astonished bag boy. 

Vignette 3 shows a bank holdup in 
progress. The thief drops a bundle of 
money after consulting the clock. Mean¬ 

while, quarterback Fouts is heard calling 
signals as Vignette 4 begins. 

This segment shows a bulky man (in 
real life, the owner of a local Chinese 
restaurant) washing laundry in a huge 
wooden vat. Props made by the produc¬ 
tion house identify the scene as occur¬ 
ring in a Chinese laundry, an amenity 
Eugene lacks. Once again, after noting 
the time, the subject drops a bundle of 
laundry and runs off. 

While this has been happening, the 

Tom Cornish, 28, a pre-law college graduate when FHI hired him for his carpentry skills, became 
a cinematographer by observing, asking and learning, he says. 
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Stewart Stone, 25, was hired to drive a 
pick-up truck, but now manages the sound 
stage and composes sound tracks for Film- 
house International. 

regional magazine about an old-fash¬ 
ioned hardware store about to be 
plowed under by progress. The story 
caught the eye of someone at FHI who 
passed it along to others. 

They called and asked me to come in 
and talk about a job as a script writer. It 
was wild—I'd never dreamed of doing 
anything like that. Now I don't dream 
of anything else. 

Cornish, 28, came to Eugene to play 
basketball and study sociology. His 
long-range goal was to practice law like 
his father and grandfather. He took 
numerous detours en route, however- 
working lumber mills, fighting forest 
fires, cooking, pouring cement, and 
"doing all of the things that people do 
when they aren't exactly certain where 
they are headed." 

His introduction to filmmaking oc¬ 
curred during one of these excursions 
from the main path. He took a summer 
course in educational broadcasting, sole¬ 
ly because he needed the five credits to 
graduate. 

Later, Cornish was working as a 
carpenter's helper, waiting to enter law 
school, when a friend suggested he 
might find more interesting work at 
FHI. After all, he reasoned, he had 
experience at filmmaking because of the 
ETV course. 

He was hired—as a carpenter—and 
put to work building partitions at the 
studio, which occupies space originally 
intended for a department store at a 
downtown shopping center. 

That really fueled his determination 
Continued on Page 881 

sound has changed to the University of 
Oregon fight song, and then to the roar 
of a crowd. The visuals finally fix on the 
outside of the stadium. 

"You don't have to drop a bundle to 
enjoy University of Oregon football," 
advises the concluding voice-over narra¬ 
tion, as the screen displays where to 
write for tickets. 

Not only did that spot help sell 
football to the community, but it also 
helped sell us to prospective customers. 

The Blatchly Seduction Model Driv¬ 
ers Education Kit, a multimedia package 
designed to discourage teen-age alcohol¬ 
ism, is another successful job that rec¬ 
ommended FHI to others. The project 
started with a local educator who re¬ 
ceived a federal grant to test a new 
concept to educate youth about the 
dangers of alcoholism. 

His research indicated that many of 
the available materials were counterpro¬ 
ductive. One film, for example, shows a 
good-looking youngster drinking and 
making out with the prettiest girl at the 
party. They leave in a flashy car at high 
speed and, after a chase scene, there is a 
terrible crash. 

The educator contended that most 
teen-age viewers actually identified with 
the boy and girl until the crash. If so, 
the tendency would be for the young¬ 
sters to tell themselves that they would¬ 
n't have crashed. 

What the educator wanted to say to 
teen-agers was that, if you drink exces¬ 
sively, you become an easy mark for 
anyone who wants to take advantage of 
you. In effect, you become controllable 
—which isn't a very "in" thing to be. 

FHI was hired to produce a media 
package to help drive home this con¬ 
cept. A 20-minute, color-sound film was 

made by director-cinematographer Tom 
Cornish. He did the job with a four-man 
crew, working mostly with an Eclair 
camera (a Bolex camera was used for 
some slow-motion sequences and for 
titling). He chose Kodak Ektachrome 
EF film 7242 and Eastman Ektachrome 
commercial film 7252, depending upon 
the subject and location. We generally 
prefer these two film stocks because 
they afford us the reliability we need, 
even under the most varied and difficult 
shooting conditions. 

Two men handled the Nagra IV 
sound recorder, and another aided the 
d i rector-c inematographer. Locations 
ranged from the sound stage at the 
studio, to streets, private homes, and 
schools in Eugene. The acting was done 
by amateurs with the exception of a few 
key adult roles. 

It's far easier to find youngsters who 
can play-act than adults. 

In addition to the film, which is 
currently being shown at high schools in 
Washington and Oregon, we also created 
a study guide and a set of still photo¬ 
graphs taken on location during filming. 

Teachers use the guide to lead discus¬ 
sions and the pictures to focus on 
specific incidents. The package is de¬ 
signed to do more than just lay a block 
of information on youngsters. The hope 
is that it will stimulate talk and thinking 
in a peer group environment that will 
make the message more relevant and 
meaningful. 

In the end, the pursuit of meaning 
has probably been the main catalyst for 
everything done at FHI. I, for example, 
was happy teaching Renaissance litera¬ 
ture and planned to make it my life's 
work. 

Then I free-lanced an article for a 

(LEFT) Tom Cornish threads a 16mm film on a Kodak Pageant sound projector in an FHI 
projection room. (RIGHT) Tom Schumacher, 24, was driving a tractor-trailer truck when FHI 
hired him to write scripts on the basis of his fantasy literature studies at Sonoma State College in 
California. 



CINEMOBILE INTRODUCES TWO NEW "SUPER-VEHICLES” 
A couple more "mobile" studio units to help make 
location production faster and more convenient 

CINEMOBILE "SUPER-VEHICLES" 

The latest addition to the Cinemobile 
Systems family of studios on wheels is 
probably the most expensive motor 
vehicle ever built for commercial use. 
It's called the Mark VIII. The Mark VIII 
was designed and engineered to meet 
the most rigorous challenges relative to 
location film production. One of its 
unique features is an 8-wheel-drive 
transmission that enables the giant (40' 
X 11' X 8') vehicle to negotiate ex¬ 
tremely rough terrain and grades of up 
to 50 degrees. 

The Mark VIII is the only known 
8-wheel-drive vehicle in the Western 
Hemisphere (a check by Cinemobile 
engineers revealed that not even the 
U.S. Army has a comparable vehicle). 
The drive shafts are designed to be 
employed only when needed, so that 
the Cinemobile can use two-wheel, four- 
wheel, six-wheel, or eight-wheel drive. 
The Mark VIII comes equipped with air 
suspension and air brakes that include 
two emergency backup systems. 

Careful consideration was given in 
the design for those who actually use 
the Cinemobile: the crew. The driver 
sits in an air-conditioned cab equipped 
with a twelve-channel phone that can 
send and receive calls anywhere in the 
world. He's protected by a half-inch- 
thick, one-piece windshield (31/2'X8'). 
He can drive at highway speed (55-60- 
MPH) on specially-designed Michelin 
radial tires that are 18'' wide to prevent 
sinking in mud or sand. 

The largest cameras can be transport¬ 

ed in padded compartments which slide 
out from the body of the Cinemobile 
for easier loading and unloading. The 
Mark VIII also has a walk-in darkroom 
for changing film magazines. 

The latest grip equipment, light¬ 
weight and highly portable, can be 
housed in padded individual compart¬ 
ments. The compartments can be re¬ 
placed or re-arranged, according to the 
individual needs of the production. The 
locks are tamperproof. As with other 
Cinemobile models, the Mark VIII fea¬ 

tures a telescoping hydraulic camera 
platform which can lift 1800 lbs. of 
men and equipment to a height of 
nearly 40'. The 30,000 lb. Mark VIII 
can carry an additional 34,000 lbs. of 
load. 

The engine, of the type used in Army 
tanks, is located in the front for better 
weight distribution and increased rear 
loading capacity. It's powered by diesel 
fuel (120 gallon capacity). 

The Mark VIII comes equipped with 
a silent 6000-RPM, 1500-amp aircraft 
generator that will provide up to 10 
continuous hours of power before re¬ 
quiring additional fuel. 

CINEMOBILE'S CINE II 

The Cine II is an auxiliary vehicle 
designed to supplement the regular 
Cinemobile in compactly filling the re¬ 
quirements of location film production. 
The Cine II eliminates the need for 
individual trailers for dressing rooms, 
props, wardrobe, generators, and honey- 
wagons by providing room for all these 
facilities in one unit. The 60' X 13' X8' 
Cine II comes in two sections (a truck 
cab and trailer). 

The trailer portion can be separated 
from the cab and left on hydraulic 
Continued on Page 920 
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The new CINE II, an auxiliary vehicle that eliminates the need for individual trailers for dressing 
rooms, props, wardrobe, generators and honey-wagons by providing room for all of these 
facilities in one unit. The 60' x 13' x 8' CINE II comes in two sections: a truck cab and trailer. 
The trailer portion can be separated from the cab and left on hydraulic jacks, which can be 
individually controlled to maintain the level of the vehicle. 

The new Mark VIII CINEMOBILE—probably the most expensive motor vehicle ever built for 
commercial use. One of its unique features is an 8-wheel-drive transmission that enables the giant 
(40' x 11' x 8') vehicle to negotiate extremely rough terrain and grades of up to 50 degrees. It 
comes equipped with air suspension and air brakes that include two backup systems. 



When these two Frezzi’s take 
pictures they mean business! 

"TOP OF THE LINE" 

FREZZOLINI® MODEL LW-16 TV NEWSFILM 
AND DOCUMENTARY PROFESSIONAL 16MM 
CAMERA. 

Specifically designed, as a lightweight 16mm single/ 
double system sound camera, for television newsfilm 
cameramen and professional documentary film¬ 
makers. Incorporating a crystal-controlled phase-lock 
DC motor drive and an internal quick-change battery, 
the Model LW-16 is remarkably silent running and ex¬ 
tremely well balanced...a must for today’s filmmakers! 

Available with or without automatic iris, the LW-16 
is backed by Frezzolini’s dependability and time- 
tested Bach Auricon mechanism. 

"THE ECONOMICAL STANDARD” 

FREZZOLINI®“CORDLESS” MODEL MC-571 
PROFESSIONAL 16MM TV NEWSFILM SINGLE/ 
DOUBLE SYSTEM SOUND CAMERA. 

Used by all major TV newsfilm operations, the 
standard lightweight 16mm TV newsfilm camera fea¬ 
tures the “Frezzi-Cordless”™ internal power system. 
The iyiC-571 is rugged, completely portable and oper¬ 
ates everywhere from its internal power system or 
external 120 volt AC line or external DC battery. Also 
available with the same phase-lock DC motor drive 
as the LW-16 at no additional cost. Sync operation 
with integral crystal-controlled module. Shoots single 
or double system with ease. And, of course, the 
Frezzi MC-571 features Frezzolini dependability and 
time-tested Bach Auricon mechanism. 

MC-571 Camera Body Revolving Stock Special: only $2,995.00 

Convert your Cine Voice to MC-571: from $1,995.00 

FREE LOAN DEMONSTRATOR • LIBERAL TRADE-INS 

A complete line of accessories: 
MAGNETIC RECORDING HEADS • ANGENIEUX LENSES • SHOULDER BRACES 

PLUG-IN AMPLIFIERS • MICROPHONES • HEADSETS, ETC. 

Write for complete details 
AUTHORIZED REPRESENTATIVES 

!■■■■■■■■■ 

C I h 1E C ;R!AFT 
International Headquarters 

for Motion Picture & TV Equipment 

11 Caesar Place, Moonachie, N.J. 07074 
(201) 939-0876 

iX. PHOTOMART 
CINE EQUIPMENT SUPPLIERS 
6327 S ORANGE AVE • ORLANDO FLA 32809 

• • •     • (305)851-2780    
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Maybe we ought to start out by saying what is not in our new 
Model 2101 Aerial-Image Optical Printer. 

To be exact, we left out mechanical gear trains, levers, 
one horsepower motors, shafts, stop-motion clutches, 
solenoids, relays, knuckle joints and a lot of other things like 
that. We thought of it as leaving out trouble. After all, if 
mechanical drive systems are going to wear, vibrate, backlash, 
gum up, drag or stick, you know when they are going to do it. 
Right in the middle of your rush job. When else? 

Not any more. 

Which brings us back to that original question. What we put 
in, in place of all that worry, was our space-age drive system 
called “PhotoTron”. It’s an all electronic film drive using 
computer-accurate stepping motors and solid-state electronics 
on snap-out circuit cards. That’s right, snap-out circuit cards. 
They may not exactly eliminate down time, but they should put 
a pretty big dent in it. 

If all that sounds pretty good, listen to this. We made our 
new printer automatic. Automatic zooms from 4X enlargement 
to 5X reduction, automatic dissolves, logarithmic or linear for 
perfect fades or dissolves without overlap, an automatic shutter 
that can be programmed, at the flip of a switch, over a 
predetermined fade count, and an automatic skip-frame 
programmer that gives you unlimited combinations at all speeds 
and with three heads at once. 

Sound pretty impressive? 

We like to think so, but there’s more. By making the drive 
system all-electronic, it can be adapted easily to computer 
control or tape programming. So when you’re ready for this, 
you’ll know that your Model 2101 will be too. 

Price? Brace yourself. The lowest in the industry for an 
optical printer with the same features. That’s something you 
don’t hear every day. But it’s really very simple. By throwing 
out all that expensive tailor-made hardware and simplifying 
construction, advantage went up and cost of manufacture 
went down. 

What’s in it for you? Plenty. 

Write, wire or phone for our full line catalog and our 
custom engineering capabilities. Research Products, Inc., 
6860 Lexington Ave., Hollywood, Calif. 90038; 
Phone: (213) 461-3733; Cable: “RESEARCH” 

Purchase or lease plans available. 

/^m±) RESEARCH 
PRODUCTS 

Research Products are Products of the Future 



If you have a little money to spare 
you can buy a kid breakfast for a year. 

If you have a lot of money to spare 
you can buy him a home. 

For 17 years, WAIF, the Chil¬ 
dren’s Division of International 
Social Service, has been providing 
homes for homeless children 
throughout the world. 

We’ve arranged for their 
adoption and foster care, settled 
custody or guardianship problems 
and reunited many with their fami¬ 
lies after long periods of separation. 

We want to continue doing 
this. And we can. With a little help 
from you. 

Just $10 can buy breakfast 
for 8 months for a pre-schooler in 
Venezuela. 

$25 will provide English lan¬ 
guage lessons and counseling for 

a refugee child coming to the U.S. 
from Hong Kong. 

$150 will reunite a Mexican- 
American family separated by im¬ 
migration problems. 

$240 will pay for a year’s 
foster care for a Vietnamese baby. 

And $500 will find a home in 
the U.S. for a rejected Korean 
child. 

'Your contribution, no matter 
what its size, will help make life a 
whole lot happier for one of these 
children somewhere in the world. 

Send your donations to WAIF, 
Box 2004, N. Y, N. Y. 10017. 

All gifts are deductible from 
U.S. income tax. WAIF 
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INDUSTRY ACTIVITIES 
Continued from Page 837 

duced by Vidtronics are to be presented 
by President Echeverria to the heads of 
state of the various countries visited by 
the Mexican leader. 

The initial meeting in the series of 
worldwide visits took place in Toronto, 
Canada, where President Echeverria met 
with Prime Minister Pierre Trudeau, and 
addressed the Canadian Parliament. 
From Canada, the delegation traveled to 
London for meetings with Queen Eliza¬ 

beth, the Royal Family and Prime 
Minister Edward Heath. 

Next stop on the globe-girdling trip 
was Brussels for meetings with the rulers 
of Belgium, and with the heads of the 
European Common Market. Following 
this. President Echeverria flew to Paris 
where he met with President Georges 
Pompidou. 

Programs were transmitted daily via 
satellite from each of these countries, as 
well as from Moscow where President 
Echeverria met with Leonid Brezhnev, 
Alexei Kosygin and Andrei Gromyko. 
In the Soviet Union, visits were also 
made to Bratsk and Irkutsk in Siberia. 

From Russia, the group traveled to 
the People's Republic of China where 
they visited Peking, Shanghai and Can¬ 
ton. Meetings were held in China with 
Mao Tse-tung and Chou En-lai. 

• 

SEMINAR ON ADVENT OF SOUND 
ERA PLANNED 

The Film Department of the Division 
of Broadcasting & Film, the School of 
Public Communication, Boston Univer¬ 
sity, in conjunction with George East¬ 
man House, is pleased to announce a 
symposium on: "THE COMING OF 
SOUND TO THE AMERICAN FILM, 
1925-1940", to be presented at George 
Eastman House, Rochester, New York, 
from 19-22 October 1973 under the 
auspices of the University Film Study 
Center, and through the sponsorship of 
the National Endowment for the Hu¬ 
manities and the New York Council for 
the Arts. 

The three-day program will include 
delivered papers from invited guests, 
among whom will be: 

Dr. Raymond Fielding (author of 
The Technique of Special Effects 
Cinematography, A Technological 
History of Motion Pictures and 
Television, and The American 
Newsreel, 1911-1967) on the 
technology of the coming of 
sound; 

Bernard Herrmann (composer of film 
scores for Citizen Kane, All That 

Money Can Buy, The Magnificent 
Ambersons, The Day the Earth 
Stood Still, Vertigo, North by 
Northwest, Fahrenheit 451, etc.) 
on composing music for the sound 
film; 

Gerald Noxon (scriptwriter for NBC, 
CBC, BBC, and CBS radio and the 
Studio / series, member of Grier¬ 
son's GPO Film Unit before World 
War II and later a member of the 
National Film Board staff) on the 
theatre's influence on early sound 
films; 

Richard Schickel (film critic for Life 
magazine, author of The Disney 
Version, Second Sight) on the 
social and political effects of the 
coming of sound; 

and others. 
Secondly, there will be eight sessions 

devoted to the screening of rarely-seen 
films of topical relevance from the vast 
film archives of George Eastman House, 
selected and introduced by James Card, 
Director of Film at George Eastman 
House. 

Lastly, the two top prize-winning 
essays from each of the following com¬ 
petitions will be presented: 

Competition I: An open essay com¬ 
petition, offering a top prize of 
$300, a second prize of $200, and 
a third prize of $100, for the best 
essays submitted on a topic relat¬ 
ing to the theme of the sym¬ 
posium; 

Competition II: A competition for 
three student thesis fellowships of 
$400 each, to be awarded to three 
student scholars engaged in re¬ 
search which will result in honors 
papers or theses relating to the 
theme of the symposium to be 
completed by 31 August 1973. 

• 

INFORMATION FILM PRODUCERS 
OF AMERICA, INC. 14th ANNUAL 
CINDY COMPETITION 

IFPA takes pride in announcing the 
call for entries for their 1973 CINDY 
Competition. Open to all persons and 
organizations engaged in the field of 
audio-visual communications, this com¬ 
petition honors creativity and excel¬ 
lence with the coveted CINDY awards 
which will be presented at the conclu¬ 
sion of the 1973 IFPA Conference to be 
held from 31 October through 3 No¬ 
vember at the Riviera Hotel and Coun¬ 
try Club in Palm Springs, California. 

IFPA serves a national membership 
through chapters in various cities in the 
United States and includes members-at- 
large throughout the world. IFPA mem¬ 

bership—like its CINDY Competition—is 
open to all persons engaged in audio¬ 
visual communications. Our members 
come from business, industry, govern¬ 
ment, and education. They are produc¬ 
ers, writers and directors, cameramen, 
editors, animators, and designers, stu¬ 
dents and teachers, working together to 
advance the state of the art in their 
chosen field of endeavor. 

ABOUT CINDY 

The IFPA CINDY competition is the 
only one—other than the Academy 
Awards—where entries are judged solely 
by fellow professionals. Initial screening is 
done by IFPA chapters and final judging 
by a selected panel called the Blue 
Ribbon Jury. Gold and Silver CINDYs 
are awarded to the first and second 
place winners, respectively, in each cate¬ 
gory. However, the Blue Ribbon jurors 
may decide that the entries in any 
category do not meet competition win¬ 
ner status and eliminate either or both 
awards. 

RULES 

— Films and videotapes may be entered 
by anyone, member or non-member. 

—No limit as to number of entries 
submitted by an organization or indi¬ 
vidual. 

—Entry fees are: 
IFPA members—$25.00 per film or 
videotape 
Non-members—$45.00 per film or 
videotape 
Student fee—$10.00 per film 

—All fees to be submitted by check 
(payable to IFPA) with entry form 
(Government agencies may submit a 
valid purchase order with entry form, 
but unless payment is received prior to 
judging entry will be disqualified.) 

—All entries must have been released or 
declassified between 1 July 1972 and 
30 June 1973 

—Entry forms must be postmarked no 
later than 1 July 1973 

—In the event of a withdrawal from 
competition, no refunds will be made 
after 15 July 1973 

—Films must be 16mm prints w/optical 
sound track. Provide proper descrip¬ 
tion of system used with all video 
tapes. 

—Send entry form to: Stan Follis, 
CINDY Chairman, 4055 Bernice 
Drive, San Diego, CA 92107 

— Receipt of entry will be acknowl¬ 
edged. DO NOT SEND FILM OR 
VIDEOTAPE WITH ENTRY FORM. 
You will be instructed when and 
where to ship this material. 

—Ship material in reuseable container 
with return label enclosed. Unless oth- 

Continued on Page 898 
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MEET THE B&S 
“SUPER BUMP” 

Application of advanced technologies is a hallmark of B & S leader¬ 
ship. For instance, meet the B&S ARRIFLEX 35MM 120-S “SUPER 
BLIMP,” an exclusive rental at B & S. 

The “SUPER BLIMP” has a Zoom Motor installed inside the lens 
snout. Utilizing a Crystal Motor, this blimped camera can be used without 
any connecting cables to the recorder, and operates off a small 24-volt 
battery. For prime lenses it comes equipped with filter holders to accept up 
to three 4^2" round filters. 

If you’re thinking about a film tomorrow, call us today. Our B&S 
“SUPER BLIMP” is the only one around and it’s a great way to film. 

Our new GRIP TRUCK and our 1000-amp SILENT GENERA¬ 
TOR are super, too! 

Rental Specialists to the Motion Picture Industry 

Photo courtesy Saber Productions — The Thing with Two Heads, starring Ray Milland and tRosey Greer. 

j 11=1 IMS Su 
J 1026 N. HIGHLAND AVENUE 

jAWYER, I IMG. 
J LOS ANGELES, CALIFORNIA 90038 • (213) 466-8211 

CABLE: BIRNSAW-HOLLYWOOD TELEX: 673280 

Hollywood Jerusalem London Sydney Hong Kong 



Factory service means New York or 
Los Angeles. And it means waiting. 
Duncan service is here and now. 

First class facilities in 
Chicago, Dallas, Detroit. 

Jlactory service times vary. 
^ With certain cameras, it’s 

around two weeks. With others, six 
weeks or more. 

If you’re in N.Y.C. or L.A., that 
can sometimes speed things up. But 
if you’re in the Midwest or the 
Southwest, your best bet is Duncan. 
The reason: our rental business. 

Says film maker Walt Topel: 
“Duncan is the only place I really 
trust for rental cameras. That’s my 
own experience, and what I hear 
from other people.’’ 

That’s a hard-earned reputation. 
To keep our rental cameras in per¬ 
fect shape all the time, we have to 
maintain them ourselves. So we run 
the most sophisticated service 
operation in Chicago. And Dallas; 
and in Detroit. 

ACCURACY 
For example: the $540.00 de¬ 

vice you see above has one function 
only. It checks out mirror flatness in 
the 16mm Arriflex, using a depth 
gauge accurate to .00004 inch. We 
have three of them. 

Dick Reinauer of Don Meier 
Productions says: “We use Duncan’s 
service shop frequently. They’re 
close by, they do damn good work, 
and they’re fast.’’ 

-JJ3 

Duncan 
VICTOR DUNCAN INC. 

676 ST. CLAIR, CHICAGO (312) 321-9406 
2659 FONDREN, DALLAS (214) 369-1165 
11043 GRATIOT, DETROIT (313) 371-4920 

SERVICE, SALES AND RENTALS: CHICAGO, DALLAS AND DETROIT 
AMERICAN CINEMATOGRAPHER, JULY 1973 873 



Wolfgang Reigl checks critical relationship between claw 
and registration-pin on 16mm Arri movement. Tolerance 
is 0.0004 inch. Image on screen is magnified ten times. 
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Five facts you 
should know about 
Arriflex service: 

More people, more parts, 
more equipment than any other 
motion picture camera. 

When you buy a cam¬ 
era, obviously you’re 

also buying the service that 
backs it up—or doesn’t. 

We’ve all heard the horror 
stories about some cameras — 
parts not available for three 
months, etc. Service does vary 
between brands. Ask any dealer. 
Some points to consider: 

1. Service 
People: Quantity 
In the U.S. A., we have more 

than twice as many service peo¬ 
ple as our nearest competitor. 
That means faster service, con¬ 
sistently. Generally, ten work¬ 
ing days. By appointment, two 
days. In an emergency, back 
the same day. 

2. Service 
People: Quality 

75% of our people were 
trained at the Arri plant in 
Germany. Wolfgang Reigl, for 
example — the man in the photo 
opposite. Seventeen years ago, 

he started as an apprentice at 
the factory. And he spent twelve 
years there before coming to 
this country. 

3. Spare 
Parts In Stock 

At the Arri Service Centers 
in New York and Los Angeles, 
we have camera parts in stock 
worth well over $200,000.00 — 
all catalogued. If you ever need 
an Arri part in a hurry, we are 
almost certain to have it. 

4. Equipment 
For Maintenance 
We also have about $73,- 

500.00 worth of repair and test 
equipment—the same as that 
used at the factory. Our Service 
Centers here can and do match 
the factory’s optical, mechani¬ 
cal and electronic tolerances. 

5. Worldwide 
Arri Familiarity 

The vast majority of the 
professional cameras in use 

around the world are Arriflexes. 
And where there are Arriflexes, 
there is Arri service. 

Says Kemp Niver, A.S.C.: 
“I quote a flat fee for a job. 
Breakdowns come out of my 
pocket!’ Shooting a project for 
CARE that involved traveling 
to 26 countries, he chose to 
take an Arri 16S. 

Fixed 
in Hong Kong 

In Hong Kong, the lens 
mount was slightly damaged in 
a fall. But Mr. Niver was able 
to get it serviced there right 
away. “The Arriflex” he says, 
“is a camera that an Independ¬ 
ent can depend on!’ 

ARRI 
ARRIFLEX COMPANY OF AMERICA 

FOR FREE BROCHURES ON OUR 16MM AND 35MM CAMERAS, 
WRITE TO ARRIFLEX COMPANY AT P. O. BOX 10S0, WOODSIDE, 
N.Y. 113/7; OR AT 1011 CHESTNUT ST., BURBANK, CALIF. 91502. 
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THE SIXTH MOTION PICTURE 
SEMINAR OF THE NORTHWEST 

Top professionals, cinema buffs and film-makers of the Pacific Northwest 

and Canada gather for a most rewarding interchange of ideas and techniques 

Early-morning crowd throngs the foyer of 
Seattle Center Playhouse, site of the Sixth 
Motion Picture Seminar of the Northwest, to 
examine equipment displays and stay till late 
at night participating in the program. 

By HERB A. LIGHTMAN 

SEATTLE, WASHINGTON 

When, several months ago, I was 
asked to be Moderator of the Sixth 
Motion Picture Seminar of the North¬ 
west, I pondered whether to let well 
enough alone or attempt to shoehorn 
yet one more commitment into a sched¬ 
ule already so crowded that it scarcely 
left room for metabolism. 

Then I talked to my good friend and 
neighbor, James Wong Howe, ASC, who 
had been Guest of Honor at the Seminar 
last year, and he gave such a glowing 
report of his encounter with the film¬ 
makers of the Pacific Northwest that I 
figured it was an offer I couldn't refuse. 
Which explains why I'm here in Seattle. 

And it's a very nice place to be, this 
verdant seacoast city, ringed with moun¬ 
tains and laced with waterways. The 
Seminar is being held in a rather spec¬ 
tacular setting, the Seattle Center Play¬ 
house, a plush theatre that is part of 
that complex of facilities and structures 
that marked the site of the Seattle 
World Fair in 1962. Directly overhead 
towers the majestic Space Needle, with 
its revolving restaurant (where I am 
ultimately to enjoy a huge, bubbling, 
smoking dessert known as a Lunar 
Or biter). 

Seminar Chairman Les Davis and 
Program Chairman Laszlo Pal make me 
feel at home when I arrive, as do a 
clutch of my buddies from down South 

(Hollywood, not Dixie), who are also on 
the Seminar program. There's Camera¬ 
man Sherwood Omens, USC Cinema 
Professor Melvin Sloan, BOXOFFICE 
Editor Syd Cassyd, Image Transform 
President John Lowry, Cameraman ViI- 
mos Zsigmond and Director Mark Ry- 
dell. The latter two are in town to begin 
shooting of "CINDERELLA LIBER¬ 
TY", which will be filmed entirely in 
Seattle. 

To make things even nicer, famed 
Swedish cameraman Sven Nykvist (who 
had been in Hollywood for pre-produc¬ 
tion work on his next assignment, the 
Gregory Peck production of "HERE 
THERE BE DRAGONS") has accepted 
an invitation as honored guest. 

Laszlo Pal, a patient and affable local 
film producer, who has taken time off 
from the affairs of his company (Pal 
Productions) to cobble the program 
together, explains to me how and why 
the Seminar came into being. 

"It started six years ago, primarily 
because there was no film school in the 
Pacific Northwest and it was felt that 
there should be some kind of forum 
where film technicians and students 
could get together and exchange ideas," 
he tells me. "Les Davis was actually the 

man who launched it and everybody 
pitched in to help. A non-profit corpo¬ 
ration was formed and nobody gets 
paid. We all simply contribute our time 

(LEFT) The stately Space Needle soars majestically more than 600 feet above Seattle Center, cultural hub of the beautiful seacoast city and former 
site of the Seattle World Fair. (RIGHT) Patio of the handsome Seattle Center Playhouse, location of the two-day Seminar that attracted participants 
from all of the Pacific Northwest states and Western Canada. 



and effort to make it go. It was a great 
success from the start and has been 
growing ever since. The Seminar repre¬ 
sents all of the Northwest states, plus 
British Columbia, even though it's al¬ 
ways held in Seattle." 

The night before the kick-off of the 
Seminar, a get-together dinner is held at 
a rather fabulous waterfront restaurant, 
where the decor features Northwest 
Indian and Eskimo art and artifacts. 

When I arrive at the Playhouse next 
morning, I discover that the foyer is 
filled with displays of motion picture 
equipment, with a few more old friends 
on hand to demonstrate it. I am sur¬ 
prised at the large crowd which has 
turned out at this ungodly hour of the 
morning. Moreover, I am to discover 
that they're a very loyal group, filling 
the auditorium at crack of dawn and 
staying through until the end of the 
evening screening (about a 15-hour 
day), with only time off for lunch and 
dinner. As might be expected, most of 
those attending are young, but there's a 
generous sprinkling of more venerable 
types, just to add variety. 

Even though I've got my hands full 
introducing all of the speakers, I find 
myself intrigued by the variety and 
pertinence of the subjects covered—plus 
the competence of the individual speak¬ 
ers to present them. Pal has done a fine 
job of getting it all together. 

The final item on the afternoon 
program is a panel discussion with the 
puzzling title: "The Puzzles of Profes¬ 
sional Film-making", but the panelists 
include Don Mankiewicz, John Lowry, 
Sherwood Omens and Mel Sloan. They 
are as puzzled as I am to begin with, but 
launch into a brisk discussion that turns 
out to be most interesting. It would be 
unfair to quote only bits and pieces of 
what was said, but space limitations 
preclude publishing the whole transcript 
at this point. However, I hope to be able 
to do just that in an early issue of 
American Cinematographer. 

The evening program consists of 
screenings of films produced by North¬ 
west film-makers, and a fine collection 
it is. The one that absolutely flips the 
audience is a two-reel short produced 
(as might be expected) by the National 
Film Board of Canada and titled 
"THEY CALL THEM KILLERS". To 
say that it is a film about captive killer 
whales, and let it go at that, is to 
commit a gross understatement. It is a 
lyrical, mystical, poetic viewing exper¬ 
ience—but, even so, mere words can't do 
it justice. It must be seen for its artistry 
to be fully appreciated. 

The second day of the Seminar is as 
eventful as the first, and a high-point is 
reached during the luncheon, held in the 

SIXTH MOTION PICTURE 

SEMINAR OF THE NORTHWEST 

PROGRAM FRIDAY MAY 4 

8:00AM 9:00AM 
registration 

9:00AM 9:05AM 
entry from HOPE film contest 

9:05AM 9:10AM 
introduction by moderator Herb Lightman 

9:10AM 9:25AM 
film and tv facilities Washington State University. 
Donald Zimmerman 

9:25AM 9:55AM 
stereo sound for 16mm. Chip Wilkinson 

9:55AM 10:25AM 
creative use of music for motion pictures. George F. Hood 

10:25AM 10:40AM 
break 

10:40AM 11:05AM 
formal education and training for filmmakers. 
Melvin Sloan 

11:05AM 11:45AM 
writing for television. Don Mankiewicz 

11:45AM 1:00PM 
LUNCH 

1:00PM 1:05PM 
film from HOPE contest 

1:05PM 1:35PM 
in-depth analysis, super-16 format. Herb Lightman 

1:35PM 2:20PM 
application of video techniques to feature production. 
John Lowry 

2:20PM 2:45PM 
production techniques of a successful ski show. 
Charles Fey, Fred Nelson 

2:45PM 3:00PM 
break 

3:00PM 3:45PM 
panel discussion, eastman color negative. Bob 
Dohrendorf, Bob Reid, Ralph Umbarger, George 
Vipond, Chip Wilkinson 

3:45PM 4:30PM 
how the cameraman’s eye interprets; the nature of 
aesthetic resistance. Sherwood Omens 

4:30PM 5:00PM 
panel discussion; question and answer; the puzzles of 
professional filmmaking. Herb Lightman, John Lowry, 
Don Mankiewicz, Sherwood Omens, Melvin Sloan 

8:00PM 11:00PM 
showings of the best in Northwest produced films; 
winning film in the Seminar HOPE competition 

r 

SIXTH MOTION PICTURE 
SEMINAR OF THE NORTHWEST 

PROGRAM SATURDAY MAY 5 

8:00AM 8:30AM 
registration 

8:30AM 8:35AM 
HOPE contest winner 

8:35AM 9:00AM 
super 8 production techniques; preparation of super 8 
for the lab. Clive Tobin 

9:00AM 9:25AM 
simple special effects inside the camera. Ernst Wildi 

9:25AM 9:45AM 
low budget feature production. Tom Moyer, Jr. 

9:45AM 10:00AM 
break 

10:00AM 10:25AM 
distribution of non-theatrical films. Sid Cassyd 

10:25AM 10:50AM 
history and future of the National Film Board of Canada. 
Peter Jones 

10:50AM 11:15AM 
22 years of production techniques and innovation for the 
National Film Board of Canada. Eugene Boyko 

11:15AM 11:30AM 
fluffs and funnies in front of the camera. Fred Engel 

12:00PM 2:00PM 

LUNCHEON SAN JUAN ROOM -SEATTLE CENTE 
guest speaker Mr. Don Mankiewicz 
also honoring Sven Nykvist, director of photography 
for Ingmar Bergman 

2:00PM 2:25PM 

current trends in feature film production. 
Mark Rydell 

2:25PM 2:55PM 
sound recording techniques, location and studio, sound 
mixing for tv and theatrical market. Barry Jones 

2:55PM 3:30PM 
editing techniques for non-theatrical films. Melvin Sloan 

3:30PM 3:45PM 
break 

3:45PM 4:05PM 
eskimo animation. John Taylor 

4:05PM 4:25PM 
creative cinematography. Vilmos Zsigmond 

4:25PM 5:00PM 

panel discussion, creative directions in filmmaking. 
Eugene Boyko, Herb Lightman, moderator, 
Sven Nykvist, Mark Rydell, Vilmos Zsigmond 

8:00PM 11:00PM 
selected films by Seminar Speakers with personal 
comments 

San Juan Room of Seattle Center. 
Again, I'm amazed at the throng that 
turns out. The Guest Speaker is Don 
Mankiewicz, who talks off the cuff and 
keeps the crowd chuckling throughout 
his witty speech. If he can be that 
original on his feet, it's easy to see why 
he's one of our top screenwriters. 

