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Mr. Carl Porcello, President 

F. & B. Ceco 

7051 Santa Monica Boulevard 

Hollywood, California 90038 

Dear Carl: 

It is with a great deal of pleasure that we can acquaint you with the 

reaults of using your new Tl.l - 55m, T1.3 - 35m, T1.8 - 28m and 

T1.7 - 85m lenses on the Mlller-Milkls 90-minute TV feature for 

Paramount and ABC entitled NIGHT OF TERROR. 

We were amazed at the depth and quality of these lenses at such an 

open aperture. We used them on night exteriors outside the bus 

terminal in downtown Los Angeles at Sixth and Maple, using between 

10 and 16 foot candles of light on our subject matter to balance the 

backgrounds, the available light on the streets. 

The results were great, in that background as much as three blocks 

away picked up and blended with our foreground lighting, creating a 

really natural illusion in great depth. We did not have to force- 

develop so we had nice, rich blacks. 

We used your same lenses with the reflex B.N.C. and also on your 

hard front Arriflex, which gave us great flexibility. 

Thank you for a great set of lenses for low light level situations. 

Sincerely, 

Edward l. Mllkls 

MILLER • MILKIS 
PRODUCTIONS INC 

5451 MARATHON ST 

HOLLYWOOD CALF 

90038-463-000 

pa Sa Howard Schwartz won an Emmy for his 

outstanding cinematography in “NIGHT OF TERROR.” 

These exceptional lenses are available 

NOW for sale or rental and we welcome any 

questions you may have regarding them. 

T1.8—28mm 

T1.3—35mm 

T1.1— 55mm 

T1.7—85mm 

7051 Santa Monica Blvd., Hollywood, Calif. 90038 — (213) 466-9361 
315 West 43rd Street, New York, N.Y. 10036— (212) 586-1420 



In filmmaking, compromises 
can be expensive. Especially 
when it comes to equipment. 

When you want the perform¬ 
ance of a Panavision camera 
or lens, you don’t want to be 

“sold” on a substitute. 

If you need the steadiness 
of a Tyler helicopter mount, 

you don’t have time to gamble 
on someone else’s. 

If your sound man wants the 
versatility of a Fisher 

boom or dolly, you don’t want 
to settle for something else. 

At General Camera, 
we understand. 

We’ve built a company around 
the idea. Offering the latest, 

finest cameras, lenses, 
lighting, grip, support and 

sound equipment from 
literally dozens of the world’s 

top manufacturers. Either 
individually, as a package or 

on our own ultramodern 
multiple sound stages in the 

heart of Manhattan. 

That’s why we’re known as 
“the source” to many motion 

picture people: their one 
stop for all the equipment and 

supplies they need. Because 
they don’t want to settle for 

anything less. Jeneral 
camera 
corporation 

471 Eleventh Avenue. New York 10018(212) 594-8700 
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CONRACK GEORGIA • STREETS OF SAN FRANCISCO • McQ SEATTLE 
20TH CENTURY FOX 
MARTIN RITT/IRVING RAVETCH-PRODUCERS 
MARTIN RITT-DIRECTOR 
JOHN ALONZO-CINEMATOGRAPHER 

• 

• 

—M— 

QUINN MARTIN PRODUCTIONS 
QUINN MARTIN-EXEC. PRODUCER 
JOHN WILDER-PRODUCER 
JACQUES MARQUETTE-CINEMATOGRAPHER 

• 

• 

• 

BATJAC-LEVY-GARDNER/ WARNER BROS. 
MICHAEL WAYNE-EXEC. PRODUCER 
JULES LEVY-PRODUCER 
JOHN STURGES-DIRECTOR 
HARRY STRADLING JR.-CINEMATOGRAPHER 

DEADLY TRACKERS 
CINE GUARANTORS/WARNER BROS. 
EDWARD ROSEN-EXECUTIVE PRODUCER 
FOUAD SAID-PRODUCER 
BARRY SHEAR-DIRECTOR 
GABRIEL TORRES-CINEMATOGRAPHER 