Also introduced is Special Guest 
Sven Nykvist and he charms the crowd 
with his little talk on film-making in 
Sweden, particularly his references to 

working with Ingmar Bergman. From 
that point on he is a favorite of the 
crowd and is always, during breaks, 
surrounded by eager young film buffs 
asking questions. 

The last regularly scheduled seminar 
event on Saturday afternoon is a sym¬ 
posium on "Creative Directions in Film- 
making" and, as moderator, I find my¬ 
self riding herd on a distinguished panel 
which includes: Eugene Boyko (of the 
National Film Board of Canada), Sven 

American Cinematographer Editor Herb Lightman moderates panel discussion on "Creative 
Directions in Film-making". Panelists (left to right) include Eugene Boyko (National Film Board 
of Canada), famed Swedish cameraman Sven Nykvist, Director Mark Rydell ("THE FOX", "THE 
RIEVERS", "THE COWBOYS"), Cinematographer Vilmos Zsigmond ("McCABE AND MRS. 
MILLER", "DELIVERANCE", IMAGES"). 



don't know Mr. Boyko too well, but I 
gather that he fits neatly into that 
category, as well—so we should have a 
rather interesting interchange of ideas 
here. I'd like to lead off with a question 
aimed at Mark Rydell, since, as a direc¬ 
tor, he is the one who inevitably ends 
up with the basic responsibility for the 
film. Mark, what do you feel are the 
creative directions in the modern trend 

878 

Nykvist, Mark Rydell and Vilmos Zsig- 
mond. 

What transpires goes something like 
this: 

LIGHTMAN: Our next, and final, panel 
discussion of this Seminar addresses 
itself to the subject of "Creative Direc¬ 
tions in Film-making", a subject which 
these assembled gentlemen are eminent¬ 
ly qualified to discuss. Though they 
represent different hues of the motion 
picture production spectrum, all of 
them are innovative and "with it", as far 
as new directions in film-making are 
concerned. They are also realists, be¬ 
cause they are pros, and that puts a 
slightly different light on it. It's very 
easy to be an idealist when you don't 
have to consider the economics of this 
art form—but when you do, that's 
where the crunch comes. All of these 
men are very definitely individuals. I 

(BELOW) A more-than-capacity crowd packs 
the San Juan Room of Seattle Center for 
luncheon at which Guest Speaker Don Man- 
kiewicz kept crowd chuckling with his witty 
speech and Sven Nykvist was honored as 
Special Guest. 

(ABOVE) Sven Nykvist and Seminar Program 
Chairman Laszlo Pal browse Seattle Center 
grounds during break. Nykvist's reputation as 
"Ingmar Bergman's cameraman", plus his own 
warm Scandinavian charm, made him a crowd 
favorite. 

of film-making? In other words, what is 
the tenor of the industry at this point in 
time? To what degree does creativity 
enter into it and how far can you go? 

RYDELL: / think that the key to 
creativity in film-making today is that 
it's really essential for you to hang on. 
You have to fight. There are too many 
pressures to prevent you from achieving 
what you want to do. It requires a sort 
of monomania to be an artist—certainly 
in America, anyway—so you have to be 
a little crazy to begin with. You're 
dealing with a very, very different kind 
Continued on Page 921 

Puzzled panelists ponder "Puzzles of Profes¬ 
sional Film-making" (with apologies to Spiro 
Agnew). (Left to right:) Screenwriter Don 
Mankiewicz, USC Cinema Professor Melvin 
Sloan, Cinematographer Sherwood Omens, 
Image Transform President John Lowry. 



ELECTRO GLIDE IN BLUE 

Title Design fcy PERRI 6? SMITH 

produced and directed ty James MVllliam Guercio 

a United Artists release 

Perri & Smith 
film & Graphic Desij 

845 N. Highland Av( 
Hollywood 90038 
(213) 463-2367 
title concept & design 
film logos 
montage & effects design 
hand lettering 
one sheet posters 
motion picture advertising 
brochures 
album cover design 
trademarks 
collateral material 
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20th Anniversary Celebration! 

This 20th Anniversary Celebration, com¬ 
memorating the introduction of the Arriflex 16S 
to the American market in 1953, has been some 
time in the planning. Because we wanted to 
give everyone who has ever aspired to owning 
this world-famed 16mm professional outfit a 
reason to celebrate with us. 

We are therefore offering a complete Arri 
16S/B outfit at a sensational savings - by in¬ 
cluding the Zeiss Vario Sonnar lens free. A sav¬ 
ings of $1,560.00! Don’t miss out on this op¬ 
portunity. Celebrate with us! 

Here's a one-time opportunity 
to get a $1560.00 Zeiss 10-100 
Vario Sonnar zoom lens FREE! 

here's what you get! 
DESCRIPTION SUGGESTED LIST PRICE 

Arri 16S/B camera $3,180.00 

Variable Speed Motor 245.00 

6' Power Cable 24.00 
8V N/C battery with charger 196.00 

Zeiss 10-100 Vario Sonnar 
zoom lens (List $1,560.00) FREE 

ANNIVERSARY PRICE $3,645.00 

This offer is available only through authorized 
Arriflex dealers and expires September 30,1973. 
No substitutions. Only the complete outfit as listed 
is available at the Anniversary price. 

ARRI 
ARRIFLEX COMPANY OF AMERICA 

P.O. Box 1050, Woodside, N.Y. 11377 • 1011 Chestnut Street, Burbank, Calif. 91502 



RENAISSANCE APPROACH 
Continued from Page 866 

to break into filmmaking. He started 
hanging around cinematographer Bill 
Huagse, doing whatever he could to help 
while learning as much as possible. 

When Huagse, who holds a master's 
degree in filmmaking from the Univer¬ 
sity of Southern California, left the 
company to direct educational films in 
Los Angeles, Cornish was hired as his 
replacement. From hammer to camera 
presented some problems, but it also 
allowed for some fresh perspective. 

“I never found the technical aspects 
of shooting and cutting film that diffi¬ 
cult,” Cornish says. "I think anyone can 
learn to do these things competently. 
What's important is to learn the techni¬ 
cal and creative limits of the medium 
and never be satisfied with what you 
know already.” 

In this respect, he reports, he has 
received valuable help from Eastman 
Kodak Company and from professional 
processing labs in Seattle, Portland, and 
Eugene. 

"If you're willing to look, ask, and 
listen, there are always people to answer 
your questions," he said. "This doesn't 
mean that we do everything by the 
book, and it doesn't imply that we 
never make mistakes—but we do learn.” 

So far, the company has worked 
solely in 16mm production, because this 
is the most convenient format for the 
nontheatrical films we have been pro¬ 
ducing. 

But changes are on the horizon at 
FHI. We are interested in Super-8 film 
and equipment. The smaller format 
could multiply the ways communication 
and entertainment films are used. The 
training and sales films we produce for 
industrial clients could be even more 
valuable if they were also reduction- 
printed for use in small-format sound 
projectors. We are also interested in the 
trend of schools establishing Super-8 
libraries. 

With our roots now deep in the 
fertile markets of the Pacific Northwest, 
we are beginning to look eastward. We 
have already had conferences with large 
ad agencies that are becoming aware of 
the wide range of natural locations 
available in the Northwest. And educa¬ 
tors from as far away as Europe have 
made inquiries. 

There are several ways to look at 
this. We feel we have the talent and 
facilities to solve communications prob¬ 
lems anywhere. On the other hand, we 
still believe that a film that will be used 
locally and deal with local subjects 
should, if possible, be made by people 
living and working on the scene. ■ 

for 
wstate of the art” 

videotape 
services 

Better, more creative and effective work has always been the goal of our 
industry. It is our goal too. Our videotape facilities are the most complete and 
advanced in the world. We are constantly updating our techniques to incorpo¬ 
rate the many revolutionary changes being made in electronics, editing systems, 
transfer systems and related fields. 

Duplication—the only two-inch quad, broadcast quality, high-speed duplicator 
in Hollywood, along with one-inch, and half-inch formats, plus our added capa¬ 
bility of the U-Matic videocassette duplication system for state-of-the-art quality. 

Syndication —a completely staffed videotape syndication department for 
scheduling and shipping program tapes to television stations throughout the 
United States —on time and with complete information as to program length, 
commercial breaks and post-airing shipment. All returned tapes are checked 
for physical damage and broadcast quality, then cleaned and redubbed before 
recycling. 

Editing Facilities —CMX “on-line” computerized videotape editing.. .allow¬ 
ing editors, now unhampered by mechanical tasks, the opportunity to con¬ 
centrate solely on creative functions with single frame picture and sound con¬ 
trol — instantly. 

Film and videotape transfers — film to tape transfers from 35mm, 16mm, or 
Super 8mm film, transparencies, or art work are accomplished on a Norelco or 
Fernseh film chain equipped with programmed color correction and image 
enhancing devices. Specially designed film recorders and 35mm and 16mm 
cameras are used to transfer to film from a videotape master for producers who 
record their material on videotape and wish to distribute on film. 

In addition to complete videotape capabilities CFI also offers 
complete service in motion picture film processing, titles and 
opticals, filmstrips, slide duplication, and sound (at Glen Glenn 
Sound Company). 

CONSOLIDATED FILM INDUSTRIES 
HOME OFFICE: 959 Seward Street 

Hollywood, California 90038 
(213) HO 2-3161 

NEW YORK OFFICE : 15 Columbus Circle MID-WEST OFFICE: 333 North Michigan Ave. 
New York, N.Y. 10023 Suite 312 
(212) LT 1-1090 Chicago, Illinois 60601 

(312) MI 1-0028 
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STUDENT FILM-MAKERS GO ALL OUT 

TO PRODUCE “A FIELD OF HONOR” 

By TOBY LOVALLO 

Eager Beavers of the University of Southern California 
Department of Cinema pull out all the stops to shoot the 
most ambitious student film project of recent years 

“A FIELD OF HONOR"—SYNOPSIS 

Vic Fury, a timid and fragile young man, 
is uneasily released from a mental hospital. 
Almost immediately, the world launches a 
series of coincidental attacks against him: he 
gets trampled in a riot, caught in police 
gunfire during a robbery, and stumbles into a 
private swimmming pool. He boards a bus to 
go home, but cannot escape trouble. In the 
midst of a brawl the bus is hijacked by a 
revolutionary, and an undercover FBI agent 
begins a shootout. At home, Vic relates his 
story to his father, who is totally paranoid. 
The old man decides his home is under attack 
and sends his son out to do battle. Vic, now 
pushed back completely into insanity, defeats 
the imaginary enem y before being returned to 
the mental institution. The chief psychiatrist, 
exasperated to the point of tears, welcomes 
Vic back for the start of another program of 
treatment. 

From the very beginning "A FIELD 
OF HONOR” wasn't an ordinary stu¬ 
dent film. Writer-director Robert 
Zemeckis had conceived a large-scale 
action comedy that would capture the 
abundant energy of contemporary 
America, and celebrate the wild humor 
of an earlier age of film comedy. Facul¬ 
ty advisors, more accustomed to 
weighty tales of truth from student 
filmmakers, warned of the difficulties 
involved in an action film with a large 
cast, especially in light of the budget 
and time limitations of a student film. 

But the director had already assem¬ 
bled an enthusiastic five-man crew and 
the film got underway. I had signed on 
as production manager and began strug¬ 
gling to solve the riddle of how to make 
a fifteen-minute color film for 

$1,400.00, when the script called for, 
among other things, a street demonstra¬ 
tion with riot police, interiors and exter¬ 
iors of a mental hospital, and a shootout 
on a moving city bus. The speaking 
parts numbered eleven and the total cast 
would exceed fifty persons. 

Casting director and editor Mustafa 
Gursel arranged the three five-hour 
casting sessions that eventually tested 
some 75 actors. Cameraman Horace 
Jordan supervised the video taping of 
the trials. Using the Sony AV-3400 
Videocorder system, we had the advan¬ 
tage of a visual reference when it came 
time to decide on the principal cast. 

The director wanted to maintain 
professional image standards, and knew 
the film had to be in bright, high-key 
color to maintain the comedy. Camera¬ 
man Horace Jordan first ran an expo¬ 
sure test on a city bus, figuring this 
would be his toughest lighting situation. 
With a bright sun outside he could get 
exposure with ECO, but needed addi¬ 
tional fill light. A cloudy day would 
mean trouble. Considering this, and the 
limited lighting equipment that would 
be available from the school, Jordan 
decided to shoot ECO pushed one stop, 
obtaining a more workable ASA rating 
of 50 (tungsten). 

USC had purchased a new Arriflex 
16BL with the APEC metering system 
and an Angenieux 12-120mm lens. Jor¬ 
dan decided to make this his number- 
one camera because, with the variable 
speed motor and the Crystal-Lock con¬ 
troller unit, he could use one outfit for 
both synchronous and undercranked 

shooting. Anticipating logistical prob¬ 
lems during the bus sequence, sound¬ 
man Don Scioli advised pairing the 
crystal-controlled BL with a new Nagra 
model 4.2 recorder. Everyone welcomed 
the freedom gained with the crystal 
system, so Jordan and Scioli used it 
almost exclusively. Multiple cameras 
would be required for several of the 
stunts and Jordan selected the Arriflex 
S for his second unit, since no sync 
capability was needed. 

Shooting the psychiatrist's office the 
first day out, problems abounded. The 
quarters were cramped and the zoom 
lens, even at 12mm, wasn't wide enough 
to get the shots originally planned. The 
director had asked for sterile, institu¬ 
tional lighting and Jordan wanted to 
preserve at least the depth he could get 
at F/4. But the largest lights available 
were 1000-watt quartz lamps by Mole- 
Richardson and Colortran. For a com¬ 
plex dolly shot, this meant nine lights in 
a room only 12 by 22 feet. The BL 
magazines were making noise, so an 
impromptu barney was fashioned from 
coats and towels. 

The room's dead acoustics were at 
odds with Scioli's goal of achieving a 
nervous, "live” sound. He found the 
solution in hiding two microphones as 
close to the action as possible, and using 
them in combination. Everything took 
too much time, but the actors cooperat¬ 
ed throughout a day that stretched 12 
hours for the cast and 19 for the crew. 

Lighting the corridor for the hospital 
interior was a tough assignment. After 
utilizing all the available quartz lamps, 

(LEFT) Doubling as Assistant Cameraman, Production Manager Toby Lovallo takes a light reading on Roger Pancake during filming of "A FIELD 
OF HONOR", which, despite its grim synopsis, was conceived as "a large-scale action comedy that would capture the abundant energy of 
contemporary America, and celebrate the wild humor of an earlier age of film comedy." (RIGHT) USC student camera crew sets up, while director 
and cast prepare for the next shot. 



(LEFT) During rehearsal of a police stunt, the crew makes final checks on light and sound. (Left to right: Horace Jordan, Bob Gale, Don Scioli and 
Toby Lovallo. The policeman is Ken Merriman.) (RIGHT) Soundman Don Scioli and Director of Photography Horace Jordan prepare to shoot an 
exterior scene for "A FIELD OF HONOR". (BELOW RIGHT) Jordan drapes a tarp over the camera to protect it from splashing water at poolside. 

Jordan was still short of a F/2.8 reading. 
He borrowed six babies from the 
school's soundstage and pressed the 
circuits and cables to the limit to get the 
scene, including extensive dolly work, 
on film. 

Next on the schedule was the scene 
outside the mental hospital. Vic Fury, 
the leading character, has just been 
released by the authorities. He is ap¬ 
prehensive, not quite cured. He steps 
out the door and into a riot, just in time 
to get trampled by a wedge of charging 
policemen. On location at Queen of 
Angels Hospital in Los Angeles, the 
early morning sun was moving in and 
out of scattered clouds. The weather 
didn't promise to improve, so director 
Zemeckis decided to shoot the masters 
first, catching the sunlight and blue sky. 
The cameraman had already put to¬ 
gether a special extended sun shade to 
fit over the Arri matte box, a necessity 
because of the low angle of the sun at 
7:30 AM. 

I positioned a few of our fellow-stu¬ 
dent helpers to prevent passers-by from 
Continued on Page 912 

(LEFT) Director Robert Zemeckis takes his turn with the slate marker before shooting a scene with actors Peter Belcher and Roger Pancake. 
(RIGHT) On board moving bus, Toby Lovallo hand-holds fill light, as Bob Zemeckis demonstrates handgun technique. Cameraman Jordan has 
covered his face to protect himself against powder burns. The use of lavalier microphones overcame the rumble of the bus, as well as street noise. 



TOWARD TRUE CINEMA 
"It is not a question of artistically composed tableaux . . . 
ft is a problem of composing visually—but in time . . 

By SLAVKO VORKAPICH 

1. TWO ASPECTS OF THE MOTION 
PICTURE: RECORDING AND CREA¬ 
TIVE 

The name motion picture may stand 
merely for the technical process which 
consists in a rapid succession of pictures 
projected on a screen, or for any kind of 
popular entertainment produced and 
presented in such a way, or, among 
other things, for a truly creative use of a 
rapid succession of pictures projected 

Vorkapich's sketches for a montage depicting 
the Duke's triumphal entry into Madrid for 
the MGM production of "THE FIREFLY". 

on a screen. The name is a general one 
and a general name is expected to cover 
a variety of things. But a special mean¬ 
ing of a general name like painting 
becomes immediately apparent when it 
is placed in a simple context, for 
example, in "Teaching Painting at a 
University." Obviously here the sense of 
creative use of the tools of painting is 
intended, and not house- or furniture¬ 
painting and other similar uses of brush 
and paint. It may be worth noting that 
in the case of painting the general name 
is reserved for the creative use of the 
medium, while other uses have to be 
qualified. 

Now, with the word creative, espe¬ 
cially in connection with motion pic¬ 
tures, one can get into real semantic and 
philosophic difficulties if one tries to 
prove as true one's assumptions about 
it. 

One of my claims is that most of the 
films made so far are examples not of 
creative use of motion-picture devices 
and techniques, but examples of their 
use as recording instruments and proc¬ 
esses only. There are extremely few 
motion pictures that may be cited as 
instances of creative use of the medium, 
and from these only fragments and 
short passages may be compared to the 
best achievements in other arts. 

Often, when a specific example, like 
the lunch-hour sequence in the docu¬ 
mentary The City, is mentioned, a 

Slavko Vorkapich, for many years the top 
montage expert of Hollywood's major stu¬ 
dios, is also considered the world's foremost 
living authority on cinematic form and 
structure. 

number of listeners would come up with 
some such question: "You mean a series 
of quick cuts?"—"Do you think it is 
possible to make a whole picture like 
that?" If I mention McLaren's Fidd/e- 
Dee-Dee: "Oh, you mean abstract 
shapes dancing to music?"—If I describe 
passages from Cocteau's Beauty and the 
Beast, some jump at the conclusion that 
I mean fantasy and symbolism, and if, 
with some hesitation, I mention some of 
my own work I can almost hear a few of 
them thinking: "Now we know! You 
mean camera tricks! You mean mon¬ 
tage: the Hollywood kind, not the 
Eisenstein kind! You mean flip-flops 
and wipes and zooms and the camera on 
the flying trapeze!" 

Perhaps the right answer would be: 
Yes, all of these things and much more. 

(ABOUT THE AUTHOR: Slavko Vorkapich was born in Yugoslavia, March 17, 1895. He was 

educated in Belgrade, Budapest, and Paris, where he studied painting. He emigrated to New York 

in 1920, where he worked as a commercial artist and portrait painter. Moving on to Hollywood, 

he made with Robert Florey and Gregg Toland the experimental film The Life and Death of a 

Hollywood Extra (1928), "produced" with miniatures on a kitchen table. From 1928 to 1934, 

he worked for RKO and Paramount as a creator of montage sequences, most notably the Furies 
sequence from Ben Hecht's and Charles MacArthur's Crime Without Passion (1934). In 1934, he 

moved to Metro-Goldwyn-Mayer where he created the revolution sequence in Viva Villa!, the 
plague sequence in Romeo and Juliet, the famine and exodus in The Good Earth, the reprise of 

Jeanette MacDonald's career as an opera singer in Maytime. Other films on which he worked at 

this period include Manhattan Melodrama, David Copperfield, The Firefly, The Broadway 

Melody of 1938, The Last Gangster, Test Pilot, Yellow Jack, Three Comrades, The Shopworn 

Angel, Marie Antoinette, Boys Town, Sweethearts, and A Tale of Two Cities. 
In 1938, Mr. Vorkapich lectured on montage theories in The Museum of Modern Art Film 

Library's course on the motion picture, given in collaboration with Columbia University. In 
1941, he directed short films dealing with the war as part of Pathe's "This Is America'' series. 

From 1949 through 1951, he was Head of the Department of Cinema at the University of 

Southern California. In 1952-1956, he travelled and lectured extensively in Europe, where he also 
made a film in his native Yugoslavia. In 1956-60, he returned to Hollywood as editor of John 
Gunther's High Road. In 1965 he gave a series of ten lectures on The Visual Nature of the Film 
Medium at the Museum of Modern Art in New York. Similar lectures were given afterwards at 

Princeton University, at the Academy of Theatre Arts in Belgrade and at the University of 

Southern California. Last summer the UCLA Motion Picture Division and the American Society 
of Cinematographers co-sponsored the lectures.) 
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But first let me try to explain what may 
not be considered as the creative use of 
the medium, what may be called the 
recording use only, or an extension of 
some other medium of communication 
or expression. 

The technical nature of the film 
medium is such that it may very easily 
and profitably be utilized as such an 
extension. In this sense it may be 
compared to various uses of printing of 
words; to various uses of still photog¬ 
raphy: reporting, keeping records of 
events, people, things, etc.; to uses of 
drawing and painting for scientific expo¬ 
sition such as diagrams, charts, and 
illustrations in books on biology, 
botany, medicine, etc; or it may be 
compared to various uses of the sound¬ 
recording devices for preserving speech¬ 
es, lectures, memorable performances of 
music or for making transcriptions of 
radio shows. In fact, the film medium is 
used mostly as an extension of each of 
the various media mentioned. And it is 
natural that the chief value in such films 
should lie in that which is recorded: the 
event, the performance, the person, or 
the object photographed and the verbal 
and sound accompaniment that usually 
goes with it. Rarely is it required that 
the value consist in a unique filmic 
structure about the subject. 

The fact that some of these record¬ 
ings have been so effective and at times 
emotionally very moving may have led 
many people into believing that this 
efficient power came from the medium 
itself. Now, no one would call a phono¬ 
graph record of a master conductor's 
interpretation of a great composer's 
composition—no one would call that 
record a musical masterpiece, no matter 
how technically perfect it was. But, 
quite often, technically polished visual 
and sound recordings of great perform¬ 
ances in various fields have been hailed 
as great films. This applies, equally, to 
most dramatic or story films. Let me 
illustrate this with a hypothetical ex¬ 
ample. 

Suppose we take a piece of creative 
writing, e.g., the famous soliloquy from 
Hamlet, and suppose we photograph 
with a motion-picture camera that pas¬ 
sage just as it is printed on the page in a 
book. Or, for this particular shot, we 
may have had the monologue printed on 
parchment in some fancy type designed 
by a creative typographer, and we may, 
for extra embellishment, use some real 
"mood” lighting, like throwing a faint 
shadow of "a bare bodkin'' upon the 
page. Now would this, in a "rapid 

*Slavko Vorkapich, “Toward True Cinema,” 
Film Culture, No. 19, March 1959, pp. 
10—17. Reprinted in Lewis Jacobs, Introduc¬ 
tion to the Art of the Movies. New York, 
Noonday, 1960, pp. 288—296. 

Scene designs by Vorkapich for a proposed film version of "DARK OF THE MOON". The 
moody style of rendering captures the mystical aura of the story, which deals with witchcraft in a 
North Carolina mountain village. Vorkapich worked as a commercial artist and portrait painter in 
New York before moving to Hollywood to begin his career in the motion picture industry. 

succession of pictures projected on a 
screen," give us a motion picture? Tech¬ 
nically, yes. But what creative contribu¬ 
tion was achieved by the use of the 
motion-picture camera, apart from giv¬ 
ing us another record of Shakespeare's 
creative work? Obviously, none. 

Suppose we elaborate a little more 
on our shooting of the monologue and 
we get a creative actor and we dress him 
in a costume designed by a creative 
designer and put him in a setting de¬ 

signed by a creative art director and we 
light him with lights full of mood and 
photograph him with a motion-picture 
camera and register on film all his 
expressive actions and gestures and 
movements of his lips and tongue and 
cheeks and record his voice on the best 
sound system available. What do we get 
this time? A performance really worth 
preserving and showing all over the 
world. But what have we as makers of 
the picture created except making an 
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embellished record of an actor's acting 
of a writer's writing? Again the answer 
is: obviously nothing. No matter how 
"amazingly life-like" the picture may 
seem, strictly speaking, this is what was 
actually achieved: from a living creative 
performance a shadow was abstracted 

886 

(ABOVE) Teaching theory from the viewpoint of a practical film 
technician, Vorkapich deals with the fundamental grammar of film 
structure, the timeless elements that make a motion picture flow smoothly 
and forcefully on the screen. (LEFT) Sketches from a Vorkapich battle 
montage for MGM's "THE FIREFLY". 

by mechanical means. This applies also 
to complete photoplays. Photo plays, 
how precisely descriptive that name is! 

At this point the thought of the 
close-up as a real filmic contribution 
usually comes up. The close view is not 
something specifically filmic, if it is 
taken in the sense of something brought 
closer or magnified for closer scrutiny 
only. Long before the advent of the 
film, the close-up was to be found in all 
except stage arts and music. Portraits 
and still lives in painting, sculpture, and 
still photography; descriptive detail in 
literature. 

There is a controversy about who 
"invented" the close-up. Probably the 
inventor got the idea from observing 
someone in the audience of a theatre—a 
legitimate theatre, of course—who was 
using a pair of binoculars to see an 

actor's or an actress's face at close 
range. And it is mainly in this telescopic 
sense that the close-up is still used. No 
doubt that it adds dramatic emphasis to 
a photoplay and thus makes up for 
some of the loss of the performers' 
living presence. Still we are talking in 
terms of the theater, and still we are 
using the medium to record bits of that 
other art, the actor's creative acting. Let 
me at this point make clear that I am 
not opposed to the use of the film 
medium as an extension of the theatre, I 
object only to calling such extension 
creative use of the unique characteristics 
inherent in cinematography. 

Considered filmically or creatively, 
the close-up has two main functions: 
visual-dynamic and associative. "Close- 
up" here means close view of anything 
Continued on Page 930 

Vorkapich shown lecturing students in a film workshop during the period when he was Head of 
the Department of Cinema at the University of Southern California. Many of his students, 
including Academy Award-winning cinematographer Conrad Hall, ASC, went on to establish 
highly successful careers in the Hollywood motion picture industry. 



RASTAH f CURE'S 
COLUMBIA P‘CT 

STONE YJOUAC 
DIRECTOR 

PRODUCT ION 

PICTURE 
REQU!REmENTS 

132132 SHOOTIKO TtHE 

you won’t see our name 
In the credits - but you 
know we’re there 

ARRI 
ARRIFLEX COMPANY OF AMERICA 

P.0. Box 1050, Woodside, N.Y. 11377 • 1011 Chestnut Street, Burbank, Calif. 91502 

As a prime camera... second camera... 
or for those very special shots... 
the Arri 2C should always be a part 
of your production requirements. 

... there because the Arriflex 2C’s unique design and outstanding 
• capabilities have made it an essential part of almost every 
cinematographer’s production requirements. 

Cameramen and directors rely on the Arri 2C to get those special 
impact-making shots that add visual excitement to any film. Why? 
Functional design — the Arri 2C is the smallest, lightest weight, 
easiest to use hand held 35mm reflex camera there is. 
And versatile — with a range of accessories to adapt it 
for almost any application. 
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UNIVERSAL CR1 

YNC MOTOR CO 
m MOTION PICTURE ' 

,60,6000 CYCLES 
MFG. BT 

COMMUNICATION AR 
BOX <78 

BERNARDSVILLE, 
201-766-4012 

cFRIAL NO. 331 

Interchangeable on: 

Arriflex BL 
Arriflex 35 
Arriflex 16S or 16M 
Eclair NPR (Ciblo Motor) 
Eclair CM3 
Bolex (MST Motor) 
Mitchell BNC 
Mitchell S35R 
Many others 

COMMUNICATION 
ARTS, INC. 
Box 478, Bernardsville, N. J. 07924 
Cable HAFCOMART, NEW YORK 

or West Coast Office 
Roy Low Enterprises 
3407 West Olive Ave. 
Burbank, California 91505 
(213) 846-7740 
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Send for a rental rate schedule! 

333 West 52nd Street 
New York, N.Y. 10019 

C E 

LIGHTING, GRIP EQUIPMENT, 
LOCATION VANS, PROPS, GENERATORS, 
RENTALS / SALES / SERVICE 

INC 

For more than fifty years Charles Ross has made the 
impossible possible for the thousands of motion pic¬ 
ture producers who demand the finest and most mod¬ 
ern lighting equipment. We are the East’s only spe¬ 
cialist. We have been around the longest. We have 
the largest lighting inventory. We even supply light¬ 
ing suppliers. 

For a replacement bulb or lighting for a complete 
motion picture or television set, call Ross first! 

FIRM 

Gentlemen: Please send me 
a free copy of your rental rates. 

NAME. 

STREET. 

333 WEST 52nd ST., N.Y. , N.Y. 10019 (212) Cl 6-5470 
| CITY STATE ZIP  | 
L J 

AC-7 

COMPLETELY SEALED UNIT: 
has no liquids; drier than 

"dry cells"; exclusive electrolytic 
leak-free construction. Use, charge 
in any position. Worry free, simple, 

EXTENDED STORAGE LIFE: 
loses -2-3% per month, stored, 

compared to nickel-cadmium 20-40% under 
similar conditions. Dependability, just 
when you need it most. Minimum care too. 

ARCTIC TO EQUATOR USE: 
fully charged unit works from 

76 below Zero to 140 above; or -60 to 
+60 Centigrade. 216 degree F. range! 

NO "REVERSAL" DANGER: 
will recharge regardless of 

depth of discharge. No cell damage, no 
permanent reversal to plague you. 

wnwsrmm 
Now AVAILABLE 

Otjj* NO "CELL MEMORY" FAILURE: 
supplies the power you require, 

when and where needed: short, repeated, 
long, light, heavy, (Intermixed film runs. 

HANDY, PRACTICAL UNIT: 
is cushion-mounted, insulated, 

completely wired, sealed, virtually 
trouble-free. Charge anywhere with 
ordinary 110 volt AC. Input and power 
charge monitor lights; coded 8 volt DC 
output plug. Sturdy, riveted, "tuf-fiber" 
case with protective, shielding cover; 
no plastic. Hang on your shoulder, snap 
around your belt with adjustable, web 
carrying strap and all brass hardware. 
(Hang on your tripod? That too!) 

only 7 lbs 

DIRECT FROM 
SENTRA CEL LABORATORY 

1033 N. Third St. 
MILWAUKEE, WIS. 53203 

(414) 272-0606 

ONLY $149,00 FOB PLANT 

YOUR CAMERA MOTOR NEVER HAD IT SO GOOD: 
(12, 16 and 30 Volt DC Cels Soon Also!) 

THE NEW 

4 12 24 36 48 60 72 84 
ELAPSED TIME IN RUNNING MINUTES 

(ACTUAL TEST: ARRIFLEX M, 400 FT. MAGAZINE, RUN 24 FPS. 
CONTINUOUS EXCEPT MAGAZINE CHANGE; BOTH BATTERIES FULLY 
CHARGED, IN GOOO CONOITION, ROOM TEMPERATURE OPERATION.) 

FULLY SELF-CONTAINED: 
pilot signal lamps, charging 

cord, full instructions are all right 
under the protective cover. Great for 
rental-camera: simple, reliable power. 

FULL FACTORY WARRANTY: 
is guaranteed for one full year 

from purchase date. We stand behind the 
pack. You'll rely on it. Turn-around 
service for you too, should you need it. 

Save Time and Money! 
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INTERVIEW WITH AN "EMMY" WINNER 
Award-winning cinematographer discusses the constant challenge of achieving 

top-grade technical finish on the short schedules of television production 

Of the myriad "Emmy" statuettes 
handed out on May 20 at the Annual 
Awards Presentation of the National 
Academy of Television Arts and Scien¬ 
ces, the ones of most direct significance 
to readers of American Cinematogra¬ 
pher were undoubtedly those granted in 
the field of cinematography. 

The winner in the category of "Best 
Achievement in Cinematography for a 
Television Series or Segment of a Se¬ 
ries" was Jack Woolf, who won for the 
"Eye For An Eye" segment of "KUNG 
FU" (ABC). 

The winner in the category of "Best 
Achievement in Cinematography for a 
Television Special or Feature" was How¬ 
ard Schwartz, ASC, for "Night of Ter¬ 
ror", "TUESDAY MOVIE OF THE 
WEEK", (ABC). 

The latter film is a suspense-filled 
mood melodrama starring Martin Bal¬ 
sam, Catherine Burns, Chuck Connors, 
Donna Mills and Agnes Moorehead. 
Filmed at Paramount Studios, Holly¬ 
wood, and on location at Malibu Beach, 
California, it was directed by Jeannot 
Szwarc and produced by Thomas L. 
Miller and Edward K. Milkis. 

In the following interview with 
American Cinematographer Editor Herb 
Lightman, Howard Schwartz discusses 
the photographic techniques employed 
in the filming of "NIGHT OF 
TERROR": 

QUESTION: From the viewpoint of the 
Director of Photography, can you tell 
me what special problems or challenges 
you encountered in shooting "NIGHT 
OF TERROR"? 

SCHWARTZ: Actually, it was a pretty 
straightforward story and there really 
wasn't anything spectacular about it, 
but it did give us a chance to play for 
some effects. On a broader scale, how¬ 
ever, / think that the great challenge in 
all filming for TV is to try to do an 
effective job on a very short schedule. 
You have a rather large number of pages 
of script thrown at you every day and 
you've got to get them shot. 

QUESTION: What was your schedule 
on "NIGHT OF TERROR"? 

SCHWARTZ: It was a 90-minute (minus 
commercials) ABC-TV "Tuesday Movie 
of the Week" and we had 10 shooting 
days, plus an extra day of second unit 
for the car chase stuff in the garage. 
That's a pretty short schedule for a 
picture involving locations, but what 
made it workable was the fact that the 
key people were given a week of prepa¬ 
ration by our Production Manager, Sam 
Strangis. That much preparation was a 
big plus on a show like this. We had a 
chance to visit the locations with the 
director and talk about how all the 
shots would be made. My Gaffer, the 
Key Grip and the Best Boy went out to 
the locations with us and we spotted the 
places where we wanted lights and 
where we'd have to lay cable, so that 
they'd know exactly how to rig. We 
talked over the progression of the action 
with the Director, Jeannot Szwarc, so 
that we'd know what order he'd want to 
shoot in. By then we'd already seen 
what the second unit had shot and we 
knew how to go ahead and match it for 
our close shots. 

QUESTION: In other words, the second 
unit had shot the garage car chase in 
advance? 

SCHWARTZ: Yes, they shot that ahead 
of us and our first day's work was in the 
garage, matching what they'd shot. But 
/ can't stress too strongly the impor¬ 
tance of pre-production planning on a 
show like this. You can do so much if 
you have a Production Manager who 

will really swing with you and a Direc¬ 
tor who knows in advance what he 
wants. 

QUESTION: As I understand it, part of 
the film was shot on location and part 
in the studio. Can you tell me how and 
why these decisions were made? 

SCHWARTZ: The action in the climac¬ 
tic part of the story takes place at a 
beach house in Malibu. We found a 
house out there that was just right for 
the exteriors and, ordinarily, we might 
have shot the interiors there, as well. 
However, in this story, the main charac¬ 
ter plays the last part of the script in a 
wheelchair and the house she's in has an 
elevator (a practical one) that hauls her 
up and down. It was, of course, impossi¬ 
ble to find a beach house with an 
elevator, so we built the set on the stage 
at Paramount and shot it there. We did 
the exteriors on location and two tie-in 
shots, looking from inside the actual 
beach house toward the outside—one a 
day shot and the other a night-for-night 
shot. In terms of set and lighting, we 
were able to match the stuff filmed on 
the stage to these tie-in shots, because 
we made them first. In this case, shoot¬ 
ing in the studio was a big help to the 
Director, because he could tell the Art 
Director exactly how he wanted the set 
and plan his action accordingly. 