MEXICO • 

• 

• 

• 

—•— 

MAN ON THE SWING 
PARAMOUNT PICTURES 
HOWARD B. JAFFE-PRODUCER 
FRANK PERRY-DIRECTOR 
ADAM HOLENDER- CINEMATOGRAPHER 

CONNECTICUT • 

• 

• 

• 

SERPICO 
PARAMOUNT PICTURES 
MARTIN BREGMAN-PRODUCER 
SIDNEY LUMET-DIRECTOR 
ARTHUR ORNITZ-CINEMATOGRAPHER 

NEW YOi^j 

4 

TERROR ON THE BEACH PISMO BEACH • RUDDERCLUB HAMBURG • DR. FRANKENSTEIN ENGLAND^ 
20TH CENTURY FOX 
ALAN JAY FACTOR-PRODUCER 
PAUL WENDKOS-DIRECTOR 
BILL JURGERSON - CINEMATOGRAPHER 

• 

• 

• 

STUDIO HAMBURG 
R. FREISLER-PRODUCER 
D. WEDEL-DIRECTOR 
GERO ERHARDT-CINEMATOGRAPHER 

• 

• 

• 

UNIVERSAL PICTURES 
HUNT STROMBERG JR.-PRODUCER 
JACK SMIGHT-DIRECTOR 
ARTHUR IBBETSON-CINEMATOGRAPHER 

THE GAMBLER NEW YORK • FAIR GAME OREGON 
• 

• SLEEPER DENVER 
ROBERT CHARTOFF/IRWIN WINKLER PRODS. 
KAREL REISZ-DIRECTOR 
VICTOR KEMPER-CINEMATOGRAPHER 

• 

• 

• 

PLAYBOY PRODUCTIONS 
RON ROTH-PRODUCER 
BORIS SEGAL-DIRECTOR 
BILL BULTER-CINEMATOGRAPHER 

• 

• 

• 

ROLLINS-JOFFE/UNITED ARTISTS 
JACK GROSSBERG - PRODUCER 
WOODY ALLEN-DIRECTOR 
DAVID WALSH-CINEMATOGRAPHER 

CRAZY JOE NEW YORK 
• 

• C
O
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o
 

m
 

SEATTLE 
• 

• PERRY MASON LOS ANGELES 
INTER PRODUCTIONS/COLUMBIA PICTURES 
DINO DE LAURENTIIS - PRODUCER 
CARLO LIZZANI —DIRECTOR . 
ALDO TONTI - CINEMATOGRAPHER 

• 

• 

• 

20TH CENTURY FOX 
JOE WIZAN-PRODUCER 
JOHN FRANKENHEIMER-DIRECTOR 
RALPH WOOLSEY-CINEMATOGRAPHER 

• 

• 

• 

20TH CENTURY FOX 
ART SEID/ERNIE FRANKEL-PRODUCERS 
JOHN BADHAM-DIRECTOR 
JACK WOLF-CINEMATOGRAPHER 

ALVIN THE MAGNIFICENT PASADENA 
• 

• ISN’T IT SHOCKING OREGON 
• 

• SPIRIT OF ENGLAND ENGLAND 
WALT DISNEY PRODUCTIONS 
RONALD MILLER-PRODUCER- 
TOM LEETCH —DIRECTOR 
CHARLES WHEELER - CINEMATOGRAPHER 

• 

• 

• 

ABC CIRCLE ENTERTAINMENT 
HOWARD ROSEMAN-PRODUCER 
JOHN BADHAM-DIRECTOR 
JACK WOLF-CINEMATOGRAPHER 

• 

• 

• 

INTER 70 FILMS LTD. 
WIESLAW KLISZEWICZ— PRODUCER 
DON SHARP-DIRECTOR 
MIKE REED-CINEMATOGRAPHER 

CHURCH ST. CRUISERS GALVESTON • 

• THE SLAMS LOS ANGELES • 

• THE TAKE ALBUQUERQUE 
SANDY HOWARD PRODUCTIONS 
ROBERT ROSEN-PRODUCER 
WILLIAM GRAHAM - DIRECTOR 
PHIL LATHRUP-CINEMATOGRAPHER 