QUESTION: Can you tell me a bit 
about the lighting problems and tech¬ 
niques involved in shooting "NIGHT OF 
TERROR"? 

SCHWARTZ: One of the most interest¬ 
ing lighting situations took place in the 
hospital, where we had translucent drop 
ceilings that ordinarily would be backed 
up with fluorescent lights—which always 
create problems. Instead of the fluores- 
cents, we used #1 photofloods diffused 
with tracing paper. This was fast and 
easy to do, involved no color tempera¬ 
ture problems and produced a nice 
feeling of realism. This diffused source 
supplied the overall key and the faces 
were built up with other lights to 
balance. Also, we could shoot real low 
angles against these ceilings and get 
some interesting dramatic effects. Of 
course, getting a ceiling like that in¬ 
volved talking to the Art Director, Bill 
Campbell, about it ahead of time. 

Donna Mills in a terrified moment from 
award-winning ABC "Tuesday Night Movie of 
the Week", "NIGHT OF TERROR", for 
which skilled mood lighting did much to 
enhance the drama. 



QUESTION: Is there anything else you 
can tell me about the lighting? 

SCHWARTZ: Only that we had a lot of 
pages to shoot in that beach house 
set—so the challenge was to get variety 
into the lighting. We did this by lighting 
each sequence a bit differently. Some¬ 
times we used very low-key mood light¬ 
ing for dramatic effect and, in one 
sequence, we used a light fire effect 
from a fireplace, which helped break 
things up a little bit. Such effects help 
tremendously when you have a big set 
with a lot of work to be done in it. All 
of the cameramen who shoot for TV are 
used to working in that way. They all 
do a tremendous amount of work in a 
very short time, and they still have to 
make it look good. Actually, it's a great 
training ground for when they get loose 
on a big feature and don't have so much 
to shoot in a day. They can take more 
pains with everything. Let's face it— 
when you have 10 or 12 pages to do 
each day, you can't be as careful or 
discriminating as you can when you 
have a lot less to shoot in a day. 

QUESTION: There are some very im¬ 
pressive night-for-night scenes shot in 
the downtown Los Angeles area. Would 
you care to discuss those? 

SCHWARTZ: Yes. Those scenes were 
interesting to shoot because we were 
using the new fast lenses from F & 
B/Ceco. They're T/1.4 and we had a 
28mm, a 35mm, a 55mm and an 85mm. 
They're odd sizes, but they come with 
BNC mounts, so that they will work on 
either a BNC or a hard-front Arriflex. 
You can use the one set of lenses for 
both cameras and they're really tremen¬ 
dous to work with. The scenes we shot 
at night with them varied between 8 and 
12 foot-candles and we were able to 
shoot at T/1.4 without forcing the 
development. This meant that we could 
get nice rich blacks. These lenses pick 
up amazing detail. You can see a tail 
light three blocks up the street. It 
helped a lot, in the scenes where we 
panned across the parking lot, to be able 
to see the whole city in the background. 
AH we needed in the way of extra 
lighting was four or five 1 OK's scattered 
around and pulled down on buildings a 
block away. You don't need a heck of a 
lot of light with those fast lenses—just 
enough to poke up faces where you 
want to see them. Otherwise, you have 
plenty of detail in the street from the 
street lighting itself and from the car 
headlights and tail lights. It's very natu¬ 
ral. In one scene where we had a bus 
driving up, we lit the exterior just a 
little bit, but the actual lighting inside 

the bus was enough to register. 

QUESTION: For what lighting you did 
need on those night exteriors, what kind 
of units did you use? 

SCHWARTZ: When we were working 
up dose, FAY lights were fine, but 
where we needed a longer throw, we 
used 10K's. These fast lenses allow you 
to project a beam a tremendous distance 
away, and you get practically what you 
see with the eye. And there's another 
great advantage, as far as I'm concerned. 
/ know it's fashionable these days to 
force development, but / like the nice 
rich blacks, and you can get them with 
the new fast lenses. There are several 
types available now and everybody is 
starting to use them. Panavision has a 
number of them and they're becoming 
pretty widely used professionally. 

QUESTION: What about that interest¬ 
ing three-story stairwell set in the pic¬ 
ture, where you followed the action 
from the bottom to the top? 

SCHWARTZ: There's a good example 
of designing a set to meet the needs of 
the script. If we'd gone out and tried to 
find an actual interior location like that 
we'd have gone crazy—to say nothing of 
the time it would have taken to shoot 
it—whereas, by building the set in the 
studio, we could do the whole thing 
with a Chapman Titan crane and go 
from the first to the third floor and 
back again, while shooting dialogue. We 
had eight or ten pages to shoot in that 
set and it was an intricate one to light, 
but Wally Samson, our Unit Manager 
and Sam Strangis, our Production Man¬ 
ager, agreed to let us get an extra crew 
in there and rough in the lighting, 
because we needed 30-parallels to 
mount the lights. We couldn't use scaf¬ 

Understandably happy Director of Photogra¬ 
phy Howard Schwartz, ASC, shown with 
"Best Achievement in Cinematography—TV 
Feature" "EMMY" statuette awarded to him 
for "NIGHT OF TERROR". 

folding and there were a lot of go bos 
and cutters to be set in order to get 
shadows and effect lighting. The pre¬ 
planning and that extra crew working 
ahead of us saved a great deal of time 
during the actual shooting. 

QUESTION: I saw "NIGHT OF TER¬ 
ROR" on a rather big screen in the 
projection room, not on TV, and even 
though some sequences were very low- 
key, it didn't seem that you made any 
concessions (in terms of lighting ratio) 
for transmission on the tube. In other 
words, it looked like the kind of lighting 
you would have used for shooting a 
purely theatrical feature. Would you 
care to comment on that? 
Continued on Page 915 

Perfectly type-cast as the meanest of all villains. Chuck Connors plots dastardly deeds. Though 
filmed on a super-tight 10-day shooting schedule, the 90-minute television production has all of 
the technical polish of a big-screen theatrical feature. Dedicated cooperation of top-professional 
cast and crew made it possible. 



“THE NEPTUNE FACTOR" 
Continued from Page 861 

After cutting the end off the bottom 
tank to form an entrance for both men 
and equipment, we installed a set of 
special flood cocks on the top tank. 
Four portholes built into the bottom 
section, two coats of marine yellow 
paint and a final lettering job on the 
sides, completed our Oceanlab II. 

When we built a 60-foot by 40-foot 
pipe grid unit with four three-foot 
plexiglass bubbles to simulate our hy¬ 
drophone stations, we'd completed our 
Freeport requirements. Both tanks and 
equipment were then loaded on two 
trucks for Miami. 

To create a sophisticated unit of 
diving gear for each man, Kerry Cover 
of Divemaster was called in to manufac¬ 
ture a special backpack and matching 
helmet. By incorporating the Health- 
ways diving gear, we designed a breath¬ 
ing unit which would receive its ulti¬ 
mate test in the open ocean. This 
backpack was designed to receive twin 
air tanks, fitted upside down in a bright 
yellow fibre-glass shell. The shell includ¬ 
ed an exposed pressure gauge, a reserve 
button control and a battery pack that, 
in turn, connected to the diver's helmet 
for a small headlamp unit. Each helmet 
was completed with a short nine-inch 
antenna that simulated an underwater 
communications system. All of the 
backpacks and helmets were lettered 
with a name and number to help the 
audience identify each suited diver. 
Through the courtesy of Healthways, 
our entire production crew was outfit¬ 

ted with diving gear and air tanks. 
Both our special diving equipment 

and crew flew into Freeport to await 
the arrival of the Oceanlab II. Once our 
underwater director, Paul Stader, had 
found a suitable location half-a-mile 
offshore in 60 feet of water, the few 
days of preparation began. 

Bob Landry had the two sections of 
our habitat lifted off the freighter from 
Miami, and, with the same dock crane, 
we connected the two sections perma¬ 
nently for the first time. 

At 5 a.m. the next morning, the 
Oceanlab II was carefully slipped into 
the harbour and, with its watertight top 
section bobbing out of the water, we 
connected a heavy 100-foot cable to our 
waiting tugboat. When the tug reached 
our location, we opened the valves and 
our tanks slowly settled to the bottom. 
Once in position, our habitat was con¬ 
nected with a long umbilical cord, and 
the surrounding area was dressed with a 
pipe grid, a steel fish cage and four 
hydrophone stations with various pieces 
of survey equipment. 

With Harry Makin and a second 
underwater cameraman, Lamar Boren, 
our week of filming began. Working in 
the open ocean posed many problems 
for each one of us. On certain days, the 
water was exceptionally clear—on 
others, it became algae-murky with the 
sea running very rough. Through all of 
this, Harry and Lamar continued to 
work with a superb style and under¬ 
standing of our new elements. 

Our final filmed sequence was quite 
spectacular. We required the effect of an 
earthquake cracking the ocean floor and 

Lighting crew assembles for discussion inside the Seatank. Bubble plastic was installed on the 
bottom of the tank in order to soften the underwater lighting effects. The Seatank measured 83 
feet long, 35 feet wide and was 15 feet deep. It featured two underwater windows—one in the 
side wall and another at the end. 

- 

tossing our Oceanlab II over the edge of 
the seamount to become lost in the 
depths beyond. 

After setting a series of air tanks 
along the bottom and around the habi¬ 
tat to simulate the first explosions of 
gas, we connected a cable to our tug on 
the surface. With both Harry and Lamar 
in position, we signalled the tug to pull 
ahead. While the buried air tanks sup¬ 
plied a steady flow of small bubbles, the 
cable that was connected to the top half 
of our habitat finally snapped taut and 
our great yellow 18-ton Oceanlab slowly 
toppled over to disappear in a cloud of 
white sand. It was an awesome sight. It 
was stranger still to see a film crew, 
amidst clouds of sand and bubbles, 
silently applauding underwater. 

When we arrived back in Toronto 
from Freeport, we began the final rig¬ 

ging of lights and equipment in an old 
warehouse on Evans Avenue. Both Jan 
DeWitt and Dennis Clark had performed 
miracles with so many glass tanks, mini¬ 
ature sets and models, and a great 
variety of fish. Set up in three different 
areas of this large 200-foot room, we 
had installed three 15-foot by 30-foot 
vinyl swimming pools complete with 
18-inch by 24-inch viewing windows on 
both ends and one side. Into these 
pools, Dennis had built a series of 
undersea settings. Brightly coloured 
plastic anemones, groupings of brain 
coral, jagged outcroppings of sea cliffs, 
black areas of miniature antler coral and 
desert areas of black and white silica 
sand, all blended together to form an 
ocean fantasia. 

Jan DeWitt was training many of the 
fish to react to both sound and color in 
preparation for the camera. Dr. Allan 
Emery, a marine biologist and ichthyol¬ 
ogist, joined our staff with a second 
ichthyologist, Peter Buerschaper. Both 
specialists were on-staff with the Royal 
Ontario Museum. Jan and Dr. Emery 
soon learned how to encourage certain 
fish to attack our miniature Neptunes 
on cue. 

While the Seahouse was preparing 
many of the intricate miniature shots, 
we simultaneously started to plan our 
full-scale sets for the studio in Klein- 
berg. With Wiets Jekel as the head 
carpenter and Michael Papp, the head of 
our paint shop, we began to build our 
studio interiors. 

Meanwhile, back at the Seahouse, 
Harry Makin was conducting involved 
tests with the fish, the effective control 
of our miniature models, and the diffi¬ 
cult problem of lighting the interior of 
so many glass aquariums. One major 
problem in lighting any water effect was 
the control of surface reflections ap¬ 
pearing on the sandy bottom since this 



(LEFT) The highly sophisticated "Snorkel" camera, mounted on its huge crane, moves in to shoot underwater sequences inside the miniature tank. 
(RIGHT) The tip of the Snorkel's three-foot periscope dips beneath the surface of the miniature tank. This slender camera probe is operated from a 
remote-control unit located approximately 20 feet away and incorporates the use of a closed-circuit video screen for monitoring purposes. 

would immediately reveal the true 
depth of our water to an audience. We 
tested many sheets of fibre-glass and 
frosted plastics over our lights, including 
a stove-pipe arrangement fitted over a 
light that protruded into the water. But 
all of these tests proved unsuccessful, 
since the majority of our lighting still 
bounced off the water surface and lit 
the ceiling of our Seahouse, or dispersed 
in all directions once the light entered 
the water. Finally our head gaffer, 
Bernie MacNeil, made a test with a large 
sheet of packaging plastic that was 
covered with hundreds of one-and-a- 
half-inch air bubbles. This material was 
superb. The many air bubbles not only 
created a natural flotation blanket when 
laid over the entire surface of our tanks, 
but the bubbles seemed to act as indi¬ 
vidual prisms to create an extraordinari¬ 
ly even light when viewed underwater. 

DIFFICULT WEEKS 

The majority of miniature sets com¬ 
pleted, and most of our fish adjusting 
well to their new foam-plastic homes, 
we started filming. This week and the 
following two weeks became the most 
difficult of the entire film. With Dan 
Petrie preparing for the incredible com¬ 
plexities still to be met in our studio at 
Kleinberg, Sandy Howard began direct¬ 
ing the model and miniature sequences 
at the Seahouse. As we recorded with 
our high-speed cameras the effects of a 
miniature undersea earthquake, the sim¬ 
ple task of cajoling, begging, or just 
gently pushing camera-shy fish through 
their many situations, created the need 
for endless Rube Goldberg inventions. 

An ordinary 30-foot aluminum tele¬ 
vision tower became a long, reaching 
puppet arm full of small pulleys and 
cables to suspend a model over any area 
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of our largest tank. A simple one-foot- 
square plastic air pillow was rigged to 
float our smallest six-inch model on 
clear lines across the camera. A heavy- 
duty curtain track was employed as a 
30-foot monorail unit, set only inches 
below the surface of the water to drive 
our largest model. To create a smooth 
descent or ascent with our 10-inch 
model, we discovered a hydraulic arm 
from a surplus milking-machine. By 
applying a minimum of air into this 
mechanism, we were able to smoothly 
dive the Neptune for our high-speed 
cameras. 

With so many possibilities for effects 
and still so many problems to resolve, 
Sandy, began the complicated schedule 
of arising each morning at 4:30 to 
quietly plan each shot for the day. Just 
the tedious handling of 400 sea animals 
in their confined areas made many of 
our days extremely long and very frus¬ 
trating. Our moments of total pleasure 
would happen unexpectedly; when film¬ 
ing a group of pink sea anemones, 
suddenly a small white and orange 
clown-fish would appear out of the 
anemones' long waving tentacles and 
dance in front of the camera. Or a grey 
hermit crab would seem to understand 
our needs and move into our light to 
pose eating the remains of a brine 
shrimp. 

Both Jan and Peter had trained an 
aggressive black-finned triggerfish called 
Jerry so well that the fish would 
violently attack any model that was 
dropped into his tank. His reward for 
this performance was a live goldfish. 
Our reward was the remains of a fine 
model. Our large tank of spotted eels 
and snake eels became so accustomed to 
our camera lights that when they were 

turned on, the eels would begin swim¬ 
ming towards the food cache of shrimp. 

In the last week of filming, and for 
the first time, we employed a 
"snorkel” camera in our tanks. This is 
an intricate camera device that looks 
like a long, three-foot periscope with 
the main body of the camera suspended 
above on a rigged platform. This slender 
camera probe is operated from a re¬ 
mote-control unit approximately 20 
feet away, incorporating the use of a 
closed circuit video screen. With the 
cameraman/technician operating from a 
control console, Sandy was able to 
direct this mini-camera through the very 
narrows of a sea gorge, or perform a 
jousting match inside the gaping arms of 
a giant sea crab. This unique camera was 
responsible for performing what might 
otherwise have been impossible effects. 

With Dennis Clark supervising our 
"wet suit" crew in the changing of sets, 
the draining of tanks for a water change, 
or the repairing of many models, we 
somehow captured on film one of the 
most challenging parts of this picture. 
Unfortunately, Dennis left the picture 
at this point because of an earlier 
commitment. 

As the Seahouse was filming the 
miniatures, we were also very involved 
in set construction and painting in 
Kleinberg Studios, north of Toronto. 
One of the first units to prepare for 
filming was the interior of our Neptune 
submersible. This set was 25 feet long 
and 10 feet wide, with a head height of 
nine feet at the highest point. There 
were five independent units complete 
with lights and equipment so that any 
section would disconnect and be rolled 
away on its own wheels. This was the 
most frequently utilized interior in the 
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(LEFT) Petrie stands outside viewing window of the Seatank holding a microphone and a written message. (CENTER) Wet-suited Jack Mi 
picking up a second tank of air. (RIGHT) A briefing is held inside Seatank for the crew to receive last-minute instructions from Producer 
Howard. 

A tired Ernest Borgnine rests on suit-up bench 
of inside Neptune lock-out chamber after a 
hard climb through the steel hatch on the 
floor. 

picture and all of the instrumentation 
was fully operational. The main area 
was designed into four distinct stations: 
a chair on the port side, a co-pilot chair 
on the starboard side, and behind both 
of these stations, a communications area 
with a navigation station across from it. 

In our film, Ben Gazzara used the 
command chair, with Ernest Borgnine as 
his co-pilot, Yvette Mimieux on com¬ 
munications, and Donnelly Rhodes on 
navigation. 

The entire unit was bolted to a 

12-foot by 25-foot steel platform 
which, in turn, was bolted to an eight- 
foot-wide boiler plate. This special 
rocker unit lifted the Neptune off the 
floor by 30 inches and it appeared like 
some giant teeter-totter. 

The four corners of the steel plat¬ 
form were held in place by strands of 
5/8-of-an-inch of airplane shock-cord. 
The slightest lift from any side of this 
unit by a studio grip would set our 
submersible into a gentle rocking mo¬ 
tion without a sound. The stern section 
of the Neptune was our lockout cham¬ 
ber for divers and was separated from 
the main area by a foam-padded wall 
with a three-foot-wide circular steel 
hatch for an entry. Once we had filmed 
the rocking sequences around the com¬ 
mand area, the stern lock-out section 
was quickly lifted off the rocker by a 
chain bridle. The bridle was connected 
to a chain-fall trolley run high above the 
studio on a 60-foot T' beam welded to 
the studio ceiling on the same diagonal 
as the rocker unit. This apparatus was 
used both to strike or set the Neptune 
or the Oceanlab in half an hour. 

With the stern lock-out section now 
resting on the studio floor, it was a 
simple task to roll this section over our 
water tank that was built flush in the 
floor 10 feet by 12 feet and 10 feet 
deep. Walls were painted a light blue 
and the tank bottom was covered with 
18 inches of white silica sand. With the 
stern section over this water tank, 
Ernest Borgnine was able to splash in 
and out of the lock-out hatch in the 

(LEFT) During shooting of underwater sequence filmed inside the filled Seatank, Harry Makin shoots a scene of Paul Stader entering the Neptune. 
(CENTER) Harry Makin on camera. (RIGHT) Paul Stader doubles for Ernest Borgnine for sequence staged inside the Seatank. A scaffold wall was 
built around the pool to support the heavy lighting equipment required. 

Divers check out their back-packs and helmets 
in readiness for an ocean dive. The exciting 
action required services of many professional 
divers. 

submersible. 
This method was very successful for 

the final sequence in the picture when 
we had no less than four divers emerging 
from the water to climb into the Nep¬ 
tune. Later, this studio tank was used 
with the floor hatch of our Oceanlab in 
much the same way. 

One of our largest sets in the studio 
was the ship's laboratory, designed to 
match the look of our research vessel in 
Halifax. By staggering the walls and 
creating a feeling of low ceilings, we 



filled this room with an assortment of 
marine and scientific equipment. Most 
of the equipment was set up around one 
end of the room and included every¬ 
thing from four practical stainless-steel 
lab sinks, to a computerized specimen 
analyzer. I obtained fish specimens from 
the Royal Ontario Museum, which we 
displayed along one wall of the lab. The 
main portion of the room was carefully 
fitted with hydrophone reporting tapes, 
a battery of meters, and a monitoring 
unit for the life-support system to the 
Oceanlab. 

Almost all of our sets incorporated the 
use of rear or front-screen projection to 
give studio scenes a feeling of realism 
and depth. Projection coordinator. Bill 
Hansard, was exceptional in making 
these effects possible. The ship's railing 
could suddenly become a storm-tossed 
ocean or a still moonlit night, according 
to the story. Some of the most effective 
rear screen projection is seen inside the 
Neptune when the giant 20-foot long 
trigger fish appears to swim headlong 
into the front viewport. 

There are times when Ben Gazzara 
and Ernest Borgnine struggle with the 
controls to stabilize a violently rocking 
submersible, and through both view¬ 
ports we see an erupting ocean of falling 
sand and dark seacliffs dashing towards 
the Neptune. An immense 40-foot-wide 
sea crab would slowly amble toward the 
front viewport, and to the horrified few 
inside, the crab would reach out a 
gnarled claw and push the Neptune 
aside. 

There were quiet times when the 
screen proved invaluable. While the 
scientists are sitting around a table in 
the Oceanlab, discussing future plans for 
farming under the ocean, through a 
small porthole on the back wall, a diver 
would slowly swim by in a cloud of 
bubbles. Many of our closeup sequences 
were accomplished this way in a five- 
foot-deep plywood water tank. One side 
of this tank had an eight-foot-wide 
window that accommodated the rear 
screen and the front section featured a 
three-foot by four-foot window for the 
camera. 

When Ernest Borgnine was complete¬ 
ly suited up with a backpack and 
helmet, he was carefully helped down a 
ladder into this tank. Because of the 
rear screen, we were able to reconstruct 
any location or situation underwater. 
There were times when the rear screen 
would register the image of the open 
ocean with Ernest swimming away from 
a giant Lion Fish that would appear to 
eye Ernest as its next meal. Both Bill 
Hansard and Harry Makin would take 
full advantage of these effects and, by 
adding a prop or set piece in the 

foreground, each sequence became dis¬ 
turbingly real. 

One of the last units to film in the 
studio was our Oceanlab II. This 30- 
foot-long habitat was designed in three 
major sections. The living quarters con¬ 
sisted of eight folding bunks, a work 
table, areas for books, and a practical 
head and shower. The lock-out chamber 
consisted of auxiliary air tanks, suit-up 
benches, meters, helmets, and diving 
gear. The centre section consisted of the 
life-support system monitored in a bank 
of highly sophisticated instruments, and 
across from this, a complete medical 
station for our resident doctor. 

Breaker panels, volt meters, oscillo¬ 
scopes and scanning systems were acti¬ 
vated by our technical consultant, Bob 
Bowkett, after weeks of installing a 
variety of batteries, condensers, and 
voltage amplifiers behind the scenes. 
Hundreds of meters, digital readouts 
and scientific units were arranged 
through the courtesy of the large indus¬ 
trial companies that our unit manager 
Deanne Judson had approached. 

With Deanne serving as our industrial 
liaison between the various contributing 
companies, I was able to discuss our 
needs with each company representa¬ 
tive. This arrangement proved very suc¬ 
cessful, since all the companies were 
anxious to see their units installed and 
operating inside our sets. 

UNDERSEA EARTHQUAKE 

Our final sequence to be filmed in 
the Oceanlab II was the undersea earth¬ 
quake. Harry Makin rigged his camera 
inside a spinning wheel rim and with 
this unit mounted securely at one end 
of our long habitat, director Dan Petrie 
and Paul Stader gave the four stuntmen 
a last briefing. With plates, books, 
chairs, and units of equipment rigged by 
our prop master, Keith Barry, the crew 
gathered around the steel rocker for the 
earthquake sequence. 

The rubber shock cords now re¬ 
moved from the rocker, we were able to 
violently wrench the Oceanlab almost 
over on its side and back again. The 
interior became littered with flying 
plates, water breaks, escaping steam and 
scattered stuntmen. Fortunately, this 
chaotic effect worked the very first time 
to successfully complete a difficult stu¬ 
dio schedule. 

While we were filming in the studio, 
two miles down the road we were 
building a swimming pool beside the 
Woodbridge Memorial Arena. It meas¬ 
ured 83 feet long by 35 feet wide and 
15 feet deep. The pool featured two 
underwater windows, one on the end 
wall, and the second window set exactly 
in the middle of the side wall. To match 

miniature sets and parts of the ocean 
areas shot in Freeport, I designed rock 
formations and seagrowth twice their 
size. The shortage of time in construct¬ 
ing a tank of these dimensions posed new 
problems. Deanne Judson was instrumen- 
tal in seeking the cooperation 
of the Township of Vaughan for our 
final building site. We proceeded to 
bulldoze the arena's large parking lot. 

Once the main drain pipes and water 
lines were installed, we started pouring 
concrete to form the base and walls. 
These 12-inch-thick walls were laced 
with tons of steel, reinforced to support 
the final load of 291,000 gallons of 
water. Two small rooms were built 
behind the walls of the pool to facilitate 
filming through the glass windows. A 
third room was filled with filtering 
tanks and natural gas heating units. 
Since the walls were finished in a 
smooth grey concrete, I decided to save 
a great portion of construction time by 
painting a realistic section of seacliffs 
and rock formations on the actual wall. 
Using a special acrylic paint, Mike Papp 
painted a 15-foot by 110-foot undersea 
mural according to color photos and 
film slides of our previous Freeport 
scenes. After finishing this mural, we 
continued to paint the remaining walls 
in a light blue color, and the bottom 
was painted to simulate the rolling 
dunes of a white sand sea floor. 

About this time, the carpenters and 
plasterers were finishing a group of 
vertical rocks, 14 feet high and eight 
feet wide to match the tall painted 
rocks of our sea mural. We built and 
plastered a long cave section that again 
was a detailed reproduction of a minia¬ 
ture cave model filmed earlier in a fish 
tank. When the cave was completed, it 
weighed over 1,800 pounds of conduit 
pipe, lathing screen, and concrete. Both 
the rocks and cave were lifted carefully 
with a block and tackle, and arranged in 
position against the sea mural to await 
the water. 

To cover a pool of this size, a pipe 
scaffold method was utilized by con¬ 
structing a scaffold wall around the 
pool, allowing an area for a workshop. 
The carpenters built 20 80-foot-wide 
wooden truss units to serve as a roof. To 
finish this large construction, we applied 
a final covering of clear vinyl tarpaulins. 
We had no sooner completed this cover¬ 
ing over our Seatank, when, as if on cue, 
the first snowstorm of the season began. 

This blizzard lasted for eleven hours, 
but fortunately, did not affect our 
structure. The following morning the 
fire department arrived and began a 
14-hour water fill from the local hy¬ 
drant. With our sets in position, we 
Continued on Page 934 
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Announcing a revolutionary 
new helicopter mount, right out of the space age: 

HELIVISION II 
FERCO believes that HELIVISION II, 
manufactured in Sweden by Heden 
Engineering, will revolutionize heli¬ 
copter shooting. Designed to “float” 
at the touch of a finger, this unique 
system seems to defy gravity in 
achieving a “weightless in space” ef¬ 
fect which results in new freedom, 
ease of handling and ideal operating 
control. Just think about it: A mount 
that keeps the camera almost inde¬ 

pendent of its environment and will 
hold a given position regardless of the 
attitude or vibration of the helicopter. 
A mount that is lightweight and versa¬ 
tile . . . adapting easily & quickly to 
small, inexpensive helicopters as well 
as their big brothers. We invite you to 
write us for more specific details or 
come in for a free demonstration. 419 
West 54th Street, New York, New York. 
10019. Call (212) 581-5474. 

NOW AVAILABLE AT 
FILM EQUIPMENT RENTAL COMPANY 
EXCLUSIVE EAST COAST DEALERS 
FOR HELIVISION II 

TIFFEN 
FINEST FILTERS AVAILABLE TODAY 

PROFESSIONAL 
FILTER HOLDER 

Holds your square glass and 
gelatin filters as well as round 
series-size glass filters, sep¬ 
arately or together—and per¬ 
mits you to align oblong or 
square sunshades accurately, 
too. Available for 3-inch 
square and Series 8 or 9 
round filters, or for 4x4-inch. 
Both holder sizes mount on 
your lens with standard 
adapter rings. 

RECTANGULAR 
FILTERS 

VIEWING FILTER 
Permits the visual interpreta¬ 
tion of shadow and high¬ 
lighted details corresponding 
to the films emulsion. Color 
and b/w types available; in¬ 
terchangeable filters. With 
neck chain; pocket case. 
Color Viewing Filter ND 2.0 

B&W Viewing Filter 90-50 

Color Viewing Filter 
(Hi-Speed film) 

SPLIT 
FIELD 

LENSES 
Breathtaking close-ups . . . 
with sharp distant detail . . . 
with Tiffen split field lenses 
that fit like a filter. Available 
in +V2, 1, 2, 3 diopters in 
series sizes 5-9 and 41/27' 
diameter too! 

for Arri 16 matte box. Avail¬ 
able in all colors and neutral 
densities 0.1-1.0. 

TIFFEN OPTICAL COMPANY 
71 Jane Street, Roslyn Heights, L.I., N.Y. 11577 
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MILLER.” 
ALWAYS ONE STEP AHEAD 

The new Senior “F” and Light Professional Tripod Heads 
to supplement present “Miller” Lines. 

* 
FEATURES INCLUDE: 

Pan Unit permits (full 360°) 
horizontal traverse between 
full fluid drag and free slip for 
filming fast moving objects 
or events. 

Full fluid action tilt (full 90°) 
either way with more positive 
tilt control and Lock, in 
any traverse. 

The “F” Head will support 
medium 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. 

U.S.A. PATENT NO’s. 3,712,571 and 3,592,429 
Others Pending. 

MILLER PROFESSIONAL EQUIPMENT 
6500 Santa Monica Boulevard / Hollywood, California 90038 / Phone: (213) 466-5105 
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INDUSTRY ACTIVITIES 
Continued from Page 871 

erwise instructed, all materials will be 
returned insured parcel post. 

HOW TO ENTER 

To provide an equitable basis for 
judging, the CINDY Competition is 
divided into groups and categories. It is 
important that you select the proper 
ones, as the jurors are under no obliga¬ 
tion to place an entry in its proper 
category. Each entry is judged not only 
on creative and technical excellence, but 
on achievement of its stated objectives 
and intended audience as well. Selection 
of the wrong category could penalize 
your entry. To facilitate the judging of 
videotape entries, please provide (on the 
entry form) as much information as to 
type and system used as possible. 

GROUPS 

There are three major groups in the 
CINDY Competition: 
A. Films 
B. Videotapes 
C. Student Films 

CATEGORIES 

Groups A. and B. are subdivided into 
the following categories: 
1. Public Relations—A production de¬ 

signed to inform a general audience 
2. Employee Relations—Intended for 

an in-house audience; to inform, 
motivate, or indoctrinate. 

3. Technical—About a specific prod¬ 
uct's performance or capabilities for 
a specialized audience 

4. Training—Detailed how-to-do-it in¬ 
structions 

5. Academic Instruction—Designed to 

educate, rather than train 
6. Enrichment—Art, culture, religion, 

etc. 
7. Sales/Advertising—To sell a specific 

product 
8. Special-Purpose or intended audi¬ 

ence does not fall under one of the 
above 
Group C—Student Films—is not 

divided into categories. IFPA inaugu¬ 
rated this special group in 1972 in 
recognition of the growing number of 
educational institutions who have added 
cinema courses to their curriculum. Out¬ 
standing entries in this group will re¬ 
ceive Certificates for Creative Achieve¬ 
ment. To qualify, films submitted must 
meet the criteria as specified under 
RULES (above), except that films may 
be either 16mm or Super-8, and proof 
of student status must accompany the 
entry form. ■ 

THIS ADVERTISEMENT WAS DESIGNED 
ALL UNDER ONE ROOF 

Camera & Story Helicopters, 
Top Cameramen available Movie Pilots, 

16mm,35mm,70mm, & Video-Tape Camera Mounts 
For further details on mounts, cameras, helicopters 

and experienced movie pilots, contact 

CONTINENTAL CAMERA 
SYSTEMS 

Los Angeles (213) 989-5222 

NATIONAL HELICOPTER 
SERVICE 

Los Angeles (213) 345-5222 

16800 ROSCOE BOULEVARD ■ VAN NUYS AIRPORT, VAN NUVS, CALIFORNIA 91406 

Miami Fla. (305) 754-4141 

898 AMERICAN CINEMATOGRAPHER, JULY 1973 

TO ATTRACT YOUR ATTENTION 



FILMING "STEEL ARENA" 
Continued from Page 909 

That evening, for Dusty's big jump, 
off-duty police volunteered their time 
to help with crowd control. And crowds 
there were. For three city blocks they 
lined the streets. They started gathering 
at 7:30 p.m. when our lighting crew, led 
by gaffer Richmond Aguilar, (a beauti¬ 
ful and totally professional man, I might 
add), began placing lights along the rims 
of buildings. The crowd didn't leave 
until 4:00 a.m. when the last shot was 
in the can. The city provided a drop-line 
from the local power source and we 
used 36 Master Lights, a 10K and 10 
quartz lights to light two city blocks. 
These Master Lights again gave us more 
reach per size and unit for a long throw, 
plus versatility per number of units to 
move for better angles. Their being 
lightweight and portable was another 
asset of these lights. There was no 
greater thrill for me in Lodi than taking 
the megaphone and directing my first 
DeMille-style crowd scene of 3,000 ex¬ 
tras, all of whom cheered and applauded 
on my cue. 

Dusty's stunt actually broke the 
world record and was carried by UPI on 
sports pages in thousands of newspapers 
across the country the following morn¬ 
ing, living up to our promise to put Lodi 
on the map. 

THE ACTING 

The major roles in “STEEL 
ARENA" were filled primarily by non¬ 
actors. The end result of their perform¬ 
ances was believability, mainly due to 
the script which placed all the charac¬ 
ters in situations closely related to their 
real-life roles. Gene Drew captivates the 
audience as the energetic, powerful pro¬ 
moter, but this is Drew's real self. The 
fact that Dusty does his own stunts in 
the movie results in a sense of documen¬ 
tary realism. Using real people, though, 
did create some problems. Dusty, in the 
film story, was to break his right leg, 
but, in reality, ended up breaking his 
left leg. We had already shot scenes with 
Dusty's right leg broken. Therefore, we 
spent a good part of the filming chang¬ 
ing Dusty's cast back and forth. Also, 
non-professionals tend to perform in 
their film parts the way they happen to 
feel that day. If they're depressed for 
any reason, they haven't the craft or 
tools necessary to act any way other 
than depressed when the cameras roll. It 
takes an unusual amount of patience to 
inspire the non-actor to go before the 
cameras when he's not feeling good. 
However, one rowdy Daredevil wanted 
to act so badly that when I shortened 

TWO SMSNIHGAIWT NEW 
IMPROVEMENTS FROM 
MAGNASONC/MOVIOLA 

The first film 
splicer in the industry 
that gives you both 16mm 
and 35mm capabilities in one! 
Saves the unnecessary expense of 
buying separate splicers for each film size 

“SERIES 20” 
SOLID STATE 
AMPLIFIER 

No more tubes to 
replace, no wait for 
warmup! Instant response 
solid state amplifier to update and improve audio per¬ 
formance of your present Moviola. For models UC-20-S, 
UK-20-S, UD-20-S, UL-20-S, UD-20-CS, UL-20-CS, UD- 
20-2S, UL-20-2S, UD-20-C2S and UL-20-C2S. 

[ magnasync] | 
movTola j L 

WHEN IT CAN BE MADE BETTER- 
WE MAKE IT! 

magnasync/moviola corporation 
W a A Subsidiary ol Craig Corporation ■ 

5539 RIVERTON AVENUE / NORTH HOLLYWOOD, CALIFORNIA 91601 (213) 877-2791 
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Iff you're thinking CP-16... 
think Camera Hart. 

The CP-1616mm sound Camera 
“On-the-spot” coverage for TV News 

and Documentary Film Makers. 

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. 

Designed and Manufactured by: 

<33350® 

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. 

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, NJ. 

For more information fill in the coupon below or phone. 

m" CAMERAM ART~ 
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  

Company  

Address    

City State Tel.  A7 

his part for practical reasons, he came at 
me with a shotgun and threatened to 
blow my head off if I didn't write his 
lines into the script again. Needless to 
say I was back at the typewriter within 
minutes. 