• 

• 

• 

PENELOPE PRODUCTIONS 
GENE CORMAN-PRODUCER 
JONOTHAN KAPLAN-DIRECTOR 
ANDY DAVIS-CINEMATOGRAPHER 

• 

• 

TIGER PRODUCTIONS/COLUMBIA 
STANLEY RUBIN-EXEC. PRODUCER 
ROBERT HARTFORD DAVIS-DIRECTOR 
DUKE CALLAGHAN-CINEMATOGRAPHER 

HOUSE ON SKULL MTN . LOS ANGELES • 

• BETTER GO IN DISGUIS E ENGLAND • WET STUFF LONDON/PARIS 
CHOCOLATE CHIP/PINTO PRODUCTIONS 
RAY STOREY-PRODUCER 
RON HONTHANER-DIRECTOR 
MONROE ASKINS-CINEMATOGRAPHER 

• 

• 

—41  

LYNCAH INTERNATIONAL FILMS LTD. 
MARTIN CAHILL-PRODUCER 
ERICK SYKES-DIRECTOR 
KEN HODGES-CINEMATOGRAPHER 

• 

• 

DYMPHANA FILM & THEATRE PRODS. LTD./ 20TH CENTURY FOX 
ROBT. CHARTOFF/IRWIN WINKLER - PRODUCERS 
IRVING KIRSHNER-DIRECTOR 
GERRY FISHER-CINEMATOGRAPHER 

CHEVROLET INDUSTRIAL HOLLYWOOD • REYNOLDS TOBACCO LONDON • THE GIRL MOST LIKELY TO... 
L. P. PRODUCTIONS 
PAUL LOHMANN-PRODUCER 
BOB CURTIS-DIRECTOR 
PAUL LOHMANN-CINEMATOGRAPHER 

• 

• 

BROOKS FULFORD, CRAMER PRODS. 
MARTIN McKEAND-PRODUCER 
LEN FULFORD-DIRECTOR 
MARTIN McKEAND-CINEMATOGRAPHER 

• 

• 

• 

ABC CIRCLE ENTERTAINMENT 
EVERETT CHAMBERS - PRODUCER 
LEE PHILLIPS-DIRECTOR 
DICK GLOUNER-CINEMATOGRAPHER 

LOS ANGELES 

COMMERCIAL NEW YORK • COMMERCIAL NEW YORK 
• 

• 

COMMERCIAL 
ANDREW LASZLO PRODUCTIONS 
ANDREW LASZLO-PRODUCER/DIRECTOR 

NEW YORK Z PRODUCTIONS 
JIM ZACARALLI-PRODUCER 
DICKCLARK-DIRECTOR 
HERB WAGREICH-CINEMATOGRAPHER 

• 

• 

• 

WAKEFORD ORLOFF PRODUCTIONS 
CHUCK SLOAN-PRODUCER 
JOE HANWRIGHT-DIRECTOR 
GARY YOUNG-CINEMATOGRAPHER 

• 

• 

• 

THE STUDIOS OF TODAY 
HOLLYWOOD NEW YORK LONDON MEXICO CITY PARIS HAMBURG 

TELEPHONE: (213) 652 4100 TELEPHONE: (2121 265-3650 TELEPHONE: SLOUCH 33-664 TELEPHONE: 549-3355 TELEPHONE: 636-94-72 TELEPHONE: 66-611 

1360 AMERICAN CINEMATOGRAPHER, NOVEMBER, 1973 



^•American. 
Cinematographer 
IM»i>0li0A0l kxwnol of Mottoti Picture Pttoioyophq <UH) Production Technique/ 

NOVEMBER 1973 VOL. 54, NO. 11 

Herb A. Lightman 

editor 

Three Tyler 

editorial assistant 

Milt Darnell 

production control 

Pat Hopper 

circulation 

Barbara Prevedel 

accounting 

Polly Rich 

Research 

Editorial Advisory Board 

Charles Clarke, Chairman 

Stanley Cortez 

Lee Garmes 
Winton Hoch 
Walter Strenge 

Editorial-Business Offices 

1782 North Orange Drive 
Hollywood, Calif. 90028 

876-5080 

Advertising Representative 

Paul Gilbert 

485 Fith Avenue 
New York, N.Y. 10017 

(212) 884-2911 

• FEATURE ARTICLES 

1390 The Sixth Annual Atlanta International Film Festival 

1394 Behind the Scenes of "WESTWORLD" 

1398 "LET THE GOOD TIMES ROLL" - Wall-to-wall Optical Effects 

1404 The Production of "CYCLE OF LIFE" 

1405 Photographing "CYCLE OF LIFE" 

1406 Making "NO PLACE TO HIDE" in Super-16 

1410 Directing and Filming "FOUR CHILDREN" 

1416 Academy Breaks Ground for New Headquarters Building 

1424 Awards of the Sixth Atlanta International Film Festival 

1437 "WESTWORLD": A State of Mind? 

1446 Filming "DEADLY FATHOMS" 

1446 The Topside Photography of "DEADLY FATHOMS" 

1449 The Underwater Photography of "DEADLY FATHOMS" 

1450 "COMIC BOOK" - Overcoming Obstacles to Independent Film-making 

1464 Filming the Atomic Graveyard 

1477 Creating Special Effects for "WESTWO R L D" 

• DEPARTMENTS 

1364 What's New 

1368 Questions & Answers 

1372 Cinema Workshop 

1376 The Bookshelf 

1380 The Honor Roll 

ON THE COVER: A stylized collage to represent the fascinating action of MGM's 

"WESTWORLD", with Yul Brynner as a robot gunslinger dominating the scene. 

Graphic art courtesy of Metro-Goldwyn-Mayer. 

The A.S.C. is not a labor union or a guild, but an educational, cultural and professional organization. Membership is by invitation only to those who 
are actively engaged as Directors of Photography and have demonstrated outstanding ability. Not all Hollywood cinematographers can place the now 
familiar initials A.S.C. after their names. In a sense, the A.S.C. membership roster is as exclusive as the legendary London Club for it has become one 
of the highest honors that can be bestowed upon a professional cinematographer, a mark of distinction and prestige. 

AMERICAN CINEMATOGRAPHER, established 1920, in 54th year of publication, is published monthly in Hollywood by ASC Holding Corp., 
1782 North Orange Drive, Hollywood, California 90028, U.S.A. SUBSCRIPTIONS: U.S. $8.00; Canada, foreign, including Pan-American Union,’ 
$9.00 a year (remit International Money Order or other exchange payable in U.S.) ADVERTISING: rate card on request to Hollywood or New York 
office. CHANGE OF ADDRESS: notify Hollywood office promptly. Copyright 1973 ASC Holding Corp. Second-class postage paid at Los Angeles. 
California. 
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Some of our substitutes 
for those big, fat incandescents. 



Some of our substitutes 
for our substitutes. 

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

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

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

But soon new fixtures arrived on the 

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

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

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

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

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

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

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

your copies, write to: Sylvania Lighting 
Center, Danvers, Massachusetts 01923. 

fcTTa SYLVANIA 



WHAT’S NEW 
IN PRODUCTS, SERVICES AND LITERATURE 

NEW PORTABLE HIGH-INTENSITY 
INFRARED LIGHT SOURCE 
ENHANCES SILICON DIODE ARRAY 
VIDICON TV CAMERAS FOR USE IN 
LOW LIGHT LEVEL APPLICATIONS 

A new High-Intensity Infrared Light 
Source, featuring a infrared filter and 12 
VDC 85 watt tungsten halogen light 
source, is now available from Moxon 
Inc./CTS Division for night-time use on 
silicon diode array vidicon TV cameras. 