A surprise that I received recently 
was the news that one non-actor, Ed 
"Chromedome" Ryan, who plays the 
roll-over man, turned out to be an 
escapee from the Wisconsin State Prison 
and had been wanted for armed robbery 
during the whole of the shooting. Who¬ 
ever would have guessed that a man 
wanted by the law would appear in 
front of hundreds of people disguised as 
a movie star? 

Two parts in the film required 
trained actors. Dusty's girlfriend was 
played by Laura Brooks and Dusty's 
chief antagonist by Bruce Mackey, an 
actor from The Committee in San Fran¬ 
cisco. Bruce finally tired of being the 
only male actor not doing stunts and 
ended up asking to perform the human 
battering-ram for real, making Bruce an 
actor who really uses his head. 

The cinematographer was John Ar¬ 
thur Morrill. John brought with him 
gaffer Richmond Aguilar. Both of these 
men brought a quality and dedication to 
their work and the film that I could not 
have done without. 

John and I decided to shoot in the 
Techniscope format and Techniscope 
turned out to be a fine choice. It is, I 
feel, a much better option then 16mm 
or Super-16 for low-budget films. Tech¬ 
niscope gives you far better quality and 
a wide-screen look for the same cost as 
16mm blow-up to 35mm. Techniscope 
allowed us to shoot a large amount of 
footage at a big savings, using only half 
the standard 35mm frame. This made it 
economically feasible for us to use our 
four cameras on the thrill show mater¬ 
ial. Further, we avoided problems re¬ 
lated to getting good sound and picture 
in our natural locations, as the format 
allowed us to put microphones and 
lights right on top of the frame. There 
was one drawback, however, in editing. 
We had to work with a squeezed work- 
print and would have been much hap¬ 
pier to have followed through with the 
savings of Techniscope by having a 
contact Techniscope workprint to run 
the sound at 45 feet per minute. In this 
way, our sound cost would have been 
cut in half. Unfortunately, though, we 
could not have interlocked or mixed the 
film at that sound speed. 

We shot with Arriflex Techniscope- 
converted cameras, with a Cine 60 
blimp and 400-foot magazines. We de¬ 
cided not to use any zoom lens shots in 
the film and stayed totally with hard 
lenses to give the film an old-fashioned 
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50's look and feeling, and also because 
sharpness is critical in Techniscope. It 
was for this reason also, sharpness, that 
we tried not to shoot at any aperture 
wider than F/4. Finally, the Techni¬ 
scope format proved to be visually 
exciting for an action film. 

Ken Phelps became the rigging con¬ 
sultant on "STEEL ARENA". We used 
his specially-built iron boxes which pro¬ 
tected two Bell and Howell army sur¬ 
plus cameras we had purchased. These 
cameras were mounted inside the cars 
and enclosed in steel casings. They had 
to withstand the shocks and impacts of 
cars crashing head-on at speeds up to 
100 miles per hour. The cars would be 
completely crushed, but the camera and 
steel case remained intact, giving us 
quite spectacular, and, I'm sure, never- 
before-seen P.O.V. shots of cars crashing 
head-on at high speeds. For close-ups of 
the drivers during our chase and tour 
footage, Phelps Super-Grips were used 
to great effect. Aguilar provided 30-volt 
battery units and seal-beam lights for 
mounting on the hood. 

Included in the film is a 40-second 
4-way split-screen sequence of car crash¬ 
es. Cinema Research Corp. did a tremen¬ 
dous job on this material made from 
CRI dupes. For a montage section of 
the film, made up of 22 dissolves, we 
insisted on inter-positives rather than 
the CRI, which would have been cheap¬ 
er, because many of the shots were 
made at night and we felt negative 
dissolves would look poor. In a positive 
dissolve the light areas dominate and 
that's what we wanted, as the shots 
were of characters against dark back¬ 
ground. 

The sound was handled by John 
Brumbaugh, who did a fantastic job of 
recording a great effects track. To get 
great crash sounds for our accidents in 
the film, John and I went to an auto junk¬ 
yard and had Daredevils crash cars into 
each other so that we could specially 
record, close-up, sounds of cars crashing 
and metal against metal. This gives our 
Demolition Derby a particularly great 
effect. These car crashes turned out to 
be so good for sound, that in one 
sequence in a bar scene, where a Dare¬ 
devil falls on the ground during a fight 
scene we didn't have a good effect, so 
we used a car crash sound and it worked 
perfectly. 

One of the most rewarding things to 
me about the filming of "STEEL 
ARENA" was the esprit de corps with 
which the film was made. The cast and 
crew, working together for very little 
wages in all aspects of the production, 
gave the film a value far greater then the 
actual dollars that went into its produc¬ 
tion. ■ 

OPTICAL PRINTER 
35mm SUDES OR 16mm (8 or S8 optional) $680 

ANIMATION MOTOR __$148 

MULTIPLE FRAME PRESETER  250 

BOLEX H8 SUTO 8 CONVERSION 139 

ACME OLE PUNCH__ 165 

/fj-K CAMERA SERVICE 
3908 high street, Oakland,(alit, 94619 (415) 531-5070 

k   / 

.scnulke 
films in association 

with Black Star 
Productions,Inc.I 
Complete facilities for dll 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 

PILOTS SPECIAL 
Arriflex 16S/B Camera $3180.00 

8V Variable Speed Motor 245.00 

6' Power Cable 24.00 

8V Nickel Cadmium Battery 196.00 
Zeiss Vario Sonnar 10-100 Zoom Lens 1560.00 

Suggested Total User Price $5^()5.O0 

Special Package Price— BRAND mi $3,645.00 

immnnvmviivifminnin 

$S_ PHOTOMART 
CINE EQUIPMENT SUPPLIERS 
6327 S. ORANGE AVE., • ORLANDO. FLA 32809 

IU 
SALES ■ RENTAL ■ SERVICE ■ (305)851-2780 

We help with your special effects. 

Call us for information on 16mm/35mm at any time. 
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Continued from Page 843 

quency. Colored filters merely act as 
neutral-density filters and do nothing to 
change the color of the beam. 

Laboratory stands and clamps were 
used to insure precise alignment of the 
glass. Synchronous clock motors of 4 
rpm, 1/2 rpm, % rpm, etc. were used to 
insure fluid movement. A few effects 
were shot at 24 or less frames per 
second, but most usually the camera 
speed was set at 48 fps to insure 
smoothness. When we wanted to induce 
hesitation or irregularity we pulsed the 
electrical power for the motors. Elsa 
and I encountered our primary difficul¬ 
ty when we attempted to re-create a 
scene or specific movement of the week 
before. There were so many variables: 
laser power levels, alignment, electric 
motor speed, angles of glass interfer¬ 
ence, mylar thicknesses, etc. At first, it 
was often four a.m. and we were still 
attempting to duplicate the shot. Even¬ 
tually, we succeeded in the duplication 
of effects by painstakingly cataloguing 
and documenting our setups. 

The film was essentially an ''optical” 
film in order to gain control of its 
development. An Acme wet-gate optical 
printer was used to re-photograph, repo¬ 
sition the images, to add color, change 
speeds, to fade and dissolve, to go from 

Writer-producer-director-cameraman-editor Dale Pelton works at the KEM editing console, which 
was used to cut the sync picture/sound track. This was necessary, since the Moviola could not 
read the quadraphonic track. Transfer from 1 /2-inch tape to 35mm mag stock was done by Jack 
Woolse of Todd-AO. 

Dr. Elsa Garmire, a member of the research faculty at the California Institute of Technology, 
shown working with one of the laser set-ups which she used for creating the effects in the film. 
(OPPOSITE PAGE) Randomly selected film clips from "DEATH OF THE RED PLANET”, 
indicative of the vast variety of colorful images that lend the picture a "cosmic” scope. 

positive to negative, to strobe the light, 
to solarize, and to basically animate the 
film. At this point script writing began 
in earnest. Storyboard drawings aided in 
calculating the printing sheets. Various 
shots were combined so that double and 
triple impositions resulted in new, more 
complex, compositions. Some of the 
effects were the result of stumbling in 
the dark and chance experiments. There 
were over 27,000 individual frames in 
the finished film and many thousands 
more in the original footage, all of 
which had to be individually accounted 
for when lining up the optical cue 
sheets. Several printer passes were re¬ 
quired and each frame was shot two or 
more times at widely-spaced time inter¬ 
vals. Errors were made and, on rare 
occasions, the errors were fascinating in 
themselves (like the scene where posi¬ 
tive and negative mattes were six frames 
out of phase) and were not thrown out, 
but were integrated into the film. After 
spending night after night preparing 
intricate effects sheets while bending 
over a synchronizer, I felt more like an 
accountant than a filmmaker. 

Jan Buehre and I did all of the 
optical printing work, including the 
blowup to 35mm. Since the film had 
been shot on 7241 and 7242 stock, we 
encountered like the makers of 
Continued on Page 911 
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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 

photo processors fnc. 
Box 2116A • Austin, Texas 78767 • Phone AC 512-472-6926 

Photo Processors is the fastest growing film and photo lab in the 
Southwest. For a good reason. 

We have the equipment and the professional staff to make your 
professional life easier. 

Our advance scheduled processing techniques move your jobs 
rapidly through a world of quality controj. 

Here are some of our services: 
if 16 mm ECO-3 Ektachrome Processing 
if 16mm ME-4 Ektachrome Processing 

& Printing 
if Silver Sound Track Application 

for 7389 & 7390 
if Super 8mm ME-4 Processing 
-jlr 16mm B/W Reversal Processing & Printing 
if Super 8mm B/W Reversal Processing 

if 16mm Color Internegative/Positive 
if Ultrasonic Cleaning 
if Eastman Video-Color Analyzer 
if Additive Color Printing—16mm 
if Complete Modern Sound Dept.— 

2 Studios, Mixing Theater 
if Complete Modern Custom Still Photo 

Finishing Dept. 

After it leaves your 
hands, put it in ours. 

CINEMA WORKSHOP 
Continued from Page 816 

of the TTL is approximately half that of 
the entire frame. (See FIGURE 1) Thus, 
the above lenses would effectively be 2° 
spot meters when zoomed tight. On the 
other hand, by zooming wide, the TTL 
becomes an averaging reflective meter of 
over 60° acceptance. 

The TTL is perfectly suited to zoom 
lens technique. The cameraman zooms 
in to the subject, opens wide, focuses, 
stops down to the needle match and 
then zooms out to compose. In one step 
he has achieved critical focus at wide 
aperture and maximum focal length, 
obtained an accurate spot reading, set 
iris and composed, without removing his 
eye from the finder. In addition, the 
TTL allows follow-iris technique. If the 
lighting changes during the scene or the 
camera is panned or zoomed to alter the 
overall brightness of a scene, the cine¬ 
matographer can follow iris, similar to 
following focus on a traveling shot. 
Another advantage of the TTL is the 
automatic compensation of filters. 

The fully automatic exposure system 
has finally reached our industry also. 
This device couples a TTL system with a 
servo-motor that sets the iris to the 
proper setting. It essentially by-passes 
the cameraman and uses its own infor¬ 
mation. Of course, the cameraman can 
override the servo-system. The better of 
these lenses are definitely of profession¬ 
al calibre; however, they must fall into 
the special-purpose category. For cer¬ 
tain types of documentary, hard news, 
sports coverage, cinema verite, etc., 
these lenses can prove to be invaluable. 
A professional automatic iris lens (see 
FIGURE 2) performs its function flaw¬ 
lessly. In recent tests, this lens smoothly 
tracked from an F/2.2 to an F/22 
during a pan of only five feet. The 
results were accurate, consistent and 
smooth. 

Its placement into the special- 
purpose category is not due to any 
shortcoming of the automatic iris sys¬ 
tem per se, but rather to the inadequa¬ 
cies of the reflective-type light meter 
principle which we have already dis¬ 
cussed. The iris will faithfully and accu¬ 
rately follow the reflective reading. 
However, the cameraman's brain is not 
in the servo system to interpret the 
reflective readings. Thus, a close-up of a 
light-skinned person may be too dark, 
or the iris will shift on a static subject 
due to changes in the background 
brightness. This could occur while pan¬ 
ning a subject walking down an evenly 
lit street. The light on the subject will 
remain constant, yet the iris will com¬ 
pensate as the subject passes in front of 
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a light-colored building and then a dark 
one. 

Amateur and semi-professional auto¬ 
matic iris systems suffer from condi¬ 
tions known as “hunting” and “over¬ 
shoot". Hunting occurs when the iris 
tends to oscillate back and forth at 
approximately the proper exposure 
point. It appears that the iris knows the 
correct spot but cannot quite make up 
its mind. Overshoot usually occurs when 
the lens is panned from one extreme of 
illumination to another. The servo mo¬ 
tor whips the iris to the new position, 
but gains too much momentum in the 
process and overshoots the proper stop 
and then slowly comes back. An auto¬ 
matic iris lens can easily be checked for 
these shortcomings. Truly professional 
automatic lenses have almost entirely 
eliminated these problems. ■ 

SUMMIT FILMS RECIPIENT OF FILM 
FESTIVAL AWARDS 

Summit Films is proud to announce 
that it has recently received several film 
festival awards. 

I KAROS took the first place gold 
medal in the first Festival International 
du Film Alpin held in Paris, France on 
October 15th. SENTINEL: THE WEST 
FACE received the third place bronze 
mdeal. Mr. Jean Louis Guillermou, the 
director of the Festival International du 
Film Alpin, invited a representative 
from Summit Films to attend the Festi¬ 
val as his guest. William Trautvetter 
travelled to Paris and received the 
awards. 

At the U.S. Television Commercials 
Festival held in Chicago on November 2, 
SUNSCOPE, Summit's 60-second com¬ 
mercial on the Caribbean for Eastern 
Airlines (Young & Rubicam Agency) 
received two first place awards: one for 
the Recreation Category and one for 
Editing Technique. Roger C. Brown, 
Summit Films' President, attended the 
Festival and received the awards. 

SUNSCOPE won the gold medal for 
the live action, 31 to 60 second com¬ 
mercials in the recent International Film 
& TV Festival of New York. This award 
was accepted by Mr. Dennis Powers of 
Young & Rubicam. 

CINE awards which Summit had 
received throughout the year were pre¬ 
sented to Mr. J. Lusk of Modern Talking 
Picture Service at their recent banquet. 
In addition to Golden Eagles for SKI 
AMERICA and A THIRD CHANCE, 
foreign festival certificates were received 
from the Kranj 4th International Fes¬ 
tival of Sports & Tourism Films, the 
Cortina Sports Film Festival and the 
Venice XV Golden Mercury Film 
Festival. 

^•American. . 
Cinematographer 

REPRINT 
FILMING “2001- 
A SPACE ODYSSEY” 

SUPER-8— 
THE STATE OF THE ART 

|~ AMERICAN CINEMATOGRAPHER”j 
| P.O. Box 2230, Hollywood, Calif. 90028 i 

I Please send me copies of the I 
I FOUR-IN-ONE reprint @ $5.00 ea., I 
I postpaid. 

| NAME  | 

ADDRESS   | 

CITY   

SUPER-16 

VIDEOTAPE & FILM 

All in one place—no advertising 

STATE   ZIP   

California residents please remit 5% Sales 
Tax. (25^ per copy). Foreign buyers 
please pay by International Money Order 
or U.S. Funds. 

INTRODUCING OUR 
25TH ANNIVERSARY 
HEADACHE REMEDY. 

Whether your headache’s caused by overweight heads or overweight 
prices, the NCE Super Mini will have you feeling better fast. Designed 
for cameras up to 20 lbs., the Super Mini weighs 
only 4‘/2 lbs. by itself, and only 141 

with its matching ball, handle and 
lightweight legs. It’s a heavyweight performer 
though. Featuring the patented 
ultra-smooth Hydrofluid * pan and tilt 
movement that made NCE heads industry 
standards. 

But we didn’t stop there. Among its other 
refinemets, Super Mini includes positive pan 
and tilt locks, quick-leveling ball, built-in 
spirit level, adjustable-angle-and-length 
right/left-hand handle, choice of 14”or 3/s” 

tie-down, full 360° pan and ± 90° tilt from 
center. Like our larger Hydrofluid heads, 
the Super Mini is available with a full 
line of versatile accessories, including 
a special lightweight triangle. 

We’d like to tell you more about 
the Super Mini and the other NCE 
“Anniversary” special products and 
prices. Just call us. We’ll show you 
why so many industry professionals 
have been doing the same for over a 
quarter-century. 

(^HEADQUARTERS 
NATIONAI CINE EQUIPMENT, INC. 

4140 Austin Boulevard, Island Park. N. Y. 11558 (516) 889-4600 
Cable Address: CINENAT 
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FILMING "STEEL ARENA" 
Continued from Page 855 

about film production and who agreed 
to work for a fair salary. Rick, Bob and 
I set to work organizing the production 
scene by scene, intent on not exceeding 
our budget of $150,000. What we need¬ 
ed to fulfill the script requirements 
included nine principal characters, 
thousands of extras, supporting players, 
the staging of three auto thrill shows, 
one demolition derby, a moonshine 
chase, the duplication of a tour through 
the South, the main street of a small 
town and twenty-five additional loca¬ 
tions spread throughout Northern Cali¬ 
fornia. To keep within budget and allow 
us to get people to work economically 
for a limited period of time, we set the 
shooting schedule for 21 days. All of 
the above we accomplished! 

While "STEEL ARENA" sometimes 
has the feeling of a realistic docu¬ 
mentary, all of the footage was staged 
for our cameras. I felt that we could not 
shoot at actual thrill shows, as the 
audiences would grow restive during the 
boring process of setting up shots and 
demand their money back. However, we 
rented the stadium facilities, announced 
to the public in the newspapers that a 
film would be made at the speedway 
about the Auto Daredevils and that not 
only could they watch a film being 
made, but also the Daredevils in action. 
Thousands turned out at our thrill 
shows and paid an admission fee to 
watch "STEEL ARENA" being shot! 
This is undoubtably the first time in the 
annals of movie history that the extras 
paid the producers to appear in a movie! 
Printed on the back of the tickets was 
our release, giving us all rights to their 
pictures upon their entrance to the 
grounds. 

In our locations we attempted to 
duplicate the feeling of the South today 
and even the most well-traveled South¬ 
erner would be fooled. To do so we 
covered territory that included San 
Jose, Sacramento, Vallejo, Berkeley, 
Russian River, San Francisco and 
Locke, in Northern California. The com¬ 
pany never stopped moving for a day. 
All of the locales have an authentic rural 
atmosphere. This was enhanced by the 
photography, which was designed to 
give the film an earth-colored and gritty 
look. In the lab, during post-production, 
we worked closely with Technicolor 
timer Wayne Gilgord, to time all the 
scenes warm, bringing out the browns to 

(LEFT) "Squeezed" frame blow-ups from 
4-way split-screen montage of car crash ac¬ 
tion, created through the use of CRI dupes by 
Cinema Research Corp. 

point up the idea of a dirt track life. 
Throughout the production we de¬ 

vised ingenious ways of obtaining the 
film visuals at little or no cost. For the 
chase which opens the film we pur¬ 
chased a fleet of 1969 Ford Sedans 
from the Yellow Cab Company (which 
changes models every three years), for 
$75.00 apiece. These provided us with 
the basis for the 140 cars that would be 
totally demolished by the time the film 
was finished. The stuntwork in the 
chase was out of the Daredevil hand¬ 
book. The stuntdrivers in the film 
"tripled" as actors, stuntmen and me¬ 
chanics, saving us thousands of dollars. 
The Daredevils worked for a percentage 
of the profits. We had to shoot the 
chase in continuity, as we could afford 
only one model of the 1939 Dodge 
coupe Dusty Russell drives. Any one of 
the stunts he performs in the chase 
could have wiped out the car. Each time 
Dusty was successful and the car sur¬ 
vived, the cast and crew would cheer— 
although without our Daredevil mechan¬ 
ics repairing the car all night before each 
day's shooting, it wouldn't have gone 
one mile. The most difficult location to 
find was the old wooden barn which 
Dusty crashes through in the '39 Dodge. 
These are considered valuable by their 
owners, and so it took us two months to 
locate a barn and convince its owner 
that his barn would be famous after it 
appeared in our movie. 

For the interior scenes in the bars we 
used natural locations and filled them 
with local people for mood and atmo¬ 
sphere by giving away free drinks. This 
was a mistake, in spite of the great faces 
and "free talent", because, after two 

Dusty Russell's car flies three stories high 
above Lodi main street to actually break 
world's "dive-bomb" record. The next morn¬ 
ing this photograph was published in 4,000 
newspapers throughout America. 



(LEFT) Part of the large crowd that turned out to attend night "Thrill Show" staged in Vallejo, California. Individual spectators were posed for 
reaction shots used in the sequence. (CENTER) The wreckage of Dusty's car, following Vallejo Speedway dive-bomb crash. (RIGHT) Daredevils look 
out over wreckage of car toward bloodthirsty crowd which packed the Vallejo Speedway to participate as extras in the filming of "STEEL 
ARENA". 

(LEFT) Cameraman Morrill directs setting up of FAY lights for barn moonshine sequence. These lights were specially rebuilt by Gaffer Richmond 
Aguilar, so that each light was individually adjustable for added control. (CENTER) Aguilar rigs seal-beam lights for upcoming scenes inside the 
"Circus of Death" cars. (RIGHT) Actor Bruce Mackey, playing arch-rival of Dusty Russell, cuts Dusty's seat belt before his dive-bomb stunt at 
Vallejo Speedway, while Cameraman Morrill films insert. 

(LEFT) Mark Lester directs scene inside Isleton's Delta Bar, while Rick Smith fishpoles microphone in background. (RIGHT) In the middle of 
shooting the Isleton bar sequence, a real fight breaks out near the entrance. Quick-thinking cameramen filmed this unexpected action, but it was 
later cut from the film. Skillful Use of existing locales and utilization of actual crowds resulted in a feature that looks as though it cost many times 
more than it actually did. 

(LEFT) Cameraman John Morrill prepares to shoot long shot of wrecking yard from erected platform, while Assistant Cameraman Charles Eason 
hauls up blimp. (CENTER) Dusty Russell looks over his souped-up "moonshine runner" car in barn sequence. Makeup man Jim Catania, doubling as 
actor, guzzles booze in foreground. (RIGHT) Grip Couter Watt inspects damage done to state highway sign during chase. The stunt driver 
miscalculated, coming within inches of destroying the camera. 



(LEFT) Two cameras are set up to film upcoming death scene of Speed Sterns. Double cameras were used to shoot most of the dramatic footage at 
the tracks, in order to save time. (RIGHT) Bruce Mackey, strapped to the hood of the car in preparation for shooting the "Human Battering Ram" 
sequence, turned out to be an actor who really 

hours, the extras were so completely 
plastered it was almost impossible to 
quiet them for a take. The real feeling 
was brought out further by the lighting. 
We lit the bars from overhead for a 
documentary feeling and to allow us to 
put the camera anywhere to shoot at 
F/4. We used local power in the bars. 
The voltage kept dropping, though, due 
to the load, dimming the lights but 
lending a warm, earthy tone to our 
interior scenes. 

To film the demolition derby, in 
which Dusty defeats the champion 
''Masked Marvel" and rises to the top of 
the car world, we first looked for a 
demolition derby that was already tak¬ 
ing place. None were being held the 
month we planned to shoot. We had no 
choice but to stage our own. Having 
only wanted to make a comment on this 
weird American sport (after all, where 
else but in the United States can people 
afford to crash and destroy good-run¬ 
ning cars for a hobby?), I found myself 
promoting a derby event. Bob and I 
contacted a local race track which was 
holding a motorcycle race, and got the 

d his head. Looking on, at right, is Dusty Russell. 

track free, provided that we would 
make our Derby an extra event after the 
race. A crowd for reaction shots for 
free! Now for the drivers and the cars. 
We posted notices around Sacramento, 
offering $300 prize money to the win¬ 
ner, explaining that we were making a 
film. Sixty drivers and their cars showed 
up to compete. Before the Derby I held 
a drivers' meeting and explained that 
our man Dusty was not competing for 
the money, but wanted to be left pretty 
much alone until the end of the event, 
when we could stage the final duel 
between Dusty and our other actor the 
"Masked Marvel". The drivers must have 
had their own meeting and decided to 
show "those Hollywood film people 
who was boss," because, when the gun 
went off signaling the start of the derby, 
all sixty cars came right for Dusty's 
1939 Dodge coupe (still running after 
the chase) in an attempt to knock him 
into oblivion. Dusty's great driving 
saved the day for us. He escaped, we got 
our realistic shots of Dusty in a Demoli¬ 
tion Derby and staged the final show¬ 
down with the Marvel amidst the wreck¬ 

age of sixty cars. All of this production 
value captured on film for $300. 

In the filming of our thrill shows, we 
used two day-events and one night-event 
and, in the editing, made them appear 
like many shows staged over an entire 
summer. We used four cameras to film 
the shows—two on the track, one in the 
stands and one in the stuntman's car. 
The danger was great, as we wanted to 
give the audience the feeling of being 
right there on the track and this necessi¬ 
tated our being in tight for the shots. 
We found that action looks best played 
to and from the camera, in close and 
with a wide-angle lens. Many a time, 
though, a car would fly in the wrong 
direction, forcing us to run for cover 
with our cameras. For the night thrill 
show shot at the Vallejo Speedway we 
made use of their existing light poles 
and chose Master Lights because they 
have spot, medium and wide beams. By 
placing the lamps correctly we could 
control our lights and shoot generally. 
We used 36 Master Lights on racks of 6 
each, which fit onto one stand fed with 
one cable, for the convenience of mov- 

(LEFT) Mounted inside Daredevil car, the camera is enclosed by steel case specially designed by Ken Phelps, who created the many exotic rigs used 
for filming the automobile action sequences. (RIGHT) Gaffer Aguilar places lights for shooting sequence inside the Delta Bar. He is a veteran of 
many outstanding features, including: "EASY RIDER", "FIVE EASY PIECES" and "WHAT'S UP DOC?". 



(LEFT) Director Lester takes a look through the camera to check set-up for shooting scene on country road. (RIGHT) 1939 Dodge coupe, driven by 
Dusty Russell, crashes through side of "moonshine" barn to begin the chase sequence. This old barn was the single hardest item to locate, since such 
structures are considered to be antiques by their owners. Running from the scene is generator and transportation specialist Skip Hitchcock, who 
doubled as a moonshiner in this sequence. 

ing and adjusting with a limited number 
of people. Also, we used two generators. 

In the film's climatic scenes, the 
script calls for the promoter, Gene 
Drew, to bring his star, Dusty Russell, 
to a small Southern town to break the 
world's dive-bomb record on the main 
street, where the town's residents are to 
give him a rousing welcome. We also 
wanted to stage a parade during the 
afternoon on the street as a welcome to 
Dusty. We contacted many towns in 
Northern California and finally con¬ 
vinced the officials of Lodi, California 
that our stunt would put them on the 
map and bring them national publicity. 

The cooperation of the town was 
fantastic. For our parade sequence the 
local high school band (more than 100 
pieces) played for free, and a local car 
dealer donated some classic automo¬ 
biles. The crowds lined the streets, our 
banners were strung across the intersec¬ 
tion on the main street and a local 
10-year-old bow-legged baton-twirling 
majorette joined Dusty and Drew as 
they waved to the crowds. 
Continued on Page 899 

(LEFT) Director Lester smiles with satisfaction as he observes rehearsal of a scene. He did a 
superb job of drawing credible performances from non-professional "actors". (RIGHT) 
Side-camera rig devised by Ken Phelps for shooting dialogue scenes inside car. Despite almost 
wall-to-wall action of a most intricate type, "STEEL ARENA" was completed on a very short 
shooting schedule and within estimated budget. 

(LEFT) Cinematographer John Morrill lines up opening shot of the film along a country road. (RIGHT) Speed Sterns, motorcycle stuntman with 
"Circus of Death", performs stunt for biker sequence on main street of Isleton, California. More than 32 locations were used as backdrops for 
filming, lending "STEEL ARENA" an authentic rural look. Isleton doubled as a small Texas town. 





Dale Pelton made the rough cut of the picture using a traditional Moviola. He spent night after 
night preparing intricate effects sheets and lining up the optical cue sheets. Several printer passes 
were required and each frame was shot two or more times at widely spaced time intervals. 

"THE RED PLANET" 
Continued from Page 902 

“WOODSTOCK”, as reported \n Ameri¬ 
can Cinematographer magazine, the 
problem of the 35mm blowup shifting 
towards green. Even the blacks picked 
up a slight greenish cast. By using a 
Hazeltine Color Analyzer we balanced 
the color by adding gel corrections 
varying from 10CC magenta and 30CC 
blue to 25CC magenta and 60CC blue. 
Of course, the gel densities and in¬ 
creased exposure required slowed our 
printer speeds down to 5 feet per 
minute and 21/2fpm. The film could be 
easily further enlarged to 70mm. I have 
held discussions with Linwood Dunn, 
ASC, of Film Effects about the possibil¬ 
ities of blowing the film up to 70mm or 
even to the 70mm iMAX format, be¬ 
cause “THE RED PLANET" is a film 
spectacular which should only be seen 
on a truly large screen with maximum 
sound fidelity. 

I spent four months cutting a sound 
track from pre-existing electronic sound 
effects. Although it worked quite effec¬ 
tively, I discarded the track because it 
was monaural. Industry technology has 
often dragged its feet in the area of 
sound. Even today, many films are 
released monaurally in theatres with 
woeful sound equipment, even as most 
younger audiences are buying quadra¬ 
phonic systems for their homes. This is 
ludicrous, but the industry still resists 
change. 

Due to the startling kinetic move¬ 
ment of my images, I felt that this 
necessitated an original composition 
using the three-dimensional space of a 
quadraphonic composition. Thus, the 
sound could move across and around 
the audience and increase their percep¬ 
tual involvement. I searched for several 
months for the right electronic com¬ 
poser. At iast I heard Celebration, a 
work by Barry Schrader, a young teach¬ 
er of electronic music at Cal-Arts. I 
immediately knew he was the one to 
score the film. He had a unique ability 
to generate startling high-energy music. 
Barry's final quadraphonic mix was pro¬ 
duced in the space of two months after 
many all-night sessions with the Buchla 
200 electronic music synthesizer. Using 
complex timbres and as many as twenty 
layered tracks, Barry achieved incredible 
sound densities (sound events per unit 
time). The Buchla sound is quite differ¬ 
ent from that of the Moog synthesizer 
which we have become familiar with in 
pop music. The Buchla does not use a 
keyboard. The various sound events and 
dialogues amongst its modules are ini¬ 
tiated internally, and externally con¬ 
trolled by touch sensitive tabs. The 

sound track for “DEATH OF THE RED 
PLANET" will be released as a quadra¬ 
phonic LP after the film is released. 

Today, in Hollywood, the mass re¬ 
lease of 35mm shorts ("THE RED 
PLANET” is 16 minutes long) is prob¬ 
lematic, due to the exhibitor's and 
distributor's heretofore insistence upon 
the necessity of double feature engage¬ 
ments, even though the hallucinogenic 
visuals of "THE RED PLANET" make 
it commercially viable in today's youth- 
oriented market. I believe that the 
double feature bias will gradually 
change over the next few years and we 
will see more and more often (as in 
Europe) a feature film packaged with a 
short film for multiple engagements. 

While exploring distribution possibili¬ 
ties of “THE DEATH OF THE RED 
PLANET", I am at work on story 
treatments for a large-budget science- 
fiction film entitled, "CELESTE AND 
THE CYBORG", a fantasy-monster film 
inspired by the classic fairy tale Beauty 
and the Beast, and for an extremely 
low-budget horror film about a young 
brother and sister with strange genetic 
traits who are trapped in a mansion 
filled with contemporary art objects— 
ranging from giant strobing electric eyes 
to throbbing, undulating walls. The in¬ 
animate objects have become animate 

. . . and malevolently so. ■ 

Barry Schrader, of the Cal-Arts music faculty, 
studies notes for his original electronic score. 
Sounds generated by the Buchla 200 electron¬ 
ic synthesizer were recorded onto as many as 
20 tracks, which were mixed in layers into the 
final quadraphonic track. The Dolby system 
supressed tape hiss. 
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"A FIELD OF HONOR 
Continued from Page 883 
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You can now get the llojjcrs No! 1 underwater director/cinematog¬ 
rapher/engineer in book form. Send for your free copy. 
Sirs: Please send me a Ippy of “Jordan Klein. Beneath the Surface.’’ 
Name \|g,„  Address  
City  I-.*  State Zip  

Jordan Klein, 3131 N.ET 188th Street, Miami, Florida 33160 

/tit 
NEW DICHROIC LIGHTING FILTERS 

These filters permit film and color television producers to simulate 
daylight conditions by placing them in front of 3200°K lights, 

thus boosting the Kelvin Color temperature to the correct 5600°K 
color temperature. 

Features of the Art Bodkins Dichroic Filters: 

• Withstand 1200°F. 

• Water resistant 

• Guaranteed not to fade beyond Kelvin Color specifications 

• Color-balanced 5600°K ±400°K R/B, R/G 

• Manufactured in all sizes 

The Art Bodkins Dichroic Filters can be obtained for sale or rent 
from most leading dealers. 

For further information and details, write or call: 

s4*t Q OPTICS IK. 
Manufacturer of Motion Picture, H Summer St., Boston, Mass. 02110 
Television & Medical Lighting (617) 542-1944 Cable: Bodkins 

It 

interfering with the operation and or¬ 
ganized the student extras who had 
been rounded up the night before. 
Makeup man Ken Merriman helped get 
the riot police actors into shape. Once 
shooting began, everything fell into 
place. The crew was functioning well 
together by this time, and Jordan and 
Zemeckis had preplanned each shot. 
Peter Belcher, playing Vic Fury, slipped 
into his knee and elbow pads and 
crashed onto the sidewalk for the cam¬ 
era as the police pounded over him. 

Another sequence provided a couple 
of different problems. The character, 
pursued by gunfire, was to vault a wall 
and land in a backyard swimming pool. 
The first portion went well, but the 
pool location was not the same as the 
original wall location. To make the two 
walls match, I produced a hammer and 
chisel and carefully removed the objec¬ 
tionable row of red brick from the top 
of the gray wall (unknown to the 
owner, of course). Problem number 
two: the water in the pool was about 45 
degrees. The best that could be done 
was to keep the camera rolling and 
reframe and focus for the closeups 
immediately after the splash entry. The 
shivering actor was bundled off, the wall 
reassembled, and the equipment packed 
and moved out. 

When it was time to shoot the next 
batch of interiors Jordan was ready with 
some new equipment. From Cinemobile 
Systems, Inc. he had four laneiro 2K 
quartz lamps (lanebeams) and a hefty 
cable and tie-in array. Supplementing 
these with the school's Mickey Moles 
and using Rosco Soft-Frost and Tough- 
Spun diffusion materials, he created 
some excellent window-motivated light¬ 
ing. As the sun set, things became a 
little more tricky. In the shots where 
window spaces appeared, lights were 
placed outside the building to simulate 
daylight. And in one tight hallway 
Horace and I, functioning also as assist¬ 
ant cameraman, resorted to traveling fill 
light and pulling f-stops. 

The climactic scenes were filled with 
action, physical stunts, and special ef¬ 
fects. A crowd of extras was hauled in 
from suburban Canoga Park and Univer¬ 
sal Studios provided a squad car. Special 
effects man Bob Gale was prepared with 
blank cartridges for M-1 carbine fire, a 
compressed air pellet gun to simulate 
bullet impact, and a breakaway emer¬ 
gency flasher. 

These scenes had to be shot in two 
days, so Jordan knew he would have to 
compensate for great changes in the 
position of the sun and the direction of 
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shadows. Fortunately, we had at our 
disposal a good number of reflectors. 
These got constant use, and were even 
used to key closeups as the sun set in 
the afternoon. 

The grand finale of the shooting 
schedule was the sequence aboard a 
moving bus. The script required not 
only a busful of people but action 
including arguments, fist fights, and a 
lengthy shootout. Dialogue had to be 
recorded, too, and Scioli knew this 
would be difficult, fighting the rumble 
of the bus engine and the street noise. 
By using lavalier mikes whenever possi¬ 
ble, he got very acceptable results. The 
only looping required was for a couple 
of lines delivered over the gunfire. 