Designated the Model CTSB-100, the 
lightweight unit is designated for easy 
mounting on any portable TV camera. 

The compact light source, designed 
for 12 VDC operation from car battery 
or battery pack, provides 40,000 candle- 
power at 12.8 VDC or 20,000 C.P. at 
10.5 VDC. The optional battery pack 
may be recharged in one hour from 12 
VDC auto systems or from a 115 or 220 
VAC battery charger. It is capable of 
operating up to 100 hours between 
recharging. 

In operation the unit produces less 
than 0.001% visible light, so it offers 
almost complete security. The passband 
of operation is 800-950 nanometers 
with greater than 85% transmission. 

Physically the night light source has a 
matte black finish with a weight of 
2-3/4 pounds, including power cord. 

DIRECT INQUIRIES TO Mr. Mar¬ 
shall Wise, Gen. Mgr., MOXON INC./ 
CTS DIVISION, 2222 Michelson Drive, 
Irvine, California 92664, Phone: (714) 
833-2000. 

• 

CFI HIGH-SPEED VIDEOTAPE 
DUPLICATOR IN OPERATION 

CFI has announced that its new 
Ampex ADR-150 high-speed videotape 
duplicator, the first on the west coast, 
has passed its tests and is now in full 

operation. With the ADR-150, three 
copies of an hour-long color videotape 
can be made in as little as six minutes. It 
gives CFI's videotape syndication de¬ 
partment greatly increased capacity and 
speed to meet the needs of its clients 
and with no additional cost to them. 

"The high-speed duplicator now gives 
us the equivalent of high-speed release 
printing in film” said Mel Sawelson, CFI 
Executive Vice President. "We no longer 
have to tie up six to ten videotape 
machines when large quantities are 
needed in a short time. Also, by using a 
high-energy, mirror-image master, we 
eliminate additional wear on the edited 
master." 

The ADR-150 utilizes an R. F. radia¬ 
tion transfer system which reorients the 
iron-oxide particles on unrecorded 
videotapes during contact with the high- 
energy master tape. In effect, it "prints" 
television signals directly onto videotape 
copies similar to negative-to-positive 
technique used in film. 

AUXILIARY FRONT-MOUNTED VU 
METER FOR CP-16/A CAMERAS 
NOW AVAILABLE FROM CINEMA 
PRODUCTS CORPORATION 

Cinema Products Corporation an¬ 
nounces that a new Auxiliary Front- 
Mounted VU Meter is now available for 
CP-16/A 16mm motion picture cameras. 

The new Auxiliary VU Meter pro¬ 
vides the TV-newsfilm/documentary 
cameraman (working an assignment on 
his own) with an added important con¬ 
trol. The Auxiliary VU Meter is 
mounted in front of the camera, direct¬ 

ly across from the lens eyepiece, permit¬ 
ting the cameraman to make swift peri¬ 
odic checks on the recording level by 
simply glancing sideways for a split 
second. The Auxiliary VU Meter's dial 
illumination light also serves as a pilot 
light to indicate that the amplifier sys¬ 
tem is on. The standard VU Meter, 
located at the rear of the built-in Crysta- 
sound Amplifier control panel, contin¬ 
ues to operate even with the front- 
mounted Auxiliary VU Meter in use. 
The new Auxiliary VU Meter is easily 
mounted and removed from the CP- 
16/A camera body. It is priced at 
$125.00. 

For further information, please write 
to Cinema Products Corporation, 2044 
Cotner Avenue, Los Angeles, California 
90025. 

• 

RANK FILM LABORATORIES 
INSTALLS HIGH SPEED 35mm 
PANEL PRINTER 

Rank Film Laboratories has installed 
a further high-speed continuous contact 
printer at Denham to meet the bulk 
demands of cinema distributors for 
35mm feature films. The Hollywood 
(HFC) Panel Printer is the first of its 
advanced type to be introduced in 
Europe and is capable of printing both 
picture and optical sound simultaneous¬ 
ly with scene-to-scene colour correc¬ 
tions automatically controlled by punch 
tape. 

The chief advantage of the panel 
printer is its ability to print in a forward 
or reverse direction without changing 
the colour control bands during opera¬ 
tion and its careful handling of negatives 
and C.R.I.'s (Colour Reversal Internega¬ 
tives). The machine can also be pre-set 
to print automatically any section of a 
reel in bulk. It can print 3000 ft. of film 
per run at a speed of 240 ft. per minute, 
when scene-to-scene colour corrections 
are needed, or at 480 ft. per minute 
when colour balanced internegatives are 
used. 

To uphold picture quality, individual 
feed and take-up paths are designed to 
make negative and positive films meet 
only at the optical slit printing gate. 
During printing all negative and positive 
stocks pass through air-vacuum cleaners 
to remove possible foreign particles be¬ 
fore the critical moment of exposure. 

In addition to this development, 
modern processing lines have been in¬ 
stalled to handle the new Eastman 
Kodak colour negative 7247 (16mm) 
and 5247 (35mm) film stocks. Capable 
of producing finer grain and higher 
resolution, these facilities will be avail¬ 
able at Denham late in 1973. 
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Swintek 
... the wireless microphone system small enough to be hidden anywhere 

SERVING THE WORLD 

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

Sales (213) 985-5500 • Rentals (213) 466-3561 
TWX: 910-321-4526 • Cable: GORDENT 

The sensational new Swintek Mark IV Wireless Micro¬ 
phone System features a mini-sized transmitter that is 
small enough to be hidden anywhere, yet it provides 
quality sound recording that meets the demands of 
even the most exacting professional filmmaker. The 
transmitter weighs only five ounces, will accept any 
type microphone and can easily be hidden in costumes, 
even a brief bikini. The receiver is fully portable and 
operates on either AC or DC. The entire system comes 
with a smart-looking custom carrying case and here’s 
the best news of all — Swintek Mark IV is only $960.00 
complete, with a guarantee that it will equal or outper¬ 
form Vega, Sennheiser, Audio or any other competitive 
brand. Come in today for a free demonstration or write 
for our free specification and comparison sheets. 

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

Swintek Mark V with 
transmitter built into 
microphone. Ideal for 
on-stage performers or 
lecturers. 

Swintek Mark IV, complete 
with transmitter, receiver, 
AC charging cable and 
carrying case. 
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An eraiieers camera 
“You don’t have to be an engineer to camera, simplicity yields many more 
understand the basic engineering concepts benefits. A simpler camera is a 
behind the ACL!’ The speaker is 
Eric Falkenberg, Technical 
Executive, Eclair Corpora¬ 
tion of America. 

“Take simplicity. More 
than any single principle, it 
typifies the design philosophy 
of the Eclair ACL. 

more rugged camera. Fewer parts to 

“From your first impression of the camera, 
you understand, almost instinctively, 
a simpler design means a more compact 
design. Lighter weight. Faster shooting. 

Front and rear of ACL 
aperture plate, with 

entire camera movement. 
Extreme simplicity 
provides maximum 
efficiency, quiet and 

reliability. 

just the start. Inside 

Absolute minimum of parts in ACL 
magazine provides silent, 

blimpless operation, even when 
microphone is placed close 

to camera. 

wear, fewer parts to cause trouble. 

“In theory, a simpler design means less 
noise. Fewer parts mean fewer noise 
sources. Using modern noise-suppress¬ 
ing materials and techniques, ACL has 
bridged the gap between theory and 
practice! Simplicity even affects power 
consumption. With a film path that 
produces less friction—requiring less 
power to drive a length of film. 
“There are many more advantages 
ACEs simplicity provides. 
But the best way to evaluate 
them is to try one. Then, 
you’ll simply sell yourself!” 
Crystal-controlled Hall-effect brushless 
motor requires only 0.8 amperes. 