To avoid towing a generator, Jordan 
obtained two wet-cell banks to power 
his fill lights. Each of these Cinemobile 
units was rated at 40 amp-hours and 
weighed some 300 pounds. Aside from 
the difficulty in moving the equipment, 
there were no problems in running the 
1 K and 2K lamps outfitted with dichro- 
ic filters. A feeling of motion was 
required in the photography, and the 
cramped conditions preempted most tri¬ 
pod work, so Jordan substituted the 
offset finder on the BL and used the 
Arri body brace. Carul preplanning by 
director Zemeckis and acrobatic hand¬ 
held fill lighting served to speed opera¬ 
tions. Of course, the Crystal-Lock/Nagra 
4.2 setup was essential. 

During the gunfight sequence, when 
blanks were often fired at close range, 
the cameraman would wrap his entire 
head, except for his viewing eye, in 
towels to protect against powder burns. 
The lens was safeguarded with a glass 
filter. The special effects crew used 
petroleum jelly capsules fired by sling¬ 
shot to create the effect of bullets 
shattering the windows. For a scene 
where the main character leaps from the 
moving bus, the safety wiring in the rear 
door had to be short-circuited to allow 
the door to open without stopping the 
vehicle. Throughout two days of intense 
work on the bus, our crew numbered 
eight, working with a cast of fifteen, 
plus camera, lighting, and sound equip¬ 
ment as well as makeup and food 
supplies. 

On the last day of shooting, circum¬ 
stance limited the crew to four men and 
the assignment was a series of vehicular 
stunts involving the bus and an automo¬ 
bile. Shooting hand-held from the trunk 
of one car, Jordan stayed just ahead of 
the bus and employed a short focal- 
length lens to accentuate the motion as 
the bus swerved through the street. In 
another setup, he compressed space 
with a long lens, to give the impression 
of a near collision when another vehicle 

USED LENS SALE 
9.5-95 Angenieux With lxk" Finder  $1,650.00 
12-120 Angenieux, Arriflex Mount  895.00 
12-120 Angenieux, Eclair CA1 Mount  895.00 
25 m/m FI.5 Xenon Arriflex Mount  169.00 
28 m/m F2 Xenon Arriflex Mount  185.00 
35 m/m F2 Xenon Arriflex Mount  199.50 
50 m/m F2 Xenon Arriflex Mount  219.50 
75 m/m F2 Kinoptic Arriflex Mount  269.00 
100 m/m F2 Xenon Arriflex  420.00 

All items subject to prior sate. F.O.B. N.Y.C. 

camera service center, inc. 
625 West 54th Street, New York, N.Y. 10019 (212) PL 7-0906 

YOU GOT TIIE LATEST 
HORIZOATAL TABLE. 
A GREAT DEAL.BAD 

TIIE BEST HAADSIA THE 
BUS MESS. WHAT 

COULD GO UIROAG? 
Just possibly everything. Because, as 

reliable as today’s horizontal equipment is, once 
in awhile, the law of averages catches up with 
you. And —what a coincidence—it happens 
just when your dealer’s servicemen 
contract beri-beri. 

Call us. You get the speed 

and know-how you’d expect 
from the nation’s leading 
specialist in all types of 
horizontal editing equipment. 
Sympathy, too —if you need it. 

But why not avoid the problem 
in the first place? When you buy or rent 
from us, you get more than the latest, 
best equipment. You get peace of mind. 

The kind that starts from frank, 
unbiased recommendations. And doesn’t stop once 
we install your equipment. 

Next time you need equipment, supplies or 
even just advice—give us a call. We’ll help you get 
it together. 

(•^general royfln limited 
471 Eleventh Avenue,New York 10018 (212) 594-2333 
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MICROFILMED 
BACK ISSUES OF 

AMERICAN CINEMATOGRAPHER 

Per Page—Sold only by complete issues 

1921 through 1967 available 

UNIVERSITY MICROFILMS 
EDITORIAL SERVICES 

300 N. ZEEB RD. 
ANN ARBOR, MICHIGAN 48106 

Fully corrected 
scene-by-scene 
additive color 
super-8 prints 

In all the United States, 
ONLY Douglas Film Industries can offer you 
automatic scene-by-scene additive color REDUCTION 
Super-8 prints, it is possible because of our new high 
speed Quad Rank continuous optical reduction printer. 
Now, small and large quantity print buyers can enjoy 
unprecedented quality control and ECONOMY. Send 
Douglas your 16mm A/B rolls or internegs along with 
16mm mag tracks. In one week we’ll deliver the sharp¬ 
est Super-8 prints you’ve ever seen. | Phone (312) 
664-7455 for rush info. 

DOUGLAS 
F I LM 

INDUSTRIES 

10 w. KINZIE 

CHICAGO, ILL. 

(312) 664-7455 

16mm ECO & EF Developed & Work Printed Overnight 

is forced off the road by the careening 
bus. For a shot where a car smashes over 
a curb and into a pile of garbage cans 
and trash, multiple cameras were used, 
and one cameraman escaped the crash 
by only five feet. The shooting was 
finished and the crew was confident. 

The time deadline was pressing 
against editor Mustafa Gursel as he and 
the director worked marathon shifts to 
cut the film before the semester ended. 
Both virtually eliminated their holiday 
vacations as they shifted the film from 
standard Moviolas to the new Moviola 
horizontal editing tables. While most of 
the actual cutting was done on the 
standard machines, the horizontal tables 
provided a constant awareness of the 
picture's rhythm, and proved indispen¬ 
sable for cutting music to the picture. 
Soundman Scioli was at the controls 
during the sub-dubs and the final mix, 
and the film was ready for interlock 
screening for the department. 

A Field of Honor, one of the biggest 
student productions in recent years at 
USC, won a warm reception from stu¬ 
dents, faculty, and guests, and earned 
considerable praise for the cinematog¬ 
raphy of Horace Jordan. The university 
is now planning an extensive festival 
campaign for the Robert Zemeckis 
film. ■ 

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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"EMMY"AWARD" 
Continued from Page 891 

SCHWARTZ: It's interesting that you 
should bring that up, because, whereas 
it certainly isn't unusual for a theatrical 
feature to be that low-keyed, it is a bit 
out of the ordinary for a TV film. 
However, / feel that the two techniques 
are getting closer and closer all the time, 
as far as mood and key are concerned. 
This is because transmission in TV has 
improved so much recently. It means 
that you now have more liberty to 
shoot things for the tube as if you were 
doing them for the big screen, and that 
means that there's not that much differ¬ 
ence anymore in your lighting ratios. 

QUESTION: What about your use of 
the zoom lens on this show? 

SCHWARTZ: We used the zoom quite a 
bit—the 20mm-to-120mm Angenieux— 
and it worked out very well. The open¬ 
ing shot of the picture starts with the 
closeup of a brush stroke of a painting, 
and we must have had 15 or 20 marks 
for different positions with the zoom as 
the master scene was played out. You 
aren't aware that the zoom is being 
used, because all the zooming is done on 
pans or when the actors are moving, and 
it ends up with a 180-degree pan of the 
full room. / feel that's the way a zoom 
lens should be used—except where you 
want to accentuate something by doing 
a straight-in zoom. 

QUESTION: Do you have any further 
comments on the shooting of "NIGHT 
OF TERROR"? 

SCHWARTZ: Just that / had a really 
great crew on the show. Buddy Brooks, 
who has since retired, is a really fine 
Operator and there was excellent work 
by Mike O'Shea, the First Assistant, and 
Mike Nakamura, the Second Assistant. 
They all worked very hard on the 
picture. The Producers, Tom Miller and 
Eddie Milkis, are also two fine guys to 
work with. Eddie used to be in charge 
of post-production at Paramount and 
he's very conscious of such things as the 
proper timing of the print. It's very rare¬ 
ly, especially in TV, that the cameraman 
gets to sit in on the timing of the 
print—so it's an advantage when you 
have a producer who's experienced in 
that end of it, besides being very coop¬ 
erative and encouraging you to do inter¬ 
esting things. That was one of the joys 
of working on this picture. The cast was 
very nice, very accommodating and very 
thoughtful—and they worked very hard. 
There were no prim a donnas, and every¬ 
body got along very well. ■ 

MASCELLI'S CINE WORKBOOK 
“The Greatest Cine Accessory since the Zoom Lens!” 

TEXT: Exposure, Films, Color Filters and Color Balance, Lenses and Lab Processing. 
TOOLS: Viewing Filter, Gray Card, Color Patches, Focusing Targets, Lens & Filter Nomo¬ 
grams, 4 Exposure & Lighting Calculators, Camera Register and Viewfinder Test Grids. 
CINE ACCESSORIES: Lens Tissue, Ruler, Magnifier, Slate, Marking Pencil, Orangewood 
Stick, Light Source Color Gel Booklet. 

ONLY $15. UNTIL SEPTEMBER 15, 1973 ($20. THEREAFTER.) 
WRITE FOR FREE BROCHURE! 

California residents include 5% state Sales Tax (75 cents per book). NO C.O.D.’s! NO BILLING! 
Foreign buyers send $1.00 extra for postage and handling — please pay in U.S. Funds. 

CINE/GRAFIC PUBLICATIONS • P.0. BOX 430 • HOLLYWOOD, CALIF. 90028 

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. 
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SOUND FOR ALL MAGNETIC 

SOUND • ON - FILM CAMERAS 
SELECTED BY NBC & CBS FOR COVERAGE OF THE CHINA & 

RUSSIA VISITS BY PRESIDENT NIXON. OVER 300 NOW IN USE. 

74e 
Model 3 'CA 

h Transist - 0 - Sound , 

NOW - • THE SMALLEST 3 CHANNEL UNIT 
AVAILABLE. USE IT WHERE YOU USED 
THE MA 11 - - BUT WITH 3 MIKES AND 
AGC. . . . 

FOR ONE OR TWO MAN USE 

• Weighs only I I/4 pounds - As Shown 

• Size: 2x31/2x4 inches. 

• AGC - Tape Feed Jack. 

• 3 Balanced Mike Inputs. 

• Charger, Neck Strap & Phones. 

AS SHOWN $795.00 - 

With 10 Hr. Pack $850.00 

lransist-0-Sound 
851 EUSTIS DRIVE, INDIANAPOLIS, INDIANA 46229 

AREA CODE 317 897-1549 

THE NEW JOHN CHILE6 

JOHN CHILES ASSOCIATES 
3410 Galilee Road 

Jacksonville, Florida 32207 
Phone 904-398-7922 

COMPLETE 

$199.00 

INTRODUCTORY OFFER 
12/8.4 Volt 4 A.H. for 

Aeroflex 16BL/16S/16M 

BALANCED RECHARGABLE 
NICKEL-CADMIUM BATTERIES 
Protected with integral overload circuit 

breakers 

POWER BELT 
Built in charger 8V to 30V. 

Up to 8 Amp Hours. Available 
for all professional cameras. 

WHAT'S NEW 
Continued from Page 808 

ments of its purchaser. For instance: 
either regular 16mm or Super 16mm; 
viewfinder of various kinds and with or 
without TV reticle; crystal-control 
sound sync accurate to 10 parts per 
million (ppm), practically “dead sync” 
for double-system sound operation or 
with Pilotone output; single-system 
magnetic sound with film recording 

head; 400 or 1200-foot Mitchell maga¬ 
zines; 3 different film frame speeds; and 
many more options. 

Lens systems available include a wide 
selection of the newest C-mount 
Angenieux zoom lenses, and view¬ 
finders, including an advanced automat¬ 
ic iris system powered from within the 
camera. 

A SPECIAL TV NEWS FILM PACK¬ 
AGE can be purchased with a choice of 
camera accessories, amplifiers, portable 
"Frezzi-Litestm", customized carrying 
case, tripods, shoulder mounts for close 
work, etc. 

For more details or for camera dem¬ 
onstration write James J. Crawford, 
Vice-President Engineering, Jack 
Frezzolini or Joan Paliotta at 
FREZZOLINI ELECTRONICS INC., 7 
Valley Street, Hawthorne, New Jersey 
07506, U.S.A. or call them at (201) 
427-1160. 

DELUXE GENERAL SYSTEM III 

TAPE-TO-FILM TRANSFER 

DeLuxe General's new System III 
tape-to-film transfer process is being 
demonstrated for major producers and 
distributors in Hollywood, Chicago, and 
New York. In announcing the system, 
Robert T. Kreiman, president of 
DeLuxe General, said, “Competitive 
tests establish that the 16mm print from 
our electronic transfer process is of 
better quality than most transfer sys¬ 
tems provide, and is equal to the best 
available today. The result from a high 
quality tape is very close to original film 
print quality." 

System III transfers are made elec¬ 
tronically from 2" quadraplex high 
band videotape to a blue, green, and red 
successive-frame exposure master. This 
master is printed on a special printer to 
standard 16mm internegative film. Re¬ 
lease prints are made from the inter¬ 
negative. Additional internegatives can 
be made from the master in single or 
double-rank. The sound is transferred to 
magnetic 14" sync tape, then re-recorded 
to 35/32mm single or double-rank 
sound negative. 
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Mr. Kreiman emphasized that “Sys¬ 
tem III is just one more step in enlarging 
DeLuxe General's capability to service 
its customers as a complete visual com¬ 
munications center.” 

MAIER-HANCOCK APPOINTED 
DISTRIBUTOR FOR 
METRO/KALVAR'S MODEL 2001 
POLYESTER-BASE FILM SPLICER 

Maier-Hancock Industries has been 
appointed distributor of the Model 
2001 ultra-sonic polyester-base film 
splicer manufactured by Metro/Kalvar, 
Inc. 

The splicer permanently welds Super- 
8, 16mm and 35mm polyester-base film 
and microfilm in seconds without scrap¬ 
ing emulsion or base. Its operation is 
simple and fast with precision cutting 
and alignment. The unit is lightweight 
and portable. 

Literature is available on request. 
Price: $1700.00; Delivery: 45 days. 
For further information contact: C. 

Brown, Marketing Manager, Maier-Han¬ 
cock Industries; 13212 Raymer Street; 
North Hollywood, Calif. 91605; Phone: 
213-764-0280. 

• 

ECLAIR INTRODUCES 
QUICK-CHARGE/QUICK-CHANGE 
BATTERY SYSTEM 

Eclair Corporation of America has 
announced the availability of an ex¬ 
clusive battery system featuring quick 
charging and an instant-change battery 
pack. 

Heart of the system is the BAP, a 
compact rechargeable 2-ampere-hour 
battery pack measuring 5% x 4-1/8 x 
1-3/8”. In an unbreakable LEXAN® 
housing, the BAP contains a 12-volt 
configuration of sintered premium nick- 
el-cadmium cells with welded contacts, 
and an automatically-polarized system 
of spring-loaded silver-plated contacts. 
Under normal conditions, the BAP can 
run 12-15 200-foot loads (or 7 400-foot 

Dynamically balanced 
100% fluid action 

CONNOR 
FLUID CAMERA HEADS 

For 
cameras 

up to 
20 lbs. 

Completely different 
new fluid head 
O’Connor Model 20 has an entirely new, 
ingenious fluid action that eliminates 
all static friction and gives perfect, 
smooth, fluid control. Dynamically, 
statically balanced in all 
positions even with long¬ 
est telephoto lens. No 
springs. Both torque controls 
infinitely adjustable and repeat 
able with indicators. Timken 
bearings. Adjustable han¬ 
dle. Write: O’Connor 
Engineering Labs, Inc 
100 Kalmus Dr., 
Costa Mesa, 
Calif. 92627. 

The Universal Leo-Pack, Model 
1750A, with built in charger supplies 
a variety of DC voltages “Simultane¬ 

ously or Individually” as required for motion picture camera and floodlight 
operation. The Leo-Pack measures 4” x 5V6” x 10”, is constructed of an 
indestructible plastic case with leather straps and contains Nickel-Cadmium 
rechargeable batteries. The weight of the model 1750A is only 9V2 pounds. 

UNIVERSAL 'M l?®M 
30VDC @ 8A = 25 minutes 

Sun Gun operation 
16VDG @ 4A = 3600 feet 

35mm film 
12VDC @ 8A = 7200 feet 

16mm film 
8VDC @ 8A = 7200 feet 

16mm film 

LEO-PACK Model 1750A $395 

LEO-PACK Model 1750B 
30 Volt only $315 

Call or write NOW for information. 
LEOPOLD ENTERPRISES SOUTH, INC. 
729 W. SUNRISE BLVD., 
FORT LAUDERDALE, FLORIDA 
33311 • (305) 764-1315 
Canadian Distributer: Photographic Analy¬ 
sis Ltd., 8 Brian Cliff Drive, Don Mills 
Ontario, Canada 
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”CP-tS; NEWfrom 

CRYSTASOUND 
AVI Magnetic 
OAL Head 
■ Three times the life expectancy of 
standard Auricon-type mag heads. 
3XL mag heads are built with a special 
hard alloy which provides extra 
long wearing time. ■ No adjust¬ 
ments are required. 3XL record and 
playback heads are mounted on a common 
pivot arm assembly which guarantees positive 
azimuth alignment for the entire life of the 3XL module 
■ 3XL mag heads are compatible for use with all 16mm 
single system sound cameras which accept Aurion-type mag heads (such as 
CP-16 and CP-16/A cameras). 

For further <3K0MI3 
information, 
please write to: 

Technology In The Service Of Creativity 
2044 Cotner Avenue, Los Angeles, California 90025 
Telephone: (213) 478-0711 ■ Telex: 69-1339 ■ Cable: Cinedevco 

the best processor people 
naturally make 

the best color processors 

Technology Incorporated, HF Photo Systems Division are the processor people. 

Advanced Colormasters for faster, better processing of Super 8, 16mm and/or 35mm 
color motion picture film. (Models for ME-4, CR-100, ECN, or ECP Processes.) All 
feature modular design with stainless steel construction. Sound track applicators are 
available for any print stock. 

And for small volumes and budgets, the compact Little Max for 8, 16 and/or 35mm 
Ektachrome film (ME-4 or CR-100 processes.) 
For further information on Advanced TECHNOLOGY INCORPORATED 
Colormasters or Little Max call or write; /f f «\7 HF PHOTO SYSTEMS DIVISION 

A# I/\ mfr. ol HOUSTON FEARLESS Products Marketing Department, II l \ 11801WestOiympicB|Vd.jLoSAngeies, California MOM 

\ y' J Tel. (213)272-4331 

loads) through an ACL. It also works 
with NPR. 

Quick charging is accomplished with 
the ZAP charger, into which the BAP 
plugs instantly. Full charge takes only 2 
hours; 60-70% charge requires only 1 
hour. As the battery pack charges, the 
ZAP pilot light dims, until it is extin¬ 
guished at the point of full charge. At 
that time, the unit is placed on a trickle 
charge, which can be continued indefi¬ 
nitely. 

In use, the BAP drops in and plugs 
directly into the HIP housing/connec¬ 
tor. Battery change takes less than five 
seconds. Fabricated of LEXAN®, the 
HIP may be slipped into a pocket, worn 
over neck or shoulder with accessory 
strap connected to the unit's two 
mounting rings, or slipped over a belt, 
using HIP's two built-in belt loops. 
Connection to all Eclair cameras is 
accomplished via a standard 4-pin XLR 
connector on the HIP. 

User net for the units is $130.00 for 
the BAP battery pack, $175.00 for the 
ZAP charger, and $45.00 for the HIP 
housing/connector. The system is also 
available as a package. Model QCQC, for 
$350.00. 

Please note the new address and 
phone number of Eclair's eastern office: 
Eclair Corporation of America, 62 West 
45th Street, New York 10036 (212) 
869-0490. 

NEW 35MM 200-FT. DISPLACEMENT 
MAGAZINE 

The new Model 700 35mm 200-foot 
Displacement Magazine, manufactured 
by Automax Industries, is announced 
by Instrumentation Marketing Corp., 
exclusive distributors, 820 So. Mariposa 
St., Burbank, Calif. 

Originally designed for Automax 
cameras, its standard Mitchell mount 
permits use on many other 35mm 
cameras. It is lighter in weight and 25% 
smaller than conventional magazines, 
and is ideal for use where a magazine as 
small as possible is required yet still 
holds 200' of film. Spindle adapters that 
are used with the 200-foot darkroom 
loading core may be removed to permit 
use of 100-foot daylight load. 

As film unwinds from feed spindle, 
space is provided for film build-up on 
take-up spindle for nearly twice as much 
film as in a magazine using standard 
daylight loading spools. Gate rollers 
provide a light trap permitting magazine 
attachment to camera for daylight 
threading. It has a manual-type footage 
counter which indicates remaining foot¬ 
age. 
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Literature available on request. 
Price: $295.00; Delivery: Immediate. 
For further information contact: 

Richard Freeborg, President; Instrumen¬ 
tation Marketing Corp.; 820 So. Maripo¬ 
sa St.; Burbank, California 91506. 
Phone: (213) 849-6251. 

EUMIG INTRODUCES COMPACT 

"MINI 5” MACRO ZOOM REFLEX 

CAMERA WITH 5:1 POWER ZOOM, 

CHOICE OF OPERATING SPEEDS 

The extremely compact and versatile 
Eumig Mini 5 Macro Zoom Reflex 
Camera introduced at the 1972 Photo¬ 
kina last September is now available in 
the United States. It is being imported 
and nationally distributed by Eumig 
(U.S.A.) Inc., here. 

The Eumig Mini 5 is the most com¬ 
pact 5:1 Super-8 zoom camera on the 
world market today. It is equipped with 
a 13-element f/1.9 8-to-40mm Macro 
Viennon lens with a power or manual 
zoom operation. It also has a macro 
fousing facility that can sharply image a 
subject from infinity to the front of the 
front lens element. A crosshair in the 
clear reflex finder field gives the user's 
eye a fixed reference for focusing. 

Operating speeds of 9, 18 and 24 
frames per second are provided by the 
Mini 5, as well as single-frame ex¬ 
posures. Film speeds from 25 ASA to 
160 ASA are automatically keyed to the 
camera's through-the-lens exposure me¬ 
tering system. The shutter of the Mini 5 
has an aperture that is measurably larger 
than that of earlier Eumig models to 
favor existing light filming under ad¬ 
verse conditions with 160 ASA color 
film at 9 frames per second. The 24 
frames-per-second speed is generally re¬ 
served for sound synchronization. 

The Mini 5 is slightly less than 6-1/2 
inches long, 2 inches wide, and 3-1/3 
inches high. All electrical functions are 
performed by two penlight alkaline bat¬ 
teries. 

Other features include: fully auto¬ 
matic exposure control via CdS cell, 
with bridge circuit to cancel effect of 
voltage fluctuations ... +1 f-stop manu¬ 
al override of automatic exposure sys¬ 
tem ... lens-aperture lock . . . flicker- 
free reflex viewfinder with indicators 
for: over-, and underexposure; end-of- 
film; film-running; battery test, and 
lens-aperture override. 

Also, ±3-diopter correction in finder 
eyepiece . . . built-in conversion filter 

. . . cable release socket for single ex¬ 
posures and continuous run . . . 5- 
second travel between wide-angle and 

Rent 
or buy the best... 
at pipe rack prices 
The newest in camera and sound equipment. . . perfectly maintained 
■ NAGRA III —$10 per day! ■ ANGENIEUX ZOOMS —$12.50 per day! 
■ ARRIFLEX, ECLAIR, AURICON and SCOOPIC cameras at low, low 
prices! ■ High speed MILLIKENS or PHOTO-SONICS cameras to 500 
frames per second. ■ SENNHEISER microphones . . . shotgun or wire¬ 
less. ■ COLORTRAN and LOWEL lighting equipment. ■ Crystal controlled 
camera motors. ■ ZEISS, SCHNEIDER, CENTURY and CANON lenses. 
■ 1000 items at bargain rates! 

For more information ... phone 203-966-1671 
or write... 

RENTALS • SALES • SERVICE 
1331 Ponus Ridge 

New Canaan, Conn. 06840 

CMWICOAC 

Inc. \ 

RMHEASE-PMASE 
The NEW Moviola 
Console Editor 
M-77-16 

For a demonstration 
or additional 
information 
contact Ted Powers 
(212) 586-7666 

LAUMIC COMPANY, INC. 
35 WEST 45th STREET / NEW YORK, N. Y. 10036 

SALES • SERVICE • RENTALS 

Isn’t it nice to know we’ll be around to service 
your equipment... AFTER THE DEAL IS CLOSED?0 
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NAGRA RECORDER 
OWNERS WE BIAS AND 

EQUALIZE FOR LOW NOISE 

TAPE. $40 COMPLETE. This 

includes • Head Alignment 

• Cleaning* Lubrication 

1 DAY SERVICE 

AUDIO 
SERVICES CO. 

565 FIFTH AVENUE, NEW YORK, N.Y. 10017 
TELEPHONE: (212) 972-0825 

CAMERA CREWS/PRODUCTION ASSISTANCE ANYWHERE IN THE WORLD 

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

B2 PBIIWI 
-(   

P. 0. Box 38-517 • Miami, Florida 33138 USA • (305) 754-4141 

tele-zoom limits . . . automatic zero-set¬ 
ting footage counter coupled to camera 
drive. 

The suggested list price of the Eumig 
Mini 5 is $259.95, including lens cap, 
sun-shade, wrist strap, rubber eyepiece 
and filter key. There is also a Mini 5 Kit, 
attractively presented in a display car¬ 
ton, available at a suggested list price of 
$279.95, including lens cap, sun-shade, 
wrist strap, rubber eyepiece, filter key, 
leather pouch and pistol grip. 

Available accessories include: locking 
cable release, pistol grip, leather pouch 
and a macro and copying set incorporat¬ 
ing a slide holder, wipe-mask, title-mask 
and macro bar. For individual accessory 
prices, contact: Eumig (U.S.A.) Inc., 
Lake Success Business Park, 225 Com¬ 
munity Drive, Great Neck, New York 
11020. 

IMPROVED GRIP TRUCK FROM 
BIRNS & SAWYER 

A new grip truck available from the 
Hollywood headquarters of Birns & 
Sawyer, Inc., has been announced by B 
& S president Jack Birns. The 24-foot 
long, high-van vehicle is designed for 
easy access with four large jockey 
boxes, adjustable shelving, a heavy-duty 
lift gate, a choice of Colortran or 
Mole-Richardson lights and a complete 
selection of ready-to-go grip equipment. 
For additional information, call (213) 
466-8211, or write Birns & Sawyer, 
Inc., 1026 North Highland Avenue, Los 
Angeles, California 90038. 

^the automatic thermal unit 
With recirculating system/Type 316 S.S. construction 

model 
75M-25 
(for 250 gallons 
or less) 

price: 
$1545 

Write for details 
Smaller models available 

cools or heats as set FRIGIDHEM IRDUSTRIE5 
1/10 degree temperature Box 12037, 1401 21st Avenue South 

Nashville, Tenn. 37212 
Telephone: (615) 383-4255 

maintained 

CINEMOBILE 
"SUPER-VEHICLES" 
Continued from Page 867 

landing gears (jacks), which can be 
individually controlled to maintain the 
level of the vehicle. It houses four 
air-conditioned, lavishly appointed 
dressing rooms with two (aircraft type) 
lavatories that have hot and cold run¬ 
ning water. There are two additional 
crew lavatories. 

The Cine II has a large walk-in 
wardrobe facility (located in the truck 
cab section) and separate boxes for 
props and grip equipment in the trailer 
section. All available space is utilized, 
including space below the dressing 
rooms where lumber and scaffolding can 
be stored. In addition, there's an out¬ 
door makeup table and coffee service. 

The generator (also a product of 
aircraft technology) is one of the most 
silent to be developed and can be 
powered either with gasoline or (if 
available) regular electric current. ■ 

920 AMERICAN CINEMATOGRAPHER, JULY 1973 



NORTHWEST SEMINAR 
Continued from Page 878 

of mind in the Hollywood film industry. 
Those people have to deal with dollars 
and cents, and you're not going to get 
support for what they consider to be 
"adventures"—so you have to acquire a 
sort of bird-dog tenacity. You can push 
as far as it's possible to push, but it 
finally comes down to a personal kind 
of commitment to an idea. There are 
producers and directors—really talented 
people—who get rolled over every day. 
It's horrifying. What's required is a 
vigorous commitment to the battle, 
because it is a battle. It always will be a 
battle, / think, when large sums of 
money are involved—because the people 
with the large sums of money are rarely 
the artists. The one controlling the 
purse strings is usually someone with a 
different kind of imagination. So, 
what's necessary is a kind of tenacity, a 
sort of crazy, lunatic commitment—or 
else the tendency is to smooth your film 
over, to let it disappear into the lexicon 
of aimless films. If you want to do 
something individual, you have to have 
a kind of monomaniacal tenacity. 

LIGHTMAN: In other words, talent 
isn't enough. You also have to be a 
fighter. Isn't that it? 

RYDELL: Yes, / think that's correct. 

LIGHTMAN: One of the most creative 
film-making groups in the world, if not 
the most creative, is the National Film 
Board of Canada, and Mr. Eugene Boy¬ 
ko is a member of that great creative 
group. So I'd like to ask Mr. Boyko: In 
your work with the Board, what are the 
attitudes toward creativity? To what 
extent are you free? To what extent are 
you limited? 

BOYKO: Well, basically, it's no differ¬ 
ent there than in the private sector. As / 
was walking back to my hotel from the 
screening last night, / overheard a 
couple of people saying: "You know, 
those Film Board people are lucky. 
They've got that bottomless pit of 
government money coming in." And / 
just had to fall back a couple of steps 
and walk along with those people and 
let them know that it's not true, that 
there is no bottomless pit. We, perhaps, 
have more restrictions than the commer¬ 
cial producer—not only in artistic ap¬ 
proach, but when it comes to money. 
Our Executive Producer is the taxpayer 
—and he's really watching. That's per¬ 
haps why we're not too much into the 
feature end of the business—because if 
we make a million-dollar boo-boo, it's a 

ECO - 7390 The ultimate film reproduction in 
sharpness, color Si silversound 

ECO - EF Excellent low contrast print rendering 
7389 with silversound for TV or projection. 
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Crystasound 
Pre-Amplifier for 
CP-16/A Cameras 

The Crystasound Pre-Amplifier optional accessory provides the 

CP-16/A camera system with an additional condenser microphone 

capability-without requiring the use of the Crystasound Auxiliary 

Mixer. When the Model CM-1 Pre-Amplifier unit is plugged in, the 

CP-16/A Crystasound built-in Amplifier will still accept 

two low impedance microphones and one line input — 

as well as one Sennheiser 804/805 - series con¬ 

denser microphone, with all systems controlling 

the Crystasound built-in Amplifier remaining 

fully operational. All required power 

is supplied by the same NC-4 nicad 

battery pack powering the entire 

CP-16/A camera system. 
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MINI-MAT 
CONTINUOUS 

FILM 
PROCESSOR 

FIGHT OBSOLESCENSE 
HILLS manufactures continuous film 
processors that are the ultimate in 
versatility! New and old processes, 
including the new Kodacolor II proc¬ 
ess, are a snap. With 16 rearrangeable 
tank sections HILLS can fight obso¬ 
lescense indefinitely. 

Our model 146 processes films up to 
46mm wide. E-4 film is processed at 
two feet per minute. Prices for this 
model start at $4,200.00* 

For 8 or 16 mm, color or black and 
white film, our model 216 is avail¬ 
able. With this model, ME-4 film runs 
at 17 feet per minute. Prices for 
model 216 start at $4,410.00* 

The MINI-MAT 70 is now available! 

Prices for the MINI-MAT 70 start at 
$6,250.00*. For 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 

Manufacturers of 

Continuous Film Processing Equipment 

P.O. Box 125, Chalfont, Pa. 18914 U.S.A. 
MANUFACTURING CO., INC. Phone 215—345-1944 

*ATTACHMENTS OR ACCESSORIES NOT INCLUDED 

Vicon’s Silent Zoom Lens Drives 
Avoid spoiled takes due to motor noise by using this quality 
engineered drive which permits swift, simple attachment to 
most professional motion picture zoom lenses, such as the 
Angenieux 12mm-120mm and 25mm-250mm. Remote Con¬ 
trolled Speed with Adjustable “Exact Limit” Stops gives you 
satin-smooth starts and stops as well as dramatic zooms. 
Off-the-shelf delivery. Dealer inquires invited. 

Vicon Industries Inc, • 130 Central Ave. • Farmingdale, New York 11735 • (516) 293-2200 

little different from making a $50,000 
boo-boo—and they can point at you. 
Even so, / think there are ways in which 
a resourceful person can overcome the 
problems of whatever kind of filming. 
These gentlemen here know that, when 
making a feature film in Hollywood, 
there is always somebody standing over 
them. When they reach a certain point, 
the funds are cut off. If a cinematog¬ 
rapher want to continue with a certain 
style of lighting, be it natural or some¬ 
thing he creates, it costs money and he 
may have to step back a few notches in 
order to follow through and still fit in. 
He has to use all his resources in order 
to work around what may have been 
created by nature. In talking to these 
gentlemen earlier, / arrived at the con¬ 
clusion that there is very little differ¬ 
ence in our restrictions. We all have the 
same problems, and it comes down to 
that at the end of the ledger. 

LIGHTMAN: Mr. Sven Nykvist, who is 
here from Sweden to work on a new 
American film, represents, in a sense, a 
different world of cinema—especially in 
regard to his very special relationship in 
photographing 15 of Ingmar Bergman's 
feature films—including the current 
"CRIES AND WHISPERS". It's a spe¬ 
cial world of creativity, but I'm also 
aware of the economic problems and 
restrictions that pertain to the Swedish 
film industry, having been to Sweden 
about a year and a half ago, where I was 
made aware of these problems. I should 
like to ask Mr. Nykvist to what extent 
creativity can flourish in the present-day 
Swedish film industry—and in what 
ways he himself regards the restrictions 
—or lack of restrictions. 

NYKVIST: When I first started working 
with Ingmar Bergman, we discussed the 
fact that we would have to make a very 
low-budget picture. But there were two 
things that we promised each other, 
even though we were working on a low 
budget. One was that the only impor¬ 
tant thing was what showed on the 
screen. The other was that if we had 
difficulties with each other or some¬ 
thing went wrong, there would be the 
possibility to re-shoot. This made it 
much easier for me to take chances in 
my lighting. Sometimes / under-exposed 
and sometimes over-exposed, but he 
never said anything about that. He just 
said: "That's fine. If it's bad, we'll 
re-shoot. The only important thing is 
what shows on the screen." When / 
made my first American picture in 
Spain, "THE LAST RUN", / felt very 
insecure, because, instead of the 18 
technicians / was used to working with, 
/ had about 100. / saw that everyone 

922 AMERICAN CINEMATOGRAPHER, JULY 1973 



was sitting around most of the time. 
Someone told me that / was the man 
who should make them work, but / 
couldn't do that because / was so shy. 
So / talked to myself that evening and / 
said: "You have to remember what 
Ingmar said when we started our first 
picture—the only thing that's important 
is what shows on the screen." 

LIGHTMAN: In that vein, what shows 
on the screen—relating to an abstract 
idea like creativity—is rather hard to pin 
down, if you stop to think about it. 
What are the elements of creativity? 
What makes a technician creative? What 
makes the result on the screen a creative 
result? Vilmos Zisgmond is considered 
to be one of Hollywood's most creative 
cinematographers, so maybe he can give 
us a clue. 

ZSIGMOND: Well, when / talk about 
creativity, / basically refer to the kind 
of movie-making where you use what¬ 
ever is there. But a director like Mark 
Bydell, who is sitting next to me, has a 
different approach to this thing. He 
likes to plan things—which is very un¬ 
usual today. Twenty years ago, every¬ 
thing was planning; today, there's al¬ 
most no planning at all. Mark tries to 
combine the two approaches. He likes 
to find the real thing in the streets or in 
an apartment, but, he also wants to 
create certain things. That requires time 
and money. Occasionally we walk 
through the streets for hours and hours 
to find the right location where we can 
photograph a sequence the way he has it 
in mind—but if we don't find the right 
place, we'll just have to create it. He'll 
just have to send the Art Director there 
to build it—or whatever he has to do to 
make it right for the script or the way 
he sees it. 

LIGHTMAN: Now we've had a sort of 
basic statement from each of these 
gentlemen on the panel, but the real 
chemistry in a seminar like this involves 
that contact with you—the audience— 
you people who have been interested 
enough to come here and listen to what 
these experts in various fields have to 
say. Certainly you have questions to ask 
them or you have statements of your 
own that you'd like to make. In the 
interest of developing that kind of 
dialogue, I should like now to throw the 
panel open for questions and answers. 

QUESTION: There seems to be a differ¬ 
ence between the cinematographer who 
sets out to be a professional and certain 
others who, by accident become profes¬ 
sionals. Would you say that an individ¬ 
ual who wants to go into professional 

Crystasound Auxiliary Mixer 
for CP-16/A Cameras 

Auxiliary Mixer is an integral part of the total Crystasound Recording System for 
CP-16/A cameras, the most versatile and efficient recording system for TV-news/documentary 
16mm cameras available. The Crystasound Auxiliary Mixer is basically designed for those filming 
situations where it is not feasible for the cameraman to handle the sound recording process by 

himself. It is also required in situations where additional microphones 
are needed beyond those which can be accommodated by the Crysta¬ 

sound built-in Amplifier. The Auxiliary Mixer is an extremely light¬ 
weight (3 lbs. 1 oz.) and compact (6V2" X iy2" X 6") unit, designed 
to accommodate four low impedance dynamic microphones, one 

condenser microphone and one line input, with individual 
mixing pots and on-off switches for each of the six 

inputs. The Auxiliary Mixer plugs in 
directly to the mixer socket on the 

Crystasound bult-in Amplifier 
and draws all its power 
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camera system. 
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New Hahnell6mm splicer. It’s motorized. 
Instead of hand-scraping 
(and the risks thereof), 
Hahnel’s new battery- 
operated 16mm splicer 
uses a 6000-rpm sapphire- 
coated scraping wheel to 
produce a clean, wedge- 
shaped, jump-free, blip- 
free splice. In seconds. 
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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). 
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Mr RADIO START/SI_ATE 
cableless remote control for tape 
recorders 

RADIO START/SLATE’s miniature transmitter, mounted on 
any crystal-controlled camera, automatically transmits 
start-stop commands as the camera is switched on and 
off. A switch for wild sound is also provided. The sub¬ 
miniature receiver, with an operating range gi eater than 
100 yards, relays these start-stop commands to the 
recorder. When RADIO START/SLATE is used with sys¬ 
tems having an automatic bloop, camera starts generate 
beeps (or inaudible slates) on the tape. For technical 
specifications and/or further information, contact: 

STUART R. CODY CO. 
24-A Dane St., Somerville (Boston), 
Mass. 02143. Phone 617-666-4540. 

Mounting Plate Tilts 
HANDS OFF THE UGLY LEO-POD Up or Down 30 Degrees 

All Weather Construction 
Weighs Less Than 5 Pounds 

Quick-Release Enables 
Cameraman to Dispose of 
Camera and Pod FAST 

One Time Adjustments 
Make the Leo-Pod Custom 
Fit for ALL Cameramen 

BOTH HANDS FREE FOR 
ZOOM, IRIS, FOCUS OR 
SOUND ADJUSTMENTS 

Mounting plates for ALL 
Types of Cameras 

Even Distribution of 
Weight Makes Shooting Easier 

Eclair Cradle is Compatible 
With Quick Release Fixtures 
& TriPods. ($37.50 ea.) 

LEO-POD MARK III 

Model 125A - $95.00 (ARRIFLEX, MITCHELL, AURICON GENERAL, etc.) 
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For Further Information Contact 
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Canadian Distributor: 
Photographic Analysis, Ltd. 
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MANUFACTURING 

film-making should know the funda¬ 
mentals before he tries it, or should he 
just start shooting and develop as he 
goes? I'd like to know what the individ¬ 
ual panel members think about it. 

LIGHTMAN: Who'd like to tackle that 
one first? 

ZSIGMOIMD: Well, in my opinion, the 
only approach is to learn the funda¬ 
mentals first. You have to do that, but 
even before that you should study the 
photography in the films of the past. 
You have to know what the rules are, 
especially about lighting. You have to 
know what is a key light, a fill light, a 
back light, a side light, a source light. / 
think that you have to learn the funda¬ 
mentals before you can go off in other 
directions. Of course, there are many 
cameramen who come into the profes¬ 
sion with the other approach and are 
successful, but / think that most of 
those cameramen who haven't learned 
the fundamentals stay basically with 
documentary photography. Even if they 
shoot features, their features will look 
very documentary. / don't mean to say 
that that might not be good, but when 
you're a professional cameraman you 
have to work with different directors 
and certain directors don't like that 
documentary style of photography. You 
have to be able to give them something 
better. Maybe his picture is poetic, or 
it's a fantasy—so you've got to be able 
to give him the right look. 

BOYKO: The advances in motion pic¬ 
ture technology and the fine new camer¬ 
as that have been developed recently 
have made it much easier to get an 
acceptable image on film and many 
film-makers have evolved because of the 
ability of the equipment to do this. But 
advanced technology has not necessarily 
made good film-makers. We still see 
films, unfortunately, that do not com¬ 
municate. A cameraman has one of the 
most powerful functions in film-making 
because, with the choice of lenses and 
the different perspectives that he can 
create, he can actually contrive (even 
while staying with the director and 
working with him) to subliminally sug¬ 
gest something that is not there. You 
can do that if you're creative, but you 
just can't do it by pressing the button 
on the camera. You have to have some 
ability. The same is true of TV, as Mr. 
Lowry pointed out yesterday. I don't 
know whether the electronic camera 
will take over, but it will still need a 
creative person behind it. After all, it's 
just another camera. Mind you, a more 
elaborate electronic machine, but it will 
still need that brain belonging to some- 
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THE Super8 Sound Recorder 
RECORDS LIPSYNC SOUND DIRECTLY 
ON SUPER 8 MAGNETIC FILM AND 
COMBINES THE FUNCTIONS OF 

• LOCATION RECORDER 
• LABORATORY RESOLVER 

• EDITING BENCH AMPLIFIER 
• SOUND STUDIO DUBBER 

• TRANSFER RECORDER 

IT IS COMPATIBLE WITH MOST OTHER 
SYNC SOUND SYSTEMS, PROFESSIONAL 
OR AMATEUR. PILOTONE OR DIGITAL 
SYNC, REEL-TO-REEL OR CASSETTE 

The Super 8 Sound Recorder will servo- 
control its speed to match the frame rate of a 
Super 8 sound projector, making it possible 
to view sync rushes or to transfer edited sound 
to magnetic edge stripe in precise sync. 

The Super 8 Sound Recorder comes complete 
with camera interlock, cassette recorder inter¬ 
lock, self interlock, 60Hz AC interlock, pro¬ 
jector interlock, and an internal 24fps timing 
circuit that allows it to record cableless sync 
with crystal controlled cameras. 

The Super 8 Sound Recorder is based on the 
well-known SONY TC800B variable speed 
servo-controlled tape recorder, augmented by 
six integrated circuits. Operation as a normal 
quarter-inch tape recorder is preserved, as is 
the one year full warranty. 

Other Super 8 Sound Products and Services 
— Super8 Sound Cassette Recorder 
— Super8 Sound/Scipio Cinetape System 
— Super8 Sound Editing Bench 
— Super 8 Sound Double System Projector 
— Transfers to Fullcoat Magnetic Film 
— Rentals of Super8 Sound Equipment 
— Film Classes Equipped from $2000 

The price of the Super 8 Sound Recorder is 
$495. Bankamericard and Master Charge are 
accepted. For a technical description and 
order forms, please write to: 

Super8 Sound 
77 HURON AVENUE, CAMBRIDGE, MASS. 02138 

body who can turn it on at the right 
moment and compose the scenes 
properly. 

QUESTION: Do you consider the elec¬ 
tronic camera a threat? 

BOYKO: No, I don't. Why should any 
new equipment be considered a threat? 
It should be evaluated as a tool. I think 
the more tools the better. An artist 
requires a canvas and the equipment to 
achieve what he wants. I can't imagine a 
new innovation being anything but help¬ 
ful. 

QUESTION: Do the unions consider it a 
threat? 

RYDELL: The unions consider every¬ 
thing a threat. 

LIGHTMAN: To give credit where it is 
due, / can say that the cameraman's 
union in Hollywood is very actively 
sponsoring courses in electronic camera 
operation for its film cameramen 
members. 

QUESTION: I'd like to ask Mr. Rydeil 
how he's handled problems with pro¬ 
ducers and also with arrogant stars like 
John Wayne, whom he directed in 
"THE COWBOYS". 

RYDELL: First, let me correct what / 
consider to be an incorrect implication. 
/ am producing and directing my cur¬ 
rent film, "CINDERELLA LIBERTY" 
and / also produced and directed "THE 
COWBOYS", so there isn't any produc¬ 
er problem. As for Wayne, I'd heard 
stories about him, just as everybody else 
has, and he certainly was an alien person 
to my sensibilities when / first heard 
him suggested as the ideal choice for the 
lead in "THE COWBOYS"-but he 
stunned me quickly on in the filming 
with his professionalism and his com¬ 
mitment to good work. This was some¬ 
thing that, prejudicially, / did not ex¬ 
pect, because / had associated him with 
certain ideas that were anathema to me, 
but / found him to be one of the most 
committed and honorable artists that / 
had ever worked with—an incredible 
man. You spend five minutes with him 
and you know immediately why he has 
been a star for 42 years. / hold no truck 
with his personal feelings in 90% of the 
areas, but / found him to be a hard¬ 
working, committed, surrendering actor 
who was thrilled to be in the company 
of young and talented people. / had 
very consciously surrounded him with a 
type of people he had never worked 
with before, many of whom were from 
the Actors Studio and had been trained 

RADIO SLATE 
... totally frees 

cameraman from cables! 
The new MLC Radio Slate gives the 

cameraman total freedom of movement 
by providing wireless automatic slating 
of both picture and sound. Just plug it 
into your existing equipment and you’re 
ready to film — with no umbilical cord 
from camera to recorder and no need to 
locate your soundman during those hard- 
to-get shots. The MLC Radio Slate will 
work with any crystal motor controlled 
camera and any crystal sound recorder. 
It’s the ideal accessory to complete your 
wireless crystal sync system. 

FEATURES: 

• Plugs directly into existing camera or 
recording equipment. 

• Range suitable for normal documentary 
working distances. 

• Uses common transistor 9V battery. 
• Type acceptance by FCC. 
• Interference-proof reception because it 

uses phase locked loop tone decoding. 
• Receiver and transmitter combination. 
• Manual bloop possible for coding 

purposes. 
• Multi-camera units available on special 

order. 

PRICE: $499.50 
Exclusive Distributors: 

In the East— 
The Camera Mart Inc. 

456 W. 55th St. 
New York, N. Y. 10019 

(212) 757-6977 

In the West— 
Alan Gordon Enterprises Inc. 

1430 N. Cahuenga Blvd. 
Hollywood, Calif. 90028 

^ (213) 985-5500/(213) 466-3561 ^ 
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SENIOR “F” HEAD 
■ Complete control for smoother panning in 

both horizontal and vertical position. 
■ No shake or jitter. 
■ Full 360° horizontal movement. 
■ Varied use with: Bell & Howell—Bolex— 

Arriflex—Cine Special—F & B Auricon— 
Telescopes, etc. 

■ Either right or left hand operation. 
■ No backlash. 
■ Adaptable to all types of tripods. 
■ WHATEVER CAMERA you use—you will get 

better results with a MILLER HEAD. 

AT LAST A NEW FLUID PAN HEAD 
FOR SUPER 8 CAMERAS 

■ Camera mounting screw VA". 
■ Pan and tilt packed with special fluid and 

factory sealed. 
■ Height 5", weight 32ozs. 
■ Ball Leveling tops available. 
■ Miller Equipment is used throughout the 

world by leading photographers, film and 
television studios. 
Write for a free Brochure and prices on all 

Miller tripods and accessories. 
DEALER INQUIRIES WELCOME. 

CANADIAN DISTRIBUTOR 

CAMERA 
SUPPLYI LTD. 

1055 GRANVILLE STREET 
VANCOUVER 2, B.C. 
TELEPHONE: (604) 685-5331 

in an entirely different way than he had 
been trained. The crew was carefully 
selected to include young innovators of 
film. That was my armor, my defense— 
which / found to be unnecessary. / had 
been the victim of a prejudicial attitude 
toward him, but it turned out that he 
was the first guy on the set in the 
morning and the last guy to leave. / 
know it's hard to believe, but he called 
me "sir" throughout the entire picture. 
He was better on the 10th take than on 
the 9th and better on the 15th than on 
the 14th, if that many were required. / 
found him to be a joy to work with and 
a consummate professional—so / can't 
support those stories we've all heard 
about his arrogance on the set; he was 
nothing but a pussycat. 

LIGHTMAN: He may regard them as 
fightin' words, pardner. Other 
questions? 

QUESTION: I'd like to ask Mr. Zsig- 
mond if he doesn't think all pictures 
should be shot on location to make 
them look more real. For example, his 
picture "IMAGES" was shot on location 
and it looked just great. / don't think it 
would have looked nearly as good if it 
had been shot in the studio. 

ZSIGMOND: That's a very interesting 
question, because many, many directors 
and cameramen today want to shoot 
everything on location because they 
believe that location looks real and 
anything shot in the studio looks bad. 
They're convinced that studio footage 
can never look like the real thing. The 
fact is that 90% of the footage for 
"IMAGES" was shot in a studio in 
Ireland—on sets built on the sound 
stages. We found a beautiful house by a 
lake for the exteriors and we shot what 
we could there—entrances to the house 
and shots looking out through the win¬ 
dow—but all of the interiors and all of 
the night footage we shot on the stage. 
Now, that must be a big disappointment 
for people here who believe that pic¬ 
tures can only be shot on location. 

QUESTION: Mr. Zsigmond, in photo¬ 
graphing "DELIVERANCE", what was 
the biggest problem that you, as a 
cameraman, experienced? 

LIGHTMAN: Roping up and down a 
1,200-foot cliff every day. I know, 
because I was there with him. 

ZSIGMOND: / don't remember those 
things. It may be hard to believe, but 
"DELIVERANCE"seems like it was my 
easiest picture to shoot. It was very well 
planned. Again, John Boorman is a 

INTRODUCING 
some new legs 

to stand on. 

Ronford 
HEAVY AND MEDIUM DUTY TRIPODS 

Absolutely rigid in all positions 

Smooth easy action always 

No stooping to adjust height 

Positive quick action lock 

Polished stainless steel tube 

Manufactured to last indefinitely 

Fully guaranteed 
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In the West: 

ALAN GORDON ENTERPRISES. INC. 
1430 N. Cahuenga Blvd. Hollywood 90028 
Sales: (213)985-5500 Rentals: (213)466-3561 

In the Midwest: 

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

676 St. Clair Chicago 60611 (312)321-9406 

2659 Fondren Dallas 75206 (214)369-1165 

In the East: 

THE CAMERA MART, INC. 
456 W. 55th St. New York 10019 (212)757-6977 
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CALL CINE TECH 
FOR COMPLETE 

RENTAL EQUIPMENT 

ONE CALL DOES IT ALL! 

Tyler Equipment Rental 
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Photo Pilots 

Aerial Cameramen 
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LIGHTING RENTALS-SALES 
GRIP RENTALS & SALES 
LOCATION VEHICLES 
CAMERA INSERT CAR 

Arrangements for crews, catering, 
etc. Cutting rooms on premises. 
New 8 plate editing tablets. 

SERVICE 

RENTAL 

SALES 

CINE TECH 
INCORPORATED 

The Largest 
Rental Equipment Company 

South of New York 

7330 N.E. 4th Court 
Miami, Fla. 33138 

Call EGON STEPHAN 
(305) 754-2611 

director who tikes to pre-plan things and 
we worked things over for several weeks 
so that we knew in advance how we 
were going to handle each situation. 
There was one thing that turned out to 
be a pleasant surprise for us. We had 
originally planned to shoot for eight 
weeks with the first unit and then spend 
two weeks shooting scenes of doubles 
going down the river rapids in the 
canoes. But after two weeks of shooting 
in the live rapids, we found that the 
actors could handle the big ones and 
that they wanted to do it themselves. 
This improved the picture greatly, be¬ 
cause it meant that we didn't have to 
get far away and shoot big long shots. 
We could get right in where the action 
was happening, very dose on the faces. / 
think that, considering everything, "DE¬ 
LIVERANCE" was my easiest film to 
shoot. 

QUESTION: I'd like to ask Mr. Nykvist 
about this matter of pre-planning. We've 
had it said here today that certain 
directors lean heavily on pre-planning. 
You've worked with Ingmar Bergman 
on many pictures and, obviously, he 
believes in pre-planning. But then. I'm 
sure you've worked with other directors 
who don't—who prefer to work more 
spontaneously. Do you think it's pos¬ 
sible to pre-plan carefully and still get a 
spontaneous, immediate feeling into a 
picture? 

NYKVIST: Well, / believe very much in 
pre-planning. But always, when / ask 
other directors and producers about 
that, they say it's much too expensive. / 
don't think it is at all, because, in 
pre-planning, you have only a very small 
group working intimately together. Of 
course, they are paid, but the real costs 
come when you start to shoot—using 
the film and sets and so on. Everyone 
says: "Yes, that's right. We should 
pre-plan everything." But they never do 
it. In Sweden we can't afford to shoot 
more than 40 days. No picture / have 
done with Ingmar Bergman has shot 
more than 40 days—and / think that's 
the way to hold the costs down. When / 
say this to American directors or Ger¬ 
man directors or English directors, they 
always agree—but it's the producers who 
always say that it's much too expen¬ 
sive. When we finish a Bergman picture 
it's usually the end of November and, 
on the last day, Ingmar says: "Remem¬ 
ber that we want to start next year on 
the 8th of September and / want to 
have all of you with me." That's the 
reason that we can have the same group 
every time—and / think it's very impor¬ 
tant to work together with the same 
group. / don't know many who are able 

Learn with 
a pro at 

your elbow 
Basic and advanced courses 
in the fundamentals of 
motion picture production 
taught by a select staff of 
professional film makers. 
Learn with the same camera, 
editing, lighting and sound 
equipment the professional 
uses. Tuition covers all 
equipment, film and mate¬ 
rials plus your food and 
lodging. 

Students—earn three units 
of university credits. August 
21 through September 1 on 
the Southern California 
coast. 

Enrollment limited to keep 
classes small. Write today for 
brochure and application. 

JACK WILLIAMSON S 
MOTION PICTURE WORKSHOP 
426 Thirty First Street 
Newport Beach, Cal. 92660 
Telephone (714) 675-4271 
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to do it, but we can do it simply 
because Sweden is such a small country. 

QUESTION: A question for Mr. Rydell. 
You said earlier that it's necessary to 
hang in there and fight for what you 
believe in. But movies are a very expen¬ 
sive medium—so, don't you think that 
many idealistic film-makers are eventu¬ 
ally forced to give in and prostitute 
their talents to make commercial pic¬ 
tures—just so they can keep on making 
pictures? 

RYDELL: / don't think it's prostitution 
to try to make some money. / don't 
think commerciality, in itself, is wrong. 
/ think that there are some people who 
work deeply and well and happen to 
produce commercial products. They are 
in tune with something. It's a kind of 
X-factor, and it's sort of hard to put 
your finger on it. But there are people 
who make good films that make money. 
/ don't find myself surrendering. I've 
always been a kind of pugnacious, crazy 
guy anyway, so / kind of enjoy fighting 
with the studio. / like it when they tell 
me that what / have in mind is wrong— 
because, if they say I'm wrong, it 
usually turns out that I'm right. Those 
things don't have to do so much with 
art as with a kind of personal vigor and 
a personal integrity and a personal 
commitment. / think you find those 
same problems in all areas of life. 

There's always somebody who is asking 
you to take less, to do less, to make it 
easier. Well, those are moral decisions 
each man has to make for himself. 

QUESTION: Mr. Nykvist, it seems that 
it's only within the last few years that 
you've started to shoot in color. Is this 
because you feel that black and white is 
more artistic? 

NYKVIST: / very often get that ques¬ 
tion and the answer is that / do think 
that black and white is much more 
artistic. For that reason / was very 
happy when I saw that Bogdanovich had 
used it in "THE LAST PICTURE 
SHOW". Ingmar Bergman didn't want 
to start to use color because he thought 
it was too bright and that it would be 
impossible to shoot anything that had 
to look ugly. It never does look ugly. It 
always looks just wonderful. We started 
a color school in Sweden for several 
cameramen and directors and we 
worked for three or four months to 
learn about color. We asked a man from 
Kodak to come and talk to us about 
color. We even had a doctor examine 
our eyes and / have never been so afraid 
in my whole life that / might be color 

MOTION 

PICTURE 
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• ME-4 Ektachrome 

Processing 
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Processing 
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• Kodachrome Prints 

• B&W Reversal Prints 
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Positive Prints 

• Original Recording 

• Resolving and Transfers 

• Interlock Mixing 

• Optical Sound 

Transfers 
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• Conforming 
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to factory specifications. 

Lens collimation and 

correction for zooms, 

wide-angles, and telephotos. 

Prompt estimates! 

Phone (303) 433-3873, or write: 

stan phillips 8t associates 
camera service 

2245 w. 30th avenue denver, Colorado, 80211 

Duplikixi III 

16 mm Scenes from 

35 mm Color Slides 

• EXCELLENT FOR ESTABLISHING 
SHOTS 
• TOP QUALITY ANASTIGMAT 

OPTICAL SYSTEM 
• PRECISION MADE 

• FULLY COLOR CORRECTED FOR 
BRILLIANT COLOR SATURATION 
• WHOLE FILM SEQUENCES 

USING COLOR SLIDES 
• FILL IN CONTINUITY. COMPLETE 

FILMS PROFESSIONALLY 

• EASY TO USE. NO DARK ROOM 

Film 16mm scenes from 35mm color slides without loss of 
sharpness! Century Duplikin III 35mm to 16mm Printer 
head fits your camera like any other standard lens. Now 
you can produce motion pictures of material normally 
unavailable to cinematographers. Using your 35mm still 
camera, you can photograph low light level subjects and 
scenes in areas where bulky cameras and lighting equipment 
are not allowed. ONLY $159.50 

Send for free information today! 

Call or write Steve Manios 

Precision Cine/Optics 
10661 BURBANK BlVD. NORTH HOLLYWOOD. CALIFORNIA 91601 (213 ) 76 6-3715 

blind. After making experiments for 
half a year, we finally started with a 
picture called "ABOUT ALL THESE 
WOMEN". I did all the photography 
according to the rules from Kodak and 
it looked terrible. After that we were so 
afraid of color that we went back to 
black and white to make a picture called 
"PERSONA" and we felt it was much 
more artistic than color. But then the 
American distributors told us that we 
couldn't go on making pictures in black 
and white, so we really had to try to 
learn to shoot in color. We made lots of 
experiments to take away the brightness 
of the color and / don't shoot it 
according to the rules any more. So now 
I've changed my mind and / think that 
color can be much more interesting than 
black and white. 

QUESTION: Mr. Zsigmond, in "DELIV¬ 

ERANCE", how did you accomplish the 

shooting of day-for-night, and did you 

consider it successful? 

ZSIGMOND: / knew that was coming. 
We wanted to shoot a new kind of 
day-for-night along the river, so Techni¬ 
color made a test and it was very 
successful. What we did was simply 
replace the whites with blacks, without 
touching the medium and deep color 
tones. But the final work had to be 
done in another place, since Technicolor 
is not an optical house. We worked and 
worked for months, but the optical 
house was never able to get good regis¬ 
tration. Certain people raved about it— 
but / hated it always, that double image. 
It looked like solarization, but it was 
not intended to look that way. 

LIGHTMAN: I'm afraid the clock has 

caught up with us, so we'll have to bring 

this discussion to a close. I want to 

thank all of you for coming and partici¬ 

pating in what has been for me, at least, 

a most interesting symposium. 

The Sixth Motion Picture Seminar of 
the Northwest winds in a blaze of glory 
later that night with a special program 
of selected films by some of the seminar 
speakers. 

Included in the screening are: "CEN¬ 
TAUR", a ten-minute short stunningly 
photographed by Eugene Boyko; "THE 
MARKET", edited by Melvin Sloan; 
"SOMEBODY WAITING" photo¬ 
graphed by Sherwood Omens; "THE 
SKY ABOVE" and "PRELUDE", pho¬ 
tographed by Vilmos Zsigmond; and the 
pi£ce de resistance, Ingmar Bergman's 
"THE SECRET OF ANNA", photo¬ 
graphed by Sven Nykvist—in beautifully 
muted color. ■ 

The new Foba tripod is an all- 
metal professional motion picture 
tripod with a Pro Jr. flat-top plate 
which accepts Pro Jr., O’Connor 
models C and 50 and Miller F 
fluid tripod heads. Made in Swit¬ 
zerland by precision craftsmen, 
the Foba features unique, tubular 
adjustable legs which allow the 
tripod to be used in standard or 
baby positions. Foba comes com¬ 
plete with triangle-type leg locks 
and elevating riser plate. Max¬ 
imum height is 62"; with riser, 
73". Minimum height, I8V2 "■ 
Weight, 16 lbs. 

FEATURES 

1. Adjustable riser plate. 2. Pat¬ 
ented individual adjustable legs. 
3. Triangle-type leg locks. 4. In¬ 
dividual or simultaneous adjust¬ 
ing of legs.5.Modularly construct¬ 
ed for easy repair or parts re¬ 
placement. 6. Weatherproof. 7. 
Combination rubber and spiked 
tipped legs. 8. Flexible leg ad¬ 
justment for shooting on uneven 

terrain Price: $289.00 
(Note: Price does not include Miller F 
Fluid Head shown in photograph.) 

Available Exclusively From: 

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

(213) 466-3561 / (213) 985-5500 
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of Photography 
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Phone: 212) 244-3462 

Leadership in photo teaching since 1910 

TOWARD TRUE CINEMA 
Continued from Page 886 

relatively small. We react bodily, kines- 
thetically to any visual change. As a rule 
the bigger the change, the stronger the 
reaction. For example, in a sudden cut 
from a long view of an object to a very 
close view of it there is, always, an 
inevitable optical and kinesthetic im¬ 
pact, an explosive magnification, a sud¬ 
den leap forward. If the object is in 
motion, the close-up intensifies this 
motion; as a rule, the greater the area of 
the screen in motion, the greater the 
intensify. This seems obvious. And 
thinking in these terms, one should, 
obviously, be led into thinking of de¬ 
grees of change, impact, and intensity, 
and how important—if one hopes to use 
film creatively—the relative organization 
of these factors must be. To use a visual 
medium artistically is to make the visual 
parts “go well together.” Problems of 
duration, harmony, contrast, propor¬ 
tion, and rhythm, are involved in this 
sort of visual-dynamic organization, i.e., 
cutting, which is quite different from 
editing a sequence of long shots, medi¬ 
um shots, and close-ups according to 
literary-dramatic requirements only. 
And a little more thinking in this 
direction leads one to deeper fundamen¬ 
tal differences, through proper shooting 
for that sort of cutting, down to the 
original conception, to the problem of 
how to express a theme filmically. And 
that is a long way from the stage. 

In a close-up an object appears some¬ 
how dissociated from its context. It is 
thus more or less liberated and made 
available for new combinations, both in 
respect of its visual values and meaning 
connotations. The latter are called "as¬ 
sociation-fields" by Gyorgy Kepes in his 
remarkable book Language of Vision. 
(Although primarily a study of visual 
principles operative in static graphic 
arts, this book is full of fruitful sugges¬ 
tions applicable to motion pictures.) In 
certain combinations with other fields 
an object acquires a quality that may be 
compared to that of a poetic image, but 
this similarity should not be taken too 
literally. Each different aspect of the 
same object has a unique quality and 
thus it differs from a word, which is 
more readily variable in a different 
context. The possibilities of creative 
organization of filmic imagery are so 
little known and explored (to some 
extent by Cocteau) that it seems like an 
insolence to compare our crude gropings 
with masterpieces of other arts. 

It is clear that the emphasis here is 
on visual values. But this means more 
than striking photography, unusual cam¬ 
era angles, and ingenious dolly and 
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35mm Arriflex and Eclair cameras. These are sold 
in kits with four and five holders each, with gel 
cutter, tweezer, spare gel container and other 
convenience features. 
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Four holders with kit $65.00 
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Five holders with kit  $50.00 
Four holders with kit $45.00 

Prices include AIRMAIL SHIPMENT same day 
to anywhere in U.S.A. & foreign. 

With foreign orders, include International Money 
Order. 

Ask for brochures. 

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 

Steenbeck and Kem rentals 

630 Ninth Avenue New York,10036 
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(213) 466-6683 

HARRISON CAMERA & LIGHTING CORP. 
14839 N.E. 20th Ave., North Miami, Fla. 33161 
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boom shots. It is not a question of 
artistically composed tableaux. It is a 
problem of composing visually, but in 
time. Individual shots may be incom¬ 
plete, as individual musical tones are 
incomplete in themselves, but they must 
be "Just right and go well together" 
with other shots, as tones must with 
other tones, to make complete and 
esthetically satisfying units. Beautiful 
photography is only surface embellish¬ 
ment, while cinematography is the gath¬ 
ering of visual-dynamic-meaningful ele¬ 
ments, which creative cutting combines 
into living entities. 

The emphasis, then, is on the devel¬ 
opment of a visual dynamic language, 
independent of literature and theatrical 
traditions. The emphasis on the visual 
aspect does not exclude creative use of 
sound. It is, however, somewhat amus¬ 
ing to read a chapter on "counterpoint 
between sound and image" when no one 
can claim to have mastered the funda¬ 
mental organization of the factors spok¬ 
en of in connection with the close-up. 

No doubt, the film medium is relat¬ 
ed, in some ways, to other arts. But 
relation does not imply imitation. It 
may learn from other media, but, if it is 
to be dignified with the name of art, it 
must not merely copy. In art "speaking 
likeness" is not a criterion of value. 

2. A METHOD OF TEACHING THE 
CREATIVE USE OF THE MEDIUM 

In essential ways the motion-picture 
medium is unique. And to the study of 
the possibilities inherent in the medium 
a method has to be worked out. I can 
give here only a rough idea of certain 
aspects of such a method, based on my 
own experiences teaching film at the 
Department of Cinema at the University 
of Southern California. 

The teaching should be based on a 
literal interpretation of the name of the 
medium: motion pictures. Pictures 
should be taken in the sense of images. 
The goal is integration of motion, 
image, meaning, and sound, but at the 
beginning the emphasis should be laid 
on the first part of the name: motion. 

An effort should be made to dissoci¬ 
ate the meaning of the word from 
certain undesirable connotations. It 
does not stand merely for stage action, 
nor a certain type of agitation now so 
popular with film directors. This may be 
exemplified by the "movements" of a 
star, who, during the span of a brief 
dialogue moves from the couch to the 
fireplace and to the window, where with 
a toss she turns her back to her lover 
and comes to rest, staring out of the 
window. Nor does it stand merely for a 
perpetual agitation of the camera, also 
very popular with the movie directors, 

Ready for YOU: 
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BELL & HOWELL 35mm 2709 
—50mm lens, RA viewer, 400-ft. 

magazine  1020.00 
—50mm lens, Mitchell rack 

over, side scope, filter 
holder  2450.00 

(Other special units available) 

N C E single-frame drives with special 
mounts, control box & 
cables, for B&H 2709 
cameras (New)  1055.00 

Richardson stop-motion drive for B&H 
2709 (Used); cables etc. . . 645.00 

Complete line of N C E stop-motion units 
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Professional-standard cable or crystal 
interlock for S-8, 16mm or 35mm 
equipment. 

One unit for lip-sync filming, view¬ 
ing rushes, editing, mixing, transfer¬ 
ring, projecting and optical printing. 

Modular electronic design permits 
interlock for even the most esoteric 
equipment configurations. Consult 
with us before you say it can’t be 
done. 

We stock also economical mechani¬ 
cal editing supplies. 

9 Write for brochure 

Inner Space Systems 
102 W. Nelson St., W.A.S.T.E. 

Deerfield, Wisconsin 53531 
608-764-5900 J 

Play back separate 
picture and sound 
in perfect sync. 

New Model PGSS-2 
Palmer Interlock is a 
complete system to 
project picture with 
optical or magnetic 
track, record on stripe 
or 16mm magnetic film, 
and make sound transfers. 

g Write for details. 

W. A. PALMER FILMS, INC. 
611 HOWARD STREET ■ SAN FRANCISCO, CA 94105 
San Francisco’s complete 16 mm film service 

who treat the camera like an infant who 
is not satisfied until it is perambulated 
or dollied about. The students are asked 
to make a fresh mental start, if they 
can, by forgetting, for a while, the daily 
film fare they have seen. It is then 
explained that a whole new world is 
open to them for exploration: the world 
of motion. 

The invention of the cinematic tools 
has not only given us the means to make 
"amazingly lifelike" recordings, it has 
also extended, immensely, the possibili¬ 
ty of a heightened perceptual grasp of 
reality. 

In static visual arts students are 
trained in a sensitive perception of the 
shape of things, while here they are 
directed toward a keener perception of 
the shapes of the motions that things 
generate. At first they are required to 
observe simple motions. An example of 
a simple motion would be a segment of 
space as it is cut out by a door opening 
or closing, a complex motion would be 
one traced by a newspaper dancing high 
in the wind. The emphasis is on object 
motion, because of the geometric sim¬ 
plicity of such motions. The students 
are requested to observe, analyze, com¬ 
pare, classify, and describe these mo¬ 
tions. 

The human perceptive mechanism is 
such that it may interpret as motion 
certain phenomena where no actual 
motion occurs. This was thoroughly 
investigated by Gestalt psychologists 
and is called phi-phenomenon or appar¬ 
ent movement. "Under appropriate con¬ 
ditions successive presentation of two 
lights at two points not too distant from 
each other results in an experience of 
movement from the first to the second" 
(Koehler). Our experiments show that 
there is a sensation of displacement or a 
visual leap in a cut between any two 
sufficiently different shots. This may be 
demonstrated very vividly if short strips 
of the shots, approximately ten frames 
each, are rapidly alternated. In certain 
cases a clear transformation of one 
shape into another may be experienced. 
By making their own selections of shots 
or designs and intercutting them in 
various ways students become aware of 
a new purely filmic force: more or less 
intense visual impact that occurs at each 
cut. 

The project following these exercises 
consists in a thorough observation of a 
complete simple activity or occupation 
where a limited variety of motions is 
involved. Again the emphasis is on the 
motions of objects, for example in the 
wrapping of a package, preparing food, 
loading of a truck, etc. The complete 
action is broken down into as many 
simple motions as possible and each is 

A dual system with two independent 
film handling mechanisms. The left side 
features a pick-up recorder-reproducer 
with up to 3 track capability. The right 
side features a reproducer with up to 6 
track capability. 
Available in 16mm, 35mm or 16/35mm 
and 17.5/35mm • Compatible with all 
existing interlock systems • Remote 
synchronous, high-speed operation. 

WEST: Alan Gordon Enterprises, Inc., Hollywood 
MID-WEST: Victor Duncan Inc., Detroit, Chicago, Dallas 
EAST: The Camera Mart Inc., N.Y.C. 

For more information write: 

Mulri-TRACk MAQNETicS iNC. 
1 Ruckman Rd.,Closter, N.J. 07624 (201) 768-5037 

The Multi-Track "SENIOR" 
Part of the all New "BUILDING BLOCK" 
concept in Sound 
Recorder-Reproducer 
Systems 

HFE CINE 

SHUTTER TESTER 
MODEL 10 

MOTION PICTURE CAMERAS can be loaded with full confidence 
after checking the frame rate with the Cine 10 Stroboscope. Just 
hold the flashing probe near the pull-down. If the pull-down appears 
stationary, load up. 

Four flashing positions of 16, 24, 32, and 64 flashes per second, 
each with 0.001% accuracy (128 frames per second, use the 64 setting) 
are available on the front panel. 

For the repairman, we incorporated a variable flash rate to deter¬ 
mine the frame speed of the very errant camera (7 to 70 flashes per 
second). 

Write for other cine and still camera test equipment. 

Price $266.00, delivery stock to 10 days. 

HIGH FREQUENCY ENGINEERING CO. 
123 SANTA MARIA AVENUE • PORTOLA VALLEY, CA 94025 

TELEPHONE (415) 851-8108 
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Shooting 
near 

Atlanta? 

RENT* or BUY from 
the South's complete 
equipment source. 

» arriflex cameras 
► eclair cameras 
* frezzolini conversions 
» cine 60 products 
» miller tripods & heads 
» colortran lights 

► CP-16A cameras 
► lowel lights 
► nagra recorders 
* nee tripods 
» auricon cameras 
» neumade 

• e-v microphones 
> rosco cineqel 
> spectra meters 
> halliburton cases 
» gaffer tape 

'Send for our rental catalog-if you're shooting in Atlanta, be 
sure to check our overnight or weekend rates. 

Exclusive CP-16 dealer in Georgia, 

Alabama, middle and eastern Tennessee. 

c^daifta Film Equipntent Rentals^ 
1848 BRIARWOOD ROAD, N.E. 

ATLANTA, GEORGIA 30329 
404/633-4101 

NEW from 

€Dii]3DiiaS] 

CP-16 & 
CP-16/A 
Camera 
Models 

now 
available 

in 

SUPER-16 
Format 

OEQMIS] 
Technology InThe 

Service Of Creativity 

For further 
information, 
contact your 
professional 
dealer or 
write to: 

CORPORATION 

shot from a great variety of angles. This 
kind of analysis, or overanalysis, is 
different from recording previously dis¬ 
cussed. Here the motion-picture camera 
is in its natural element. This process is 
really a filmic liberation of bits of 
dynamic visual energies, extracted from 
a simple event in reality. Each angle is 
selected to take hold of a single clear 
visual note. None is intended for an 
individual display as a "best shot” in the 
picture, not any more than a note is 
intended to be the best in a melody. In 
the re-creation of the event in cutting, 
each filmic facet acquires value only by 
its place in the total filmic structure. 
And the student's sense for structure 
grows out of these exercises in analysis. 

Sometimes, in cutting, the move¬ 
ments are slightly overlapped, i.e., each 
new fragment begins a little back of the 
point already reached by the preceding 
fragment; in other words, in each new 
strip a small fraction of the preceding 
movement is repeated. Often surprising¬ 
ly beautiful effects result. A sort of 
rhythmical time-stretching occurs. 
There are several striking instances of 
this effect in Eisenstein's earlier films. 

Most students soon will become 
aware that very simple everyday actions 
may be made exciting by means of 
filmic analysis, and that there is a new 
kind of visual beauty to be found in the 
ordinary world around them. One can 
say that where there is physical action 
there is visual poetry. 

The next stage in the student's work 
should consist in exploring the associa¬ 
tive possibilities between images. Stu¬ 
dents should be asked to make simple 
statements entirely by visual means. 
Some may become capable of express¬ 
ing truly poetic moods; those with vivid 
imaginations may bring in surprisingly 
effective free combinations of images, 
while others may succeed in making 
simple documentaries interesting and 
visually exciting. 

The work done this way may be 
compared to the creation of simple 
melodies. Once the student has mas¬ 
tered this elementary process, he should 
be prepared to orchestrate several move¬ 
ments within a shot and to achieve a 
more complex organization of images 
for themes of greater complexity, so 
that perhaps, some day, he may learn 
how to make, not photoplays, but 
dramatic motion pictures. ■ 

MOVING? 
When changing your address, please noti¬ 
fy us at least four weeks in advance. BE 
SURE to give your FORMER address as 
well as your NEW ADDRESS and ZIP 
CODE. 

AMERICAN CINEMATOGRAPHER 

16mm*8mm*Super 8/ 
EKTACHROME PROCESSING ^ 

Color & b&w 
POSITIVES AND NEGATIVES 

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. 

The all-new 

s4vt SOCUUHA. 

'mum" 
DESIGNED FOR HEAT-FREE 
PHOTOGRAPHY LIGHTING 

The Art Bodkins "BIO-LIGHT” 
is the answer to your search for 
heat-free lighting — an essential 
for photography in medicine 
and the life sciences. 
Over 98% of the infra-red energy 
(heat) is diverted from the light 
beam, and the "BIO-LIGHT” is 
guaranteed non-fading of the 
Kelvin color temperature. It has 
a special PAR-36 seal beam — 
5600°K, and comes complete 
with all accessories. 
For further information write 
or call: 

OPTICS INC 

77 Summer St., Boston, Mass. 02110 
(617) 542-1944 Cable: Bodkins 
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"THE NEPTUNE FACTOR 

Continued from Page 895 

Twenty four years experience in 
zoom lens repair guarantees our cus¬ 
tomers the best possible service. 
Every lens is optical bench tested 
before leaving our facilities. Precise 
focus collimation, complete rebuild¬ 
ing and servicing in as little as 8 

hours. 
Established in 1948 

Write or phone our Service Manager Steve 
Manios for a free estimate today! 

Precision Cine/Optics 
10661 BURBANK BIVO. NORTH HOLLYWOOD. CALIFORNIA 91601 

M SMITH-VICTOR 
Model K71 

HI-FI STUDIO KIT 

The K71 is a deluxe professional kit that con¬ 
sists of 3 lights with a total of 1800 watts, 3 
10-foot black stands, 2 barn doors, 2 scrims 
and a convenient carrying case. These lights 
provide high quality lighting for photography 
or T.V. and are ideal for Key, Fill or Punch 
Lighting. 

MODEL K71 KIT $299.50 

Write for specifications and prices on our 
complete line of Studio Kits. 

AT YOUR PROFESSIONAL DEALER 

SMITH-VICTOR CORP. 
Griffith. Indiana 46319 

ft 

maneuvered the Neptune into the tank 
with flotation rings. When the pool was 
full, we began the final steps by forming 
a special diving crew to work with me in 
the seatank. 

Our diving began by placing a group 
of gnarled hawthorn trees, dipped in 
white and red latex, into position. Tons 
of white silica stones were carried down 
and raked by hand around the base of 
each large rock formation. Four long 
diving days of lifting rocks, raking 
stones into place, and setting feather- 
stones beside the cave entrance, com¬ 
pleted our seascape. The addition of a 
group of towering kelp made from a 
soft yellow vinyl, enhanced the scene. 
To assist this 12-ft.-tall kelp to slowly 
wave backwards and forwards in the 
water, we added small bubbles of 
trapped air to each section. Our 2300 
pound Neptune floated level along the 
water line, after adding a ballast of 
styrofoam inside the frame. We pushed 
many of the heavy concrete rock forma¬ 
tions into a new location with little 
effort by first lifting them on large 
truck inner tubes. To touch up parts of 
the mural, we used silicon mixed in 
color and painted underwater with a 
caulking gun. The water that started at a 
cold 38 degrees from the hydrant, was 
heated over the following days, to reach 
a comfortable high of 85 degrees. 

With Harry Makin now a seasoned 
diver with his camera, the advantage of 
an underwater speaker system, and our 
experienced diving crew, sequences were 
filmed ahead of schedule. Our crew 
arrived on a Monday and we finished 
the necessary filming by Thursday of 
the same week. Thus, the picture was 
complete. 

Outside, the wind continued to blow 
the light snow off the roof of our 
seatank. Inside, many of us standing 
about in our wetsuits recalled the days 
in Halifax, Freeport, Toronto, Klein- 
berg, and now here in Woodbridge. 

We had finally come to the end of a 
six-month odyssey. ■ 

To Classified Advertisers 

► Copy deadline for classified ad- < 

vertising is the 1st of month, < 

preceding publication date. Mail ^ 

copy and remittance to cover i 
cost to 1 

► 1 
' AMERICAN CINEMATOGRAPHER < 

1782 No. Orange Dr. 
| Hollywood 28, Calif. 

-*■ -*■ 

SLAUGHTER 
C.I rdSU, I CAdi 

If\LW\ SERWct<915> 542'101 

1001 E. Missouri Ave.| 
El Paso, Texas 79902 

1 

Ektachrome and Black & Whitel 
processing and printing, Super-8, 
16mm. Sound studios. Editing 
and Conforming.  

nflV SERVICE ON EKTACHRQMEl 

AUTOMATIC DAYLIGHT PROCESSOR 
• Processes up to 200 Ft. 
• Super 8 to 105mm 
• Movie—X-Ray • Microfilm 
• Motor Driven—Portable 
• Film Dryers Available 
• Guaranteed 
Write for Free Literature 
OUR 27th YEAR 

Micro Record Corp. 
487-14 South Ave., Beacon, N.Y. 12508 

For the best in quality and service 

RUSSELL FILM 
LABORATORIES 

Complete 16mm Lab 

Color and black & White processing 

Sound recording 

Editing 

Printing 
• 

Titles 
Same day service on Ektachrome 
processing and work prints 

RUSSELL FILM LABORATORIES 

P. O. Box 6938 • Jacksonville, Fla. 32205 

(904) 389-2316 

&sell 
NEW YORK 30 E. 54th St. 

N.Y. 10022 (212) 826-6397 

LOS ANGELES 7046 Hollywood Blvd. 
Hollywood, CA 90028 (213) 466-7658 

camera film • leader • mag stock 

Shooting in Florida? 

We have what you want/need 

production logistics 

complete crews 

lab & equip, liaison 

locations 

HENfllSSflNCE 
PBOaiCTULI SERWCES 

Don Schreck or Carol Williamson 

Ph. 813/971-861 1 P.O.Box 17801 

Tampa, Fla. 
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SHOOTING IN CANADA ? 
Rent from the complete rental house OCINEQUIP 

Motion Picture 
Camera and 
Equipment Rentals 

41 Scollard Street. Toronto.Ontario.Canada. Phone 920-5424 

BLOW-UP 
HIGH QUALITY 

35MM NEGATIVES 
FROM YOUR 16MM ORIGINALS 

(OUR ONLY BUSINESS) 

Stock Shots Enlarged to Match-in with 
your 35mm Negative 

Complete Pictures Transferred to 35mm 

Call—Adrian at (213) 463-3178 

CINESERVICE, INC. 
1459 North Seward Street 

Hollywood, California 90028 

A COMPLETE 

16mm MOTION 
PICTURE LAB. 

OVER 32 YEARS EXPERIENCE 
Use Specialists to Make Your Color Prints 

Pioneer in 16mm color negative¬ 

positive printing and processing • 

Color additive printing • Edge 

Numbering • Cutting Rooms avail¬ 

able • Same day service on Koda 

and B&W reversal dailies 
“Clients throughout the entire 

r world” 

”C Mark of Quality  

Color Reproduction Co. 
7936 Santa Monica Blvd. (213) 654-8010 

Hollywood, Calif. 90046 

SPECIAL EFFECTS 
TITLES—COMMERCIALS 
Specializing in scratch-free, 
crystal clear blowups. 
16 to 35 with computerized 
color control. 
Write for our budget-saving 
price list. 

CUB OBIS 
Call (213) 466-1 333 
1033 N. Cole Ave. 
Hollywood, Calif. 90038 

HOLLYWOOD IN A HOLE 
Continued from Page 847 

as those three components may seem— 
formed the basis of our film project. 
But each one of those components came 
hard forged from our creative efforts. 
We figured that, having the essential 
elements in hand, we were prepared to 
make our film idea a reality through 
hard work and cunning. The incredible 
amounts of money required, with a 
little help from our friends, would then 
become more reasonable. What bills 
were left would in some way be taken 
care of because the important things 
were right. 

Among these five people who had 
something to say were Jay Arnold and 
Frank Binney—preoccupied with the 
film story of the "sensual cave explor¬ 
er." Previous attempts were made to 
express the inspirational measure of 
caving on a personal level, but, unfor¬ 
tunately, most seemed to fall short of 
their mark, due to lack of professional 
moviemaking experience. Jay and Frank 
wanted to see the sport caver's state¬ 
ment about his wilderness presented, 
and so originated this interesting 
scheme. They talked me into bringing a 
piece of Hollywood on location with 
them to get the job done. 

Two other essential members of 
"THE WILDERNESS BELOW" team 
were Bill Deane and Barbara Vinson. 
Bill's experience in photography proved 
valuable and he spent many hours load¬ 
ing film and maintaining camera gear. 
Barbara kept script notes in order and 
gave a general account of our film 
activities for later editorial use. Every 
one of the family worked to their limit 
hauling gear, repairing equipment, and 
spending long hours in the evening 
planning the next day's work. Each one 
was a professional in his or her job. 

We also received additional part time 
help from: Karen Stuck, Jim Herschend, 
Mike Alley, George Plumlee, and Roy 
Davis. Post-production credit must go to 
Monte McMillian for important creative 
assistance in that area. Filmmaking is a 
collective effort. 

A diverse variety of locations and 
set-ups were required to do all the 
planned shooting. Some important loca¬ 
tions were Russell Cave National Monu¬ 
ment, Falling Cave, Talley Ditch (near 
Falling Cave), the Crystal Palace and 
other locations in Cumberland Caverns 
and, ironically, a "studio" was set up at 
Bill Deane's house in Knoxville, our 
base of operations. The company was in 
production across the southern states 
for a total of about two weeks, each day 
a full 10 to 12 hours long. 

We had to adopt a technique for 

ASIA 
mm aw COMPANY 

IS 

COVERED 

BY 

612 MARINA HOUSE, HONG KONG 

• Production Management Service 
• Professional Crews 
• Camera and Equipment Rentals 
• Complete 16/mm & 35/mm 

Production Facilities 

III ILi HT. %f$. 

PRODUCTION MUSIC 
On 128 LP, 33-1/3 rpm, “Major” 
Production Music records selling at 
$5.00 for a total list price of $640.00. 
Or entire library may be purchased at a 
20% discount for a total library price 
of $512.00. 

In addition, we offer every basic sound 
effect your productions need. Over 
500 effects on 15 LP “Major” records 
for $75.00. All prices F.O.B. New 
York City. 

Send for Free Catalogs 

THOMAS J. VALENTINO, INC. 
Established 1932 

151 West 46 St. (212) Cl 6-4675 
New York, N.Y. 10036 

BEST DUBBINGS TO SPANISH 
Pablo Molina 

productions 

6605 Green Valley Circle Commercials 
Culver City, CA 90230 Educationals 
Phone—(213) Industrials 
641-2750 

Spanish Advertising Services 

The World's Top Magazine 
for Amateur Movie Makers 

movie maker 
■ Information, Instruction and Entertainment 

for everyone with an 8mm, super 8 or 
16mm camera. Organisers of the famous 
international Ten Best Amateur Films of the 
Year competition. 

■ Published monthly on 2nd Thursday. 
Annual Subscription $10.00 from 
M.A.P. Ltd., Box 35, Hemel Hempstead, 
Herts, HP1 1EE, England. 

magnasync MOVIOLA 

IIIM MEXICOl 
CIR Italian Splicers / Hollywood Film Co. 
35-16mm Projection Service and all Edi¬ 
torial Equipment 
is available from Alberto E. Valenzuela 
Miraflores, 905, Mexico 13 D.F. 
Tel. 5-39-57-49 
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MOTION PICTURE EQUIPMENT 
CORPORATION 

MCALLISTER CAMERA DOLLY 

HOLLYWOOD SCENE DOCK 

GRIP EQUIPMENT 
5428 SATSUMA AVE. 

NO. HOLLYWOOD, CAL. 91601 
(213) 766-4397 

TITLES, TRAILERS, INSERTS AND OPTICAL EFFECTS 

FOR MOTION PICTURES AND TELEVISION 
HO 6-8271 

736 Seward St., Hollywood, Calif. 90038 

in Fiomnn u/ 

With the largest and most completely 
equipped facility to serve the motion 
picture industry in the Southeast. 

COMPLETE 16 & 35MM SOUND 
PRODUCTION FACILITIES 
• Mixing • Dubbing • Transfer (Magnetic 
& Optical) • Interlock Screening 
• Editing • Location Sound • Sound 
Effects and Music Libraries 

WESTREX / NAGRA / RCA EQUIPMENT 

Send for our descriptive brochure 

WARREN SOUND STUDIOS 
35 N.E. 62nd Street* Miami, Florida 33138 
Phone: (305) 754-9539 

SidlxvoX in CANADA 

is available from 

ALEX L. CLARK Ltd. 
3751 Bloor St. West (416) 231-5691 

Islington M9A-1A2, Ontario 

shooting in these difficult locations that 
would not only allow portability and 
flexibility, but maintain professional 
standards. To do this we had to use 
equipment which was compact, but 
reliable, and, at the same time, give us 
good footage. I personally spent two 
weeks in Los Angeles using saved-up 
favors from my colleagues in rounding 
up specialized equipment. This was 
rough because I had little or no money 
to do it with. 

For the exteriors at Falling Cave and 
certain inserts we chose to use existing 
light. Properly established concepts can 
allow natural lighting to be even super¬ 
ior to that which is manufactured with 
trucks of equipment. But in doing so, it 
is sometimes necessary to wait for the 
precise few minutes of a day to get the 
quality of light you are seeking, and 
inclement weather can destroy the most 
carefully scheduled plans. Believe me, 
these problems did present themselves, 
especially at the pit where, at the 
extreme bottom, there was almost no 
exposure and we frequently waited for 
hours for clouds to disperse before we 
could even shoot. And times came when 
we could wait no longer and gambled on 
calculated underexposure or pushing. 

The interiors posed a special prob¬ 
lem. In the Crystal Palace, for example, 
some electrical power is available in the 
commercial section of the cave. But the 
idea of stringing cable for 2,000 feet 
through a delicate, winding labyrinth 
was not a feasible solution for the use of 
conventional lights. I worked late into 
the night at home before I devised a 
unique 12-volt lighting system for this 
purpose, another part of the careful 
preparation for the adventure. 

This lighting system is built around 
available surplus aircraft landing lights 
(used in this industry before, for differ¬ 
ent applications) which come in a vari¬ 
ety of sizes and beam patterns. At a 
mere 100-watts, the same output as the 
standard household light bulb, they 
throw a tremendously intense beam. 
Some beam patterns are spotty and 
difficult to control compared to fresnel- 
lensed studio lamps, but ingenuity and 
imagination allow for ways of accom¬ 
plishing almost anything. I softened the 
beam in some cases by using spun-glass 
and plastic diffusion materials common 
in the industry such as "Tough-frost” 
and "Marlux". Colored gels were useful 
to add tone to the light. 

These PAR-36-sized lamps are also 
found on farm tractors, and receptacles 
to house the globes can be found in 
hardware stores, but they have many 
limitations. Ironically, Mole-Richardson 
Company of Hollywood manufactures 
the "One-Light FAY" lamp that uses an 

PROJECTORS*1^^^^^ 
Interested in buying an outstanding re¬ 
conditioned 16mm projector? 
Each projector is sold at unbeatable 
discounts with a money back guarantee. 
Write for free price list and reprint of an 
article from "Filmmakers News Letter" 
on “Buying a Used Projector”. 

HECHT MOVIE EQUIPMENT CO. 
Box 443 (914) 647-6334 

Ellenville, N.Y. 12428 

KINGSWAY: 

CANADA’S 

POST-PRODUCTION 

EQUIPMENT 

SPECIALISTS. 
Featuring 

STEENBECK. BAUER 
PRECISION . MURAY 

For more information on all our fine equipment 
• contact: 

W Kingsway Rim Equipment Ltd 
821 Kipling Avenue, Toronto, Ontario 

M8Z 5G8 Phone: 416-233-1103 

ANIMATION ARTIST 

Applications are invited for the position 

of Animation instructor on a College 

level. A challenging opportunity to a 

mature individual experienced in the 

total animation process. 

Practical expertise and dedication more 

essential than academic status and teach¬ 

ing ability. Excellent working conditions 

with top professional facilities. 

Join the staff of the world's number one 

School of Animation. 

Starting Salary: $9,200 to $12,400 

Depending on Qualifications & Experience 

Starting August, 1973 

Mail Resume and References to: 

GEORGE MARTSEGIS 
Co-ordinator of Animation 

SHERIDAN COLLEGE 
1430 Trafalgar Road 
Oakville, Ontario, Canada 

* QUALITY + ECONOMY * 
Super 8 16mm 8mm 

Titles- (deductions - Enlargments 
Dupes - Processing - Stiping - Slides 
Animation - Preservation and soon! 

The RG Photographic co. 
Dept A Box 223, New Hyde Park, New York 11040. 

PROFESSIONAL LAMINATED 

MAGNETICSTRIPING 

SUPER 8’ 
1 6mm 

& REG. 8 

$.04 Per Foot—300 Ft. Min. Chg. 

19929 MAPES AVE. 
CERRITOS, CA 90701 

FAST SERVICE-FREE BROCHURE 
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ANIMATION 
IN 

TWELVE 
HARD 

LESSONS” 
robert p. heath productions, inc. 

1627 Scott Avenue, West Islip, New York 11795 

Image 
Transfers: 35mm/ 16mm 
Recordings: Narration & 

Sound Effects 
CALL: Elisha Birnbaum 

212-581-6717-18 Inc. 
1619 Broadway, New York, N.Y. 10019 

lIHliRK MOTION PICTURE 
I PICAi 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 

Hack Swain 
Productions, 
InC. * 20 YEARS IN FLORIDA 
Producer services at realistic fees 

Call us: 813/955-1706 
P. 0. Box 10235, Sarasota, Fla. 33578 

H|TVi CK& WHITE SERVICES 
OUR SPECIALTY 

Negative / Positive / Reversal / 
Work prints / Release prints / 
Editing Titles / Same Day Serv¬ 
ice / Write for price list. 

SOUND & CINEMA 
2206 S.Grant PI. (305) 259-3325 
Melbourne, Fla. 32901 

NICAD® — BATTERIES 
IN STOCK 

CALL 

305 945 4253 
^ 2013 N E 160 TH ST rrowam N MIAMI BCH FLA 33162 

MONITAL ZOOM LENSES 
by Rank Taylor-Hobson 

At your dealer or Call 

RANK PRECISION INDUSTRIES, INC. 
260 North Rt 303, West Nyack, NY 10994 

(914) 358-4450 
5437 Sheila St., Los Angeles, Cal. 90040 
  (213) 722-3221   

[STEENBECK] FOR RENT 

at Maysles' Brothers Studio 
NEW 2 picture 8 plate 

and regular 6 plate Steenbecks in 
comfortable editing rooms with com¬ 
plete 16mm facilities or at your 
location. 
MAYSLES FILMS, INC. (212) 582-6050 

1 697 Broadway, N.Y.C. at 53rd Street 

identical globe in external appearance 
(110 volts, though); and this FAY head 
can be used to contain the aircraft 
globe. By adapting the studio plug to 
alligator clips, the lamp is immediately 
converted to 12-volt use. Four of these 
lamps were lent to us by Craig Greene 
who operates White Spot Equipment 
Rentals in Hollywood, and for this we 
were grateful. 

To power these hybrid units, I chose 
batteries made in Japan by Yuasa, de¬ 
signed especially for the Honda 750 
Four motorcycle. These are small, much 
lighter than any car battery available, 
and a little more rugged, with better 
seals on the cells, so the electrolyte 
doesn't spill easily. They are about the 
size of a fat cigar box, weigh about 7 
pounds each, and cost $20. One battery 
will operate two lamps continuously for 
over two hours, the equivalent of an 
average day under the earth. In many 
ways, I found these superior to conven¬ 
tional battery-powered "Sun-Guns" 
which are used extensively by TV news 
cameramen and documentary film 
crews. 

It was a difficult choice in selecting 
the proper camera gear. In one way, 
flexibility is available by bringing every 
conceivable lens and camera mount 
available. Perhaps even more than one 
camera could have been used for special 
effects, such as high-speed photography. 
I could have brought at least four 
tripods, two fluid heads, each one dif¬ 
ferent and lending versatility in gaining 
varied angles. But in contrast, the more 
equipment we took, the more we de¬ 
pended on using, and the less flexible 
we became in moving about in those 
ridiculoulsy confined spaces. Once again, 
these choices were somewhat hard to 
make. 

The Beaulieu 16mm Zoom Turret 
camera was brought along after some 
decision, because even if it was not as 
adaptable as the Arri or Eclair, it did 
offer some interesting features. One, it 
was small and light, and we knew there 
would be some photography done from 
hanging on the rope in a rappel situa¬ 
tion. Secondly, due to the fact that it 
uses 100' daylight loads, it is small 
enough to stick in a back pack and the 
film spools themselves can be stuffed in 
a pocket or two. Also, the camera is a 
lot cheaper to replace in the event of an 
accident, as has been experienced in 
similar situations. The camera features a 
variable-speed motor for some limited 
high-speed work, a standard C-mount 
lens fitting which will universally adapt 
almost any lens (and rigidly). It also has 
reflex viewing which is essential for 
extreme close-up work and special lens 
work, like telephoto shooting, which we 

16MM & Super-8 Ektachrome Service 
Send for new brochure 

HO 2-6814 Days 
HO 2-8292 Emergency 

Service 
NEWSFILM LABORATORY. INC. 

516 No. Larchmont Blvd. 
Los Angeles, California 90004 

THE FINEST LINE OF 
PROFESSIONAL EDITING 
EQUIPMENT AND SUPPLIES 
IS SOLD BY? 

NOPE 
NOPE 
NOPE 

Including dealer and distributor¬ 
ships with Moviola, Maier-Han- 
cock, Ziess Ikon, 3M, HFC, MPE, 
CHRISTY’S MFG., GE and Syl- 
vania. 

EDITORIAL FILM SUPPLY 
2920 WEST MAGNOLIA BLVD. 
BURBANK, CALIFORNIA 91505 
Send for Price List to: Dept. A 

smf/f / srtc/M/srs! 
Any Quantity... BEST Prltes 

/KC. 

8764 Beverly Blvd , Hollywood, Colif 90048 (213) 652-7357 

ALL MOVIE LAB SERVICES 
16mm,Sup«r 8, Regular 8 

Write for free brochure 

^VUVFllmLab 
* * SERVICE, IIVC. 

FULL SERVICE 16MM LABORATORY 

INTERNEGATIVE 

• PROCESSING - ECO - EF - B&W 
• ADDITIVE COLOR PRINTING 
• EDITING • SOUND SERVICE 
• EDGE NUMBERING • VACUUMATE 
• ULTRASONIC CLEANING 
• FILMSTOCK • SUPPLIES 

CALL COLLECT (216) 881-4510 
4019 PROSPECT AVE. CLEVELAND, OHIO 44103 

■ KEM Universal Editing Tables 
■ KEM Standard-Rapid Editing Tables 
■ KEM Transfer and Dubbing Systems 

Revolutionary Systems for the Film Industry 

KEM 
ELECTRONIC 
MECHANIC C0RP. 

a division of The Intercraft Corporation 

225 Park Avenue S. 
New York, N.Y. 10003 

(212) 260-2150 
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AIRPLANES - HELICOPTERS 
Aerial Photography and everything in 
aviation including balloons, jenny’s to 
jets, mock-ups and a fleet of single 
and multi-engine planes & helicopters, 
all with camera mounts. Complete mo¬ 
tion-picture and TV service from the 
oldest and most experienced company 
in the industry. S. A. G. pilots. 

TALLMANTZ AVIATION INC. 
Frank Tollman, Pres. 

Orange County Airport, Santa Ana, Calif. 

(714) 545-1193 or (213) 629-2770 
Plus: Certified Air Taxi Location Service 

We are No. 1 
in the East 

The Largest Suppliers of 

Editorial Equipment 
and Services 

including cutting rooms and 
equipment rental for over 35 years. 

• 4 DeLuxe Screening Rooms 

PReVieW 
THEATRE 

1600 BROADWAY, NEW YORK, N.Y. 10019 

(212) 246-0865 

Complete 16mm & 35mm color & b&w 
processing and printing. Eastman COL¬ 
OR Ektachrome processing. Magnetic 
sound striping for 16mm-8mm and 

Super 8mm. 
V acuumate 
film treat¬ 
ment. 16mm 
Optical 
T ransfers. 

QUEBEC 265 Vitre Street West, Montreal, Quebec 
FILM LABS Telephone (514) 861-5483 

SPECIALTIES 
^ SYNCHRONOUS DRIVE EDITOR 

3magnetic tracks plus picture 
at sync sound speed 
Foot control -automatic clutch 
Large light well 

For information 
(702) 451-5290 

3429 Encina Dr. 
Las Vegas, Nevada 89121 

* 

QUICK-RELEASE DEVICE 
Fits all Cameras and tripods I Buy your friend a worthwhile! 
gift. Consists of camera fixture,! 
which fastens permanently tofl 
camera, and tripod fixture.which! 
mounts on tripod and has positiveHt 
lock with 7 lb. safety spring.!. 
Complete Device: $9.95. Addi-I 
tional camera fixtures: $5 each.I 
Enclose 75^ postage & handling.! 
Calif. Resident add 5% sales tax.H 

TRI-LOCK CORPORATION 

P.0. Box 650 Whittier, Calif. 90608 

planned on. 
If we couldn't have four tripods, we 

did bring two. One for standard height, 
and baby legs for low-angle work. More 
than once, though, the cameraman and 
camera were on the ground, in the mud, 
getting that angle that couldn't be got¬ 
ten any other way. 

Choosing a film stock was complex. 
We were insistent on the highest pos¬ 
sible quality, which meant sharpness, 
fine granularity, and good contrast. This 
is commonly available in Eastman Ko¬ 
dak Ektachrome Commercial stock 
(ECO), #7252. However, this emulsion 
has low sensitivity (ASA 25), and is not 
feasible even outside on a heavily over¬ 
cast day. We finally decided to use 
Kodak's High-Speed Ektachrome Type 
B (EFB, ASA 125) #7242 after long 
thought. It provided the necessary speed 
and, when post-flashed to reduce con¬ 
trast as a printing original, has very nice 
color rendition. But it is not overly sharp 
and, in 16mm, when going through a 
color reversal intermediate for release in 
a commercial market, the most stringent 
care must be taken with exposure, lens 
contrast and lens sharpness to maintain 
professional results. We long considered 
this, because, despite these admonitions, 
we also knew we would abuse the 
latitude of the film in impossible places 
shooting "THE WILDERNESS BE¬ 
LOW". There are some parts of the 
finished film which perhaps have this 
weakness, but overall, constant care 
rendered the long-sought professional 
results. 

Professional cameras have a tremen¬ 
dous variety of lenses available for 
different applications. I have known 
cameramen who make special lenses 
themselves, and even one who used a 
dime store magnifying glass on one 
occasion for an unusual effect. We had 
several ideas about the lenses we wanted 
to use, but chose an Angenieux 9.5-to- 
95mm zoom lens as our basic tool. It 
worked quite well, and allowed us to 
make "camera moves" that normally 
would not have been available. It al¬ 
lowed for speed in setting up because 
the proper focal length was available by 
dialing on the lens. However, it is large 
and cumbersome and is not as fast and 
sharp as some 16mm fixed-focal-length 
lenses. So we picked a few of those too. 

The most popular with us was a 
13mm Elgeet F/1.5 lens for obvious 
reasons. It is very fast and allowed us to 
shoot by carbide lantern light in more 
than one shot. Wide-angle lenses worked 
in the confined spaces of different 
passageways, and another often-used 
lens was the 10mm Switar, also fast 
when wide open. This lens and other 
important equipment was made avail- 

Kentucky 
Complete producer's assistance services 

Crews 
Locations 

Equipment 
Logistics 

ASMAN-TODD 
PRODUCTIONS 

419 Finzer St. (502) 585-4443 
Louisville, KY 40203 

FILMING FACILITIES 

ASIAN FILMS 
72, JANPATH.N .DELHI-1 

Cable : Moviphoto, 
New Delhi (India); 
Telephone : 47995 

COMPLETE LABORATORY AND 
POST PRODUCTION SERVICES 

FOTO-KEM 
INDUSTRIES, INC. 
"Motion Picture Center" 

GERRY BRODERSEN • LOU 
VINCENT • REGINALD DUNN 

• Fast service on developing ECO, EF and 
Color Dailies • Specializing in custom quality 
color-16mm and 35mm. 

Cutting Rooms & Facilities For Rent 
3215 Cahuenga West 
Hollywood, Calif 90028 876-8100 

For Professional Equipment in 

PHILADELPHIA, 
O. H. HIRT, INC. 

39 N. 11th St. • Phila, Pa 19107 
(215) 923-0650 

 i 

NOBODY makes BETTER 16mm 

COLOR POSITIVE PRINTS 
- than TEKNIFILM! 

• Small enough to give you 
PERSONAL ATTENTION 

• Large enough to meet your 

© TEKNIFILM, INC. 
1923 N.W. Kearney • Portland, Oregon 97209 

Telephone 503/224-3835 

TRY US ON YOUR NEXT PRINT ORDER 
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Still Photographer 
Complete production of still 
picture sequences and slide- 
show to film conversions, ft 

Norman Bringsiord 
265Clinton Street, Brooklyn, N Y. (212)855-4171 

Eastman Color Black & White 
16mm 8mm Super 8 

CenCoast Film Systems, Inc. 
Nation Wide Service 

1144 Orcutt Road (805)543-2144 
San Luis Obispo. Calif, 93401 

LINWOOD DUNN, ASC 
Former Head of RKO Studio Effects Dept. I CREATIVE 

SPECIAL EFFECTS 
Theatrical • Industrial • Educational 

Complete Advisory and Technical Services 

From Story Ideas to Theater Screen 
West Side Story—My Fair Lady 
It’s a Mad, Mad World—Hawaii 

The Bible—Thoroughly Modern Millie 
The Great Race—Darling Lili—Catch 22 
Expo 67-70—Airport—Song of Norway 

Cousteau’s Living Sea Museum 
Concert for Bangladesh—The Exorcist 

FILM EFFECTS of Hollywood 
1140 N. Citrus Ave., 

Hollywood, Calif. 90038 
Phone: 469-5808 Cable: FILMEFX 

HG A/TRANSTECH 
electronic equipment 
in use by tv stations & networks 
who demand quality and reliability 

HGA ELECTRONICS INC. 
519 South Fifth Ave. 
Mount Vernon, New York 10550 
(914) 664-5393 

Covering FLORIDA 
like the SUNSHINE 
COMPLETE RENTAL SERVICE 

PHOTOMART 
CINE EQUIPMENT SUPPLIERS 
6327 S ORANGE AVE.. • ORLANDO, FLA 32809 

Phone (305) 851-2780 

HOLLYWOOD’S OLDEST 

FILM SCHOOL 
NOW ACCEPTING ENROLLMENTS 

FOR OUR NEXT 

MOTION PICTURE COURSE 
CAMERAS • SOUND RECORDING 
LIGHTING • EDITING • EFFECTS 
COMPOSITION • SCRIPTING • ETC. 

DAY OR EVENING CLASSES-ENROLLMENT LIMITED 

DANNY ROUZER 

STUDIO 

7022 Melrose Avenue, Hollywood, California 90038 

Request Brochure HC (213) 936-2494 

■ 
■ 
D 

■ 
■ 

IR, 

able to the project by Ron Dexter, a 
leading Hollywood commercial camera¬ 
man. 

Using this selected stuff, which was 
available to us fortuitously, was only a 
part of the actual production. It was 
essential that we took our concept of 
the film, our plan, and graphed it into a 
blueprint by which we could construct 
the story. Therefore, it was elemental 
that the script be broken down into a 
workable schedule that would put us at 
the right place at the right time. Making 
a film involves hundreds of tenuously- 
held variables and, in the most con¬ 
trolled cases, is a guided crash. There¬ 
fore, a plan must be adaptable enough 
to changing situations, and to some¬ 
times capture elusive moments that can¬ 
not be planned for. 

This idea necessitated complete one¬ 
ness of mind of all members of the 
group. We not only spent days previous 
to the springboard journey making sure 
we knew what we wanted and how to 
get it, but every night, around the warm 
campfire, aggressively discussed the fol¬ 
lowing day's plan, which, in many cases, 
included new ideas and new accommo¬ 
dations forced upon us by reality. For 
example, we had only 2,400' of unex¬ 
posed film stock to make this movie on 
and, once having used the allotted bud¬ 
get on a particular sequence, had to 
make changes to get everything neces¬ 
sary in the film. You can't argue with 
empty. 

A method of shooting was quickly 
arranged. Jay, our director, would sum¬ 
marize over breakfast of eggs and bacon 
a la campfire what we would attempt 
that day. Once we arrived at the loca¬ 
tion, which was sometimes a monumen¬ 
tal effort in itself, he would then plot 
the first shot while everyone watched. 
Then, when the parameters were deci¬ 
ded upon, each member would take his 
post. Bill Deane, the assistant camera¬ 
man, would know where the camera 
went, what lens was to be used, and 
begin getting focus marks. I would then 
plan exposure and camera operation and 
feed back to Jay any new information I 
would discover. Frank, the star, would 
then begin moving through his actions 
to find the best way to achieve the 
effect he was after. Barb, script super¬ 
visor, would record what the camera 
shot. Essentially, each person began 
work in unison with every other mem¬ 
ber. Seldom is this kind of organization 
prevalent on low-budget films. This 
method is exactly what allowed us to 
make a $15,000 film for nowhere near 
that figure. 

This experience was as exciting to me 
as it was to those members who had 
never been involved in film work before. 

CANADA’S largest and most complete ■ 
1 rental house 

CINE VISION 

2000 Northcliffe Ave. 
Montreal, Quebec 
(514) 487-5010 

2264 Lakeshorc 
Blvd. West 

Toronto, Ontario 
(416) 252-5457 

16MM LENSES 
SANKOR &SOMCO BRANDS 
Finest Quality for Finest Projection 

will fit most 16mm sound projectors 

ANAMORPHIC; ZOOM; Conver¬ 
sion; Prime (1" and 1%" focal 
lengths) 35mm also available. IM¬ 
MEDIATE DELIVERY 
Send for Brochure. Dealers Invited. 

GAINES "16" FILMS CO. (213) 781 0334 

15207 STAGG ST., VAN NUYS, CA 91405 

in Boston: complete 16mm 
technical support 

■ film sound studio- 
recording, transfers, mixing, 
interlock screenings 

■ rental editing rooms and machines 
■ repair services 
■ location equipment rental 

Also-manufacture and sales of motion 
picture equipment: 

■ Sennheiser and E-V microphones 
■ microphone cables, sync cables 
■ crystal sync generators 
■ slating systems 
■ remote control devices 
■ custom design and engineering 

Stuart R. Cody Co. 
24-A Dane Street, Somerville (Boston) 
Mass. 02143. Phone 617-666-4540. 

Alabama Bound? 

(SMITH £ FRIbNHS 
production assistance 

in the Deep South 
call 404/266-8717 

2735-cTallulah drive n.e. Atlanta, Ga.30319 
V __ J 

eclair A 
ACL W 

in CANADA 

is available from 
ALEX L. CLARK Ltd. 

3751 Bloor St. West (416) 231-5691 
Islington M9A-1A2, Ontario 
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..CUT! PRODUCTIONS 

COMPLETE EDITORIAL SERVICES 
FOR 16 & SUPER 8 

PLEASE CALL: (213) 876-033$ 
3625 Regal PI., Hollywood, CA 90068 

□XBERRY 
Division of Richn irk Camera Ser1 

Tel. [212] 585-0730 
Cable OXBERRY, N.Y. 
516 TIMPSON PL., BRONX, N.Y. 10455 

OPTICAL 
PRINTERS 
LIQUID GATE 
ANIMATION 
& FILMSTRIP 
EQUIPMENT 

77//“/ TCJl 
LIILJI / / 7L. 

Crystal sync, units for Super 8 Cameras, Beau¬ 
lieus and Canon Scopic 16 and Super 8 —Pilo- 
tone Generators —Digital Projector Interlocks and 
Recorder Convertors — Complete Systems. Write 
for Brochure, Digital Film Equipment Division of 
Whitehead Enterprises, 1205 West Drew, Houston, 
Texas 77006. (713) 528-5090. 

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 

QUALITY 16mm PRINTS 
L OUR SPECIALTY k 

Satisfied customers coast to coast 

B&W • Kodachrome • Ektachrome 
Color Interneg • Positive 

1923 N.W. Kearney St. V 
Portland. Oregon 97209 
1503) 224-3835 TEKNIFILM, INC. 

angenieux service corporation of California 
13381 BEACH AVE., VENICE. CALIF. 90291 • (213) 821 5080 

FACTORY SERVICE 
II )M¥1T) CENTERS 

REPAIRS • PARTS 

angenieux corporation of america 
440 MERRICK RD., OCEANSIDE, N.Y. 1 1572 • (516) 678 3520 

the big lab in Canada 

BELLEVUE PATHE 
coast to coast 
VANCOUVER TORONTO MONTREAL 

916 Davie St. 
Vancouver 1, B C. 

Tel. (604) 682-4646 

9 Brockhouse Road 
Toronto 14, Ont 

Tel (416) 259-7811 

2000 Northcliff Ave 
Montreal 260. Que 
Tel (514) 484-1186 

BOLEX ACCESSORIES 
24-Frame Sync. Camera motor—115V 
Var. Speed Battery Camera motor—24V 
400-ft. Magazine w/400' counter in camera 
IntervaItimer-— Range IV2 sec. to 36 min. 
Animation motor for new single-frame shaft 

Write for Bolex Accessory Catalog 
STEVENS ENGINEERING CO. 

Dept. A, 340 Newport Blvd., 
Newport Beach. Calif. 92660 

simply because it was a group effort 
that is only occasionally witnessed in 
the film world. I am not proffering the 
premise that this is the new way to 
make film; simply, it was a fortunate 
happening, a moment of union and 
communion between some people. 
Sometimes this chemistry comes about 
of its own will, but can never be 
manufactured. 

And this experience was fun in unex¬ 
pected ways. It brought me into a world 
of natural wonders and sporting thrills 
that I have been inspired by. I some¬ 
times now close my eyes in the midst of 
Hollywood chaos and remember those 
tranquil and silent moments when we 
relaxed in a canyon that knew only 
eternal darkness. I try to summon up 
that unusual friction smell of Bluewater 
zipping through my rappelling rack. I 
remember looking down that first time 
and I'm shaken from this reverie by 
tensing hands and cringing teeth. 

Then I want to make another cave 
film! ■ 

The Newest 
4 lb. Power Pack $ 
drives Cine-Voice 

conversions for 
five 400 ft. rolls 

with capacity 
to spare. 

\/JVl 
World’s standard of Portable 
povorpai 
TV nons 
cameras. 
Model 1000-DX 
The Lightweight Standard. 
A "must” for cameramen on 
the run. Advanced technol¬ 
ogy in a compact, portable 
battery-operated AC Inverter 
with built-in charger. 

The Frezzolini Model 
1000-DX features standard 
Transistor-Con trolled 
Module for single-system 
cameras, or a precision Crys¬ 
tal-Controlled Module to pro¬ 
vide synchronous AC camera 
power for "double-system” 
camera operation. A separate 
"built-in" Crystal-Controlled 
Module is available for 
pilotone Nagra recorders. 
Crystal-Control operation 
eliminates sync cable be¬ 
tween camera and recorder. 

See your quality dealer 
for complete information and 
demonstration or phone or 
write direct to Frezzolini. 

General Research Laboratories 
■■■■ DIVISION OF 

tTj Frezzolini Electronics Inc, 
HU3 7 Valley St., Hawthorne, N. J. 07506 

PHONE: (201)427-1160 

IN CANADA 
Editing a cinch with the KEM time saving 
Film Editing Tables (4, 6, and 8 plate models). 

Phone or Write: 

UBR0 FILM TECHNICAL SALES & SERVICE 
19 Sealcove Drive, Etobicoke 652 
Toronto, Ontario, Canada (416) 621-2679 

FILMS 
PROFESSIONAL 
UNDERWATER 
PHOTOGRAPHY 

, (415)362-6694 
A Sta n Wa te rma n/ 
Al Giddings Enterprise 

584 Fourth St., San Francisco, CA 94107 

CANADA 
Exclusive Distributors in Canada for: 

ARRIFLEX Motion Picture Equipment 
NAGRA Tape Recorders 
IANIRO Lighting Equipment. 

Write for price lists and brochures. 
BRAUN ELECTRIC CANADA Ltd. 

3269 American Drive (416)677-3243 
Mississauga, Ontario, Canada L4V 1B9 

CENTRAL FLORIDA 
... and everywhere 

director/cinematographer 

RODNEY E.CAVIN 
(305) 838-8326 P.O. Box 507 
Altamonte Springs Florida 32701 

in CANADA 
IV I 

is available from 
ALEX L. CLARK Ltd. 

3751 Bloor St. West (416) 231-5691 
Islington M9A-1A2, Ontario 

Sales Headquarters for These Lines: 
■■pmgi Arrivox Tandberg Amega 

frtfT"- M Canon Scoopic Hollywood Film 
Lowell Stutz: Showchron 

Write for Catalogue. 

MACKENZIE EQUIPMENT CO., Ltd. 
26 Duncan St., (416) 364-2266 
Toronto 2 B, Ontario 

SHOOTinG m Contact Jim Grattan for 
top equipped crews. Single 

 and doubie system. urannon? 
PDATTAN 1440 st- Catherine Street, West 

Suite 507. Montreal 107, P. Q. Canada. 
PRODUCTIONS (514) 878-9638 

Only Pako offers 
automated film processing 

with cradle drive! 

(§ PHOTO PROCESSING 
*4mjf PRODUCTS 
Pako Corp., 6300 Olson Mem. Hwy., Minneapolis 55440 

fiEVACOlgB alternative! 

AGFA-GEVAERT, INC. 
New York • Los Angeles 
San Francisco • Chicago 
Atlanta • Boston • Dallas 
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BUY-SELL-SWAP HERE 
STUDIO PRODUCTION EQUIP. STUDIO PRODUCTION EQUIP. STUDIO PRODUCTION EQUIP. 

GOOD PRICE on ACL Mags., almost new, 
quiet, 200 ft. Eclair ACL mags. Write only 
enclosing phone number to PHIL PARMET, 
189 S. Harrison St., Princeton, NJ 08540. 

AURICON Cine-Voice with Parrish 
conversion for 400 and 1200 ft. Mitchell 
magazines. Has magnetic sound for single & 
double system. Write for prices and photos. 
FEATURETTE FILMS, 1543 S. Saltair Ave. 
W. Los Angeles, CA 90025. 

FOR SALE, Excellent Nagra III with crystal, 
phones, ATN $1200. Without crystal $1000. 
Zeiss 10-100 zoom $1000. Bolex reflex with 
motor, lenses $350. Sennheiser 804 $175. EV 
RE-15 $85. RAMSGATE, 704 Santa Monica 
Blvd., Santa Monica, Ca 90401 (213) 
394-8819. 

BEAULIEU R16 12 to 120 zoom lens, hand 
grip and many extras. $1750. (213) 
765-3983. 

AURICON 16mm camera conversion 
complete with magnetic sound and 400’ 
Mitchell magazine. $1,950/offer. Box 1763 
AMERICAN CINEMATOGRAPHER. 

SWITAR 86EE H16 RX C-mount lens 
guaranteed perfect $400. (509) 877-3029. 

ECLAIR NPR complete outfit $5,300. Eclair 
Aquaflex 35mm underwater outfit $4,500. 
Bolex 16-Pro complete outfit $7,500. CP-16 
cordless outfit $5,500. Arri-S late outfit, 
loaded $5,900. Auricon Super-1200, opt. 
sound $990. Reflexed Auricon Pro-600 
$1,900. Auricon Pro-200 w/galvo $550. 
Cine-Voice special convsn. body $900. 
Angenieux, 5.9mm Arri-mt. lens $550. 
Angenieux 12-120mm, C-mt 7V2” finder 
$1,200. Pan Cinor 17-85mm, C-mt, finder 
$375. Mag sound system for Arri-BL $1,300. 
Custom 9" x 12" animation compound $375. 
Hallen 16mm magnetic recorder $500. 
Cinemaphon 8mm/Super-8 sound striper 
$275. Tel-Amatic 16mm contact printer 
$900. B&H Mdl. JB 16mm color printer 
$4,200. DeVry JAN 16mm Xenon lamp 
projector $900. B&H 302 mag/opt 16mm 
projector $550. Siemens 16/16 projector 
w/sync motor $1,900. More items available, 
ask for Free list. COMQUIP, INC., 366 S. 
Maple Ave., Glen Rock, NJ 07452 (201) 
444-3800. 

EXCELLENT VALUE: 16mm B&H 2V2” lens, 
Kodak Cine 2.5 Ektar and 2.7 Ektanon lenses, 
Dukane, Beseler and Audio Scope Executive 
35mm Projectors, 16/35 Mezey Footage 
Counter, Master Audio Control Unit, AKG 
Mike, Atlas Boom, Da-lite Movie Screen, 
Olympia Portable Typewriter, Dymo 
Tapewriter. (203) 264-8706, Box 201, 
Southbury, Conn. 06488. 

ARRI 35 IIC. Body $1,400. V/S motor $90. 
C/S motor $125 28mm lens $100. Color mags 
$125. 200' mags $35. 1,000 mags $75. Eclair 
CM3 mags 35mm x 100' $150. 16mm x 400’ 
$175. B&H 400’—1,000' mags $20. Single 
lens Eyemo—47mm Cooke $70. Mitchell 
“16” blimp $400. Doiflex “16” outfit $700. 
Cine Special I w/2 mags $200. Bolex 
H-16M—25mm lens $125. 10mm Switar $95. 
Atlas 16mm editing table, 1 picture, 1 sound, 
like new $1,800. 16mm projectors, other 
equipment. JOHNSON (212) 375-0207. 

l-35mm UNIVERSAL PROJECTOR—inter¬ 
lock portable for sale call (weekdays) N.Y.C. 
(212) 581-6717. 

SPECTRA Professional exposure meter new 
$90. Super-8 Beaulieu 4008 zm 11, new 
$700. Uhers 4200 & 4400 stereo new with 
accessories $450 each. WILEY GROOVER, 
21 Sessions St., NW., Marietta, GA 30060. 

Academy Leader 16mm SMPTE Standard 
1200’ rolls only. 3# per foot. Add 5% 
shipping charges. FILMEX, 55 Maitland St., 
Toronto, Canada (416) 964-7415. 

Production aids for the creative filmmaker. 
Save time and money. Write for literature. 
CINEPHONICS, Box 534, Dept. AC. Del Mar, 
Ca. 92014. 

CRYSTAL sync for Nagra or any sync 
recorder, use externally or install in recorder. 
$100. AUDIOFONICS, INC., 1101 
Downtown Blvd., Raleigh, N.C. 27603 (919) 
833-3924. 

TUNGSTEN-HALOGEN photographic and 
television lamps at substantial discounts. 

$ .00 to $19.99—list 
20.00 to $29.99—10% off 
30.00 to 149.99—25% off 
150.00 and over—30% off 

Catalog Upon Request, OLESEN COMPANY, 
P.O. Box 348, Hollywood, Ca. 90028. 

MOVIOLA EDITING Machines. New and 
Used. Flatbeds and uprights. CAMERA 
SOUTH CO., 1635 S.W. 27th Ave., Miami, 
Fla. 33145. (305) 445-9461. 

BRAND new Hervic Hydra-fluid J.B. head 
Tripod $275; H16 Reflex Bolex 16, 25, 
75mm lens in turret, with case, good 
condition $395. Kinevox Hallen 16mm Mag 
tape recorder, good condition $250. 
SPOTTSWOOD STUDIOS, Box 7061, Mobile, 
Alabama, (205) 478-9387. 

CANON SCOOPIC demonstrator $795. 
Folding shoulder pods, new $55. GORDON 
YODER, INC., 2840 Reward Lane, Dallas, 
Tex.75220. 

BEST DEALS on Eclair ACL & NPR Cameras 
are available at ... CAMERA SOUTH CO., 
1635 S.W. 27th Ave., Miami, Fla. 33145. 
(305) 445-9461. 

35mm Arri, Small metal blimp, 110 volt sync 
motor, 25-50-75 lenses, 2-400ft. magazines. 
All in like new condition, absolutely silent. 
$3350. Firm. CINE TECH, INC., Miami, Fla. 
(305) 754-2611. 

NEW Bolex Reflex Rex V, still in the box, 
$520. Angenieux 9.5-95 $650. Tandberg IIP 
sync recorder $450. W. F. HEITMAN, 934 
Sylvania, Dallas, Tex. (214) 327-4763. 

LATEST USED EQUIPMENT LISTINGS! 
Write Helix LIMITED, 679-E North Orleans, 
Chicago, III. 60610, and we will send you our 
Current Listings. Please indicate your 
photographic interest. 

OUR ANNUAL SALE of DISPLAY 
CAMERAS, NEVER-USED BARGAINS 
Bolex H-16 EBM (Electric Drive) w/100’ 
Capacity, will accept 400’ Magazine, Bay Mt., 
$885. Bolex H-16 EBM Camera, Complete 
w/Power Grip, Battery Charger, 3' Cable, 
$1,169.50. Bolex H-16 EBM, Same as Above, 
but w/400’ Magazine #892, Take-up Motor 
#804, Connecting Cable #809, Equipped 
w/Vario Switar 100 POE Zoom Lens #82, 
$2,010. Bolex H-16, Same as Above, but 
Equipped w/Tripod Base Adapter #1782, 
Battery Container #1784, and Remote 
Control Cable #1786, Rechargeable Battery 
#1766, Battery Charger #1768, 3’ Universal 
Cable #1776, $2,240. Bolex EBM or ESM 
Hand Grip, $135. #80 Vario Switar 16-100 
POE 4ft. FI.9 ‘C’ Mount, $840. #46 Vario 
Switar 17-85 Compact F3.5 ‘C’ Mount, $255. 
#82 Vario Switar 16-100 POE 4ft. FI.9 Bay 
Mt., $840. Pan Cinot 17/85mm F:2 w/V.F., 
‘C’ Mount, $375. 9.5-95mm Angenieux Zoom 
‘C’ Mount, $1,420. HELIX LIMITED, 679-E 
N. Orleans, Chicago, III. 60610. (312) 
944-4400. Bank cards. 

16mm mag recorder, $100. Raby Blimp, 
$200. High Speed Mitchell with 110 volt sync 
motor, $600. Mole-spot Type 2001, $35.00. 
35mm contact printer $150. 35mm Depue 
printer, $275. 110 sync motor Eyemo $80. 
35mm reel storage $40. Moviola, 35 pic, 
16mag sound $200. Houston Fearless 35 
Processor 6' x 5’ $255. Ampex PR-IOV4” sync 
recorder original cost $1,300, price $350. 
RCA 35 projector with amp. $390. Record 
Turntable $40. Mole-Richardson spot $60. 
Contact ROD WITMER, 281 N.W. Blvd., 
Quakertown, Pa. 18951. (215) 536-2923. 

4-Vega 55/56B wireless, $700 each. 1-Comrex 
207 wireless, $100. 3-RCA 77-D, $75 each. 
6-RCA BK-6B $40. each. 1-EV 642 shotgun, 
$150. 1-Altec 1567A mixer, $200. 1-Ampex 
601 w/ranger $275. 1-Ampex 601 
w/Fairchild, $350. 1-Nagra III sync, $875. 
1-BMT mixer, $150. 1-Stellavox SP-7 
recorder, $700. 1-Nagra 4L recorder, complt, 
$1800. 2-Nagra FM Freq. meters, $250 each. 
1-Nagra SLO, $350. 1-Jensen 205 
synchronizer, $200. 1-Nagra SV Sp. varier, 
$35. 1-Nagra Par Charger, $20. 1-HEWL. 
PACK. 400 VTVM, $75. 1-ATN supply. $55. 
(516) 643-6787. 

BOLEX 400’ Rex 5, 2 mags, zoom lens, sync 
motor blimp, Three Switars, Battery case, 
Matte box, extras, worth $4000. All for 
$2600. Box 3842, San Angelo, Tex. 76901. 
(915) 949-6588. 

SUPER-16 Angenieux 15-150mm fl.9 Eclair 
mount (212) 724-1422. 

BL with APEC. New condition. Serial 
#53119. Accessories. (214) 348-9684. 

ECLAIR NPR 2-400’ magazines 9.5—95mm 
zoom, crystal sync, motor, Cine 60 belt, cases 
and extras $5000. (612) 690-0290. 

ARRIFLEX complete 35mm production 
package consisting of Arri 35 2C camera with 
sync generator, 25, 50, 75mm Cooke lenses, 
plus Angenieux 18.5 WA lens, sync motor, 
accessories. Plus 35 2B 2nd Unit camera with 
sync generator, 32mm Cooke and 50, 75mm 
Schneider lenses. Plus Stellavox SP7 Crystal 
Sync recorder, with Stereo and Mono sync 
heads, and accessories. All excellent, factory 
maintained. Inspections invited. $5000. 
PHILIP H. DOSSICK (212) 429-4065. 

ECLAIR NPR (new) 12-120mm lens, 10mm 
Cinegon lens, Arri to C adapter, two motors, 
3-mags, battery, cables, cases, Cine 60 body 
pod. Recent overhaul by Eclair. $6,800. (202) 
965-3985. 

STELLAVOX RECORDER. S.P. 7 with 
stereohead, extension arms, carrying case, 
charging unit and extra batteries. Also 
Stellavox Professional Mixer. Best offer, for 
immediate sale. (213) 275-5135. 

PENNEBAKER 16mm rigs (2) in perfect 
condition. Bogdanovich Auricon conversions, 
crystal-controlled. 24V built-in inverters with 
12-120 Angenieux Zoom for each. Each camera 
has case and 3-400’ mags. $3000. or best 
offer. Also 2 12V battery belts $120 each. 
CRAIG BRAUN (212) 737-3830 or (213) 
461-4961. 

FOR SALE: Dynalens Model S-038A image 
stabilization lens equipped for use with 
Arriflex 16mm Camera and Nikon F camera, 
extra field battery pack. All mint condition. 
Best offer over $7500. PAUL O’BRIEN, 47 
Evergreen Lane, Burlington, N.J. 08016 (609) 
387-1796. 

LENSES —photographer has bargains. 
DRUCKER, 33 N. LaSalle, Chicago, III. 
60602. 

RATES: Ads set in lightface type 404 per word. Minimum ad, $4.00. Text set in 
lightface capital letters (except 1st word and advertiser's name) 50i per word. 
Modified display format (text set in boldface type, capitals or upper-and-lower- 

case) $4.00 per line. Send copy with remittance to cover payment to Editorial 
Office, American Cinematographer, P.O. Box 2230, Hollywood 28, Calif. Forms 
close 1st of month preceding date of issue. 
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STUDIO PRODUCTION EQUIP. WANTED SITUATIONS AVAILABLE 

EDIT FASTER “Plate-Mates” expand the 
capabilities of horizontal editing tables. These 
disks keep film from getting tangled around 
spindles; allow stacking of additional rolls of 
sound, leader or outs for easy interchange of 
material; permit simultaneous rewinding and 
viewing. Set of 2/$9.50. STUART R. CODY 
CO., 24-A Dane St., Somerville, Mass. 02143. 

MOVIOLA 3 headed upright console with 
16mm pix head, 35mm pix head and 
magnetic/optical head—Exellent condition 
$3300. FOTOSONIC, INC., 15 W. 46th St., 
New York 10036. (212) 586-0355. 

ANGENIEUX 12/120 zoom with new 7” 
finder, new c-mt adaptor and set of data rings. 
Used but in excellent condition. $1,000. 
Contact: ALLEN S. FACEMIRE, 604 
Linwood Ave., NE, Atlanta, 30306. (404) 
681-1693. 

MOVIOLA UL20CS indistinguishable from 
new used 3 hours. Search head sync motor, 
interlock motor, relay counter cost $5300. 
Must sell, $3750. Bauer P6 Marc 300 used 
four times $950. WHENMOUTH, Rte 1, Box 
104A, Carmel, CA 93921. 

BELL HOWELL 302 optical/magnetic used 
10 hours. Sell or trade for late 16mm optical 
projectors. (602) 955-7818 JAMES 
CO RN ELIO. 

FEW ANGENIEUX 12-120’s, new/used; all 
A-l. Box 2863, Culver City, CA 90230. 

ECLAIR NPR Super 16, brand new factory 
model, crystal motor 3-400’ mags, 14-84 
Canon zoom lens. Call FERCO (212) 
581-5474. 

BUYING movie posters, uncut pressbooks, 
stills, trailers, prints, and other movie related 
memorabilia. THE CINEMA ATTIC, P.O. Box 
5055, Philadelphia, Pa. 19111. 

WANTED: TIGER footage 3-/I feet in natural 
Indian habitat 16mm color. PADDOCK 
FILMS. (413) 448-8263. 

MAJOR FILM PRODUCTION HOUSE 
beginning definitive film on genetics and 
reproduction. Seeking to buy and/or 
commission 16 and 35mm film footage on all 
aspects of the reproductive process dealing 
with animals and plants. CONTACT 
PROJECT Y, P.O. Box 48917, Los Angeles, 
Ca. 90048. 

CASH Waiting for your used film editing or 
projection equipment. What have you got to 
sell? Write, phone or stop in. LAUMIC CO., 
INC. 35 West 45th Street, New York, NY 
10036. Ask for Ted Powers. (212) 586-7666. 

SERVICES AVAILABLE 
CINEMATOGRAPHER, D.P. with national 
credits in film, video. Available for location 
video productions. Experienced in broadcast 
engineering. HARRY MATHIAS, P.O. Box 3, 
Woodacre, CA 94973. 

GORDON YODER, INC. gives 48 hour 
service on Filmo & Auricon filter slots. Also 
quick service on Auricon and Filmo repairs. 

HERMAN GALLI CAMERA SERVICE 
repairs Arriflex, Eclair cameras. Angenieux 
lenses, etc. modifications, lens mounts. 6804 
Melrose Avenue, Hollywood, CA 90038 (213) 
931-4111. 

WARFORD PRODUCTIONS LTD. of Des 
Moines, Iowa and Kansas City, Missouri, 
desires a capable cameraman-editor with 
management capabilities and at least five 
years experience. Responsible position with 
growing commercial film production 
company. Resumes and demo reels requested. 
WARFORD PRODUCTIONS LTD., 1163 
24th St., Des Moines, Iowa 50311. 

MANAGER OF PHOTO SERVICES. 
Responsible for administration and operation 
of television station Photo Department. 
Extensive knowledge and skill with all silent 
and sound film equipment and 16mm color 
film processor. Send resume to WPBT, 
Channel 2, P.O. Box 1, North Miami, Fla. 
33161. An equal opportunity employer. 

OPTICAL and Special effects Photographer. 
This is an unusual opportunity for a 
professional to supervise an Optical 
Department in one of the country’s best and 
most progressive full service labs. If you are 
looking for a challenging career where you 
can use your experience and creativity, we 
have the equipment to provide it. Please write 
Scott King at WRS MOTION PICTURE 
LABS, 210 Semple Street, Pittsburgh, PA 
15213 or call (412) 683-6300. 

SITUATIONS WANTED 
Creative cinematographer, 5 years experience 
southeast Asia and U.S., desires position in 
film. Resume available. RON WIDMAN, 1563 
Tremont, Columbus, Ohio (614) 486-1466. 

MISCELLANEOUS 
USED EQUIPMENT FROM HELIX! Bolex 
H-16 w/75mm F2.5 Tele Cinor w/Octameter, 
$199.50. Bolex H-16 Reflex w/18/86 Vario 
Switar EE F2.5, $495. Bolex H-16 Rex 5, 
$645. Bolex H-16 Rex 5 w/3 Lenses: 26mm 
Fl.l Rx, 10mm Switar FI.6 Rx, 75mm Macro 
Switar FI.9, $1,470. Bolex H-16 M-5 Body, 
Single ‘C’ Mount w/V.F., $315. Beaulieu R16B 
PZ w/12/120 Auto Angenieux Zoom & 200 Ft. 
Magazine, plus Sync Generator; 2-1000 
Batteries, Charger, Case & Handgrip, $2,595. 
16mm Bell & Howell 70—MTR Body, $285. 
17/68 F2.2 Angenieux w/V.F. ‘C’ Mount, 
$459.50. 17/.5/70 Pow Rinor F2.4 Arri 
Mount, $175. 5.7mm Kinoptik-Tega FI.8 Arri 
Mount w/Shade, $625. 10mm FI.8 Angenieux 
‘C’ Mount, $175. 25mm F0.95 Angenieux ‘C’ 
Mount. $275. 75mm F2.5 Angenieux ‘C’ 
Mount, $175. 150mm F3.5 Macro Ivar ‘C’ 
Mount, $175. 150mm F:4 Yvar AR ‘C’ Mount, 
$89.50. 16mm FI.8 Switar AR ‘C’ Mount, 

$57.50. 200 ft. Mag. for Beaulieu R16, 
$199.50. Arri 35mm 11 B: 28-50-75 Schneider 
Lenses & Matte Box—Battery 2-400’ 
Magazines, plus 2-200 Magazines, $2,275. Arri 
16S w/17/85 Pan Cinor F:2, 16-25-50 
Schneider Lenses V/S Motor, Battery & Fibre 
Case, $2,300. 16mm Bolex S-321 Optical & 
Magnetic Sound Projector, $875. 16mm B&H 
Specialist Optical Sound Projector, $475. 
16mm B&H #385 Sound Projector, $425. 
16mm B&H 202 Magnetic Optical Sound 
Projector $395. 16mm RCA Model 400 Sound 
Projector, $259.50. HELIX LIMITED, 679-E 
N. Orleans, Chicago, III. 60610. (312) 
944-4400. Bank cards. 

WANTED 
WANTED: Nagra IV, with accessories, 
resolver. Auricon Cinevoice-optical sound. 
FOR SALE: Moviola 35mm Library viewer. 
$750. FILMLAND, Box 969, Mobile, Ala. 
36601. 

GORDON YODER, INC. repairs all types of 
conversions. 

CAMERA repairs and filter slotting 35 years 
experience. Filmos, Eyemos, converted 
Cinevoices reasonable, quick service. RALPH 
GONZALEZ, 248-45 Thebes Ave., Little 
Neck, NY 11362 FA 1-1989. 

GORDON YODER, INC. builds a 15 oz. 
magnetic amplifier for Cine Voice. 

FILMING in South Africa, for full motion 
picture, studio and location facilities write: 
HEYNS FILMS (Pty) Limited, P.O. Box 
11101. Lynnwood, Pretoria, South Africa. 

CAMERA STOCKS 
PRICE 

EASTMAN KODAK PER FT. 

16 mm EKTACHROMES 
7252, 7241, 7242 7256  065 
Magnetic Striped 07 
16mm Color Negative 7254  073 
16mm Black & White Negative 025 
16mm Black & White Reversal 0375 

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. 

BUY-SELL-TRADE used photographic 
equipment through Nationwide monthly 
shopper. Free sample. SHUTTERBUG ADS, 
Box 730-M, Titusville, Fla. 32780. 

$1000 REWARD for recovery of: 1—Eclair 
ACL—16mm Camera and attachments, Ser. 
#C10115. 1—Eclair NPR—16mm Camera and 
attachments, Ser. #2737. 1—Sennheiser MI-12 
Condenser Mike, Ser. #02969 w/SK 1007 
Transmitter, Ser. #1776. w/RK 1010 
Receiver, Ser. #09001. Phone Collect: (612) 
927-4373 or write: CONTINENTAL 
WESTERN INSURANCE CO., 4600 W. 77th 
St., Suite 328, Minneapolis, Minn. 55435. 

CINEMATOGRAPHERS only, professionals 
only. Inter Com needs renewal of resumes, 
replace destroyed records. Also, need sales 
contact, work your area if interested. INTER 
COM, 244 Thorn Street, Sewickley, Pa. 
15143. 

3-M REVERSALS 
ASA 64, 160 and 250 100'. .$3.50 400'. .12.95 

all new unopened rolls 

MAGNETIC SOUND STOCKS 
New Pyral 1200' rolls   16.80 ea. 
New SFE 1000' rolls   12.95 ea. 

FILM & EDITORIAL LEADERS 
16mm 35mm 

Black Leader 4.0 Den . .. ... 19.50 26.50 

White Leader   ... 10.25 15.50 

Academy   . .. 35.00 38.00 

Fill Leader   . . . 3.25 3.25 

RENTAL 
KEM rentals in Hollywood. HORIZONTAL 
EDITING STUDIOS. (213) 461-4643. 

MOVIOLA console film editing machine. 
Day, week & monthly rentals. Lease-purchase 
plans available to fit your budget. LAUMIC 
CO., INC., 35 West 45th St., New York, NY 
10036. Ask for Ted Powers. (212) 586-7666. 

Georgia on your mind? 

NAGRA SN & accessories, WHITE PLAINS, 
NY, (914) 761-3705. 

WANTED: Investor-producer wants 
screenplays-treatments-short story ideas for 
features. BORGHI/GUY PRODUCTIONS, 
Attn. James E. Guy, 3410 A Courtliegh Drive, 
Baltimore, MD 21207. 

NEEDED—200 ft. Cine-Special Film 
Chambers. MITCH FRIEDMAN, P.O. Box 
1516, Houston, Texas (713) 748-2780. 

studio film exchange, inc. 
11555 Ventura, Studio City, Calif. 91604 

213-985-3303 

Distributors: 
Studio Film Exch. SFE Raw Stock, Inc. 

5114 Alcott 366 W. 46th St. 
Dallas, Texas 75206 N.Y.C., N.Y. 10036 

214-828-1303 212-265-3740 

SMITH&FRIbNM 
production assistance 

in the Deep South 
call 404/266-8717 

2735-cTallulah drive n.e. Atlanta, Ga.30319 
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W " r World! standard 

TPEZZOLIM. 
Frezzi-Cordless"™ 
Model LW-16 

13% pounds 
ready-to-roll 

[EATURES: famous BACH AURICON movement. Available with/without advanced automatic iris (shown) powered from camera. 

'hatever your camera requirements are, match them up with the FREZZOLINI 
[Frezzi-Cordless"™ professional 16mm single/double system sound cameras shown 
(ere. In our plant we (1) manufacture completely new "Frezzi-Cordless"™ cameras; 
>) revitalize existing cameras by making them "Frezzi-Cordless"™ for new, longer 
tves; (3) service these cameras and re-manufacture and service all other "Frezzi"™ 
jhop-top-type cameras. For technical data, brochures and name of nearest profes- 
lional dealer write or phone us. 

leneral Research Laboratories 
DIVISION OF 

Frezzolini Electronics Inc. 
7 Valley St., Hawthorne, N. J. 07506 
PHONE: (201)427-1160 

1ADE IN U.S.A. 

Perfectly balanced, the cameras are 
equipped with the newest Ange- 
nieux zoom lenses & viewfinders. 
Options: Special TV Newsfilm Pack¬ 
age with wide choice of camera 
accessories, amplifiers, portable 
"Frezzi-Lites"™. For consultation 
about TV Newsfilm requirements 
and for camera demonstration call 
or write James J. Crawford, V-P 
Engineering. 

▼World’s standard 

AAV/ 
professional 16mm 

single/double system 
sound cameras for TV 

newsfilm/documentary 

W w world s standard 

Z0FZZOL//V/ 
"Frezzi-Cordless"™ 
Model MC-571 AC 

16 pounds 
ready-to-roll 

^fi standard 

Jf/?£ZZOL//V/ 
"Frezzi-Cordless"™ 
DC Conversion 
of SS-III 

13 pounds 
ready-to-roll 

Z0FZZOL//V/ 
"Frezzi-Cordless"™ 
Model MC-571 DC 

14V2 pounds 
ready-to-roll 
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If its shown on a screen.. .motion picture or TV... 
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for less 
□ 16mm—35mm—SUPER 8mm—processing and printing 
□ Color negative—positive processing and prints 
□ Ektachrome processing and prints—all types 
□ Kodachrome prints 
□ Reversal intermediate negatives—CRI 
□ Modern color-additive electronic printers 
□ Hazeltine electronic color timing 
□ Black & white negative-positive processing and prints 
□ Black & white reversal processing and prints 
□ Liquid-gate and reduction printing 
□ A & B effects printing 
□ Reduction SUPER 8mm magnetic and silent prints 
□ Television film spots 
□ New 35mm slide and film strip department 
□ Complete modern sound dept.—2 studios, mixing theater 
□ Film editing and conforming 
□ New video tape department 
□ Rental studio, lights, sets and color cameras 
□ Special effects, switcher and audio console 
□ Film chain 16mm and 35mm 
□ Electronic computer video editing 
□ Video tape to film transfer, 2" & 1" electron beam recorder 
□ Film to video tape transfer, 2", 1" & Vz" 
□ Videotape dubbing, 2", 1" & Vz" 
□ Hi-speed video tape duplications 
□ Music and sound effects library 
□ Screening rooms 
□ Edgenumbering—40 and 16 frames 
□ Magnetic sound stripping 
□ Ultra-sonic film cleaning 
□ Peerless film treatment 
□ Modern 60,000 square foot building 
□ Sony %" Video cassette duplicator 

COLOR-CORR 

ELECTRON BEAM RECORDING 

FOR BLACK AND WHITE 
65 K Street, Northeast, Washington, D.C. 20002 202/783-2700 

World’s Most Sophisticated Video Tape and Film Laboratories 