For the name of 
your nearest Eclair 
dealer, or a copy of 
our fact-filled brochure, write or call 
Eclair Corporation of America, 
62 West 45th Street, New York 10036 
(212) 869-0490 or 7262 Melrose 
Avenue, Los Angeles, California 
90046(213)933-7182. 

eclair corporation ofamerica 

A cameraman’s camera 
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"Sometimes I wish I wasn't SyCane, 
cause I'd love to have me as a friend." 

Especially now. I've just become the exclusive East Coast Distributor for the 
most innovative 16mm single/double system sound camera on the market. 
The Wilcam W-2+4 Reflex 

And that makes me a good guy to know. 
The Wilcam W-2+4 is the only pure reflex camera in its class. 

It has a light meter, VU meter and footage counter all built 
right into the viewfinder. 

Since gears are noisy, the Wilcam has a belt drive instead. 
A rotating mirror that always stops closed. A fingertip 
controlled 4-position internal filter wheel. And a detach¬ 
able 2-channel AGC amplifier that becomes an integral 
part of the camera, making cables obsolete. The only 

thing lighter than the magnesium body is the 
price; just about what you'd pay for a lot less 

camera. 
If you'd like some literature 

on the new Wilcam just 
call and ask for Sy Cane, 
your friendly East Coast 
monopoly. 

M0UUSc,NETD 
565 Fifth Avenue, New York, N.Y. 
(212) 697-8620 



Features: 

For further information, 
please write to: 

• Rugged construction. 
• Reliable operation. 
• Ultra lightweight. 

• Quick leveling 
ball-and-cavity 
system. 

• Accommo¬ 
dates cameras 
weighing up 
to 24 lbs. 

• Special leak- 
proof fluid. 

• Efficient 
operation in 
temperatures from 
20°F below zero to 
120° above. 

• Hardwood V-grooved legs extend 
from 40" to 66". 

CPT-24 
Fluid 
Head 
Tripod 

shown with 
CP-16/A 

NEWfrom 
<am3ffl0 grcastosGe 

Technology In The 

Service Of Creativity 

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

(Inquiries are invited relating to cinematographic problems. Address: 
Q. & A., AMERICAN CINEMATOGRAPHER, P.O. Box 2230, Holly¬ 
wood, Calif. 90028.) Q Where a protective coating is to be 

applied to a motion picture film 
that will also have a laminated magnetic 
track applied for post-recorded sound, 
should the sound track be applied be¬ 
fore or after the protective coating is 
applied? If the laminated track is ap¬ 
plied first, and then the entire film 
coated for protection, can sound be 
recorded satisfactorily on the track? 

A The track lamination should be 
applied before the protective coat¬ 

ing. If the latter is well applied and very 
thin, it will not adversely affect either 
the magnetic recording or reproduction. 

In general, protective coatings are 
applied to motion picture film to pre¬ 
vent damage by scratches and abrasion 
of the photographic image. Application 
is usually beaded on with a roller, or 
applied with a wick by mechanical 
equipment. Another treatment often 
given film is waxing of the sprocket hole 
area to insure better movement of the 
film through the projector shoes, thus 
increasing film life. It is advisable, where 
possible, to keep both the protective 
coating material and the wax away from 
the magnetic stripe area so as not to add 
to the dirt problem of the magnetic 
heads. 

Ql have used some 800 feet of 
16mm film in trial-and-error ef¬ 

forts to produce titles superimposed 
over a color still. I would like to achieve 
clear-cut title text over art work with¬ 
out one bleeding into the other. How 
can I do this? 

A The best method for superimpos¬ 
ing white title text over a 35mm 

color still is by double (successive) 
exposure. If your camera provides visual 
focusing and alignment and your lens 
can be set further out by means of 
spacer-adaptors of the correct size to 
accommodate the field of the small still, 
you should be able to obtain good 
quality reproduction of the still. If your 
equipment will not permit following 
this method, then the still for your title 
background can be copied by back¬ 
ground projection, using a back-projec¬ 
tion screen of fine texture. 

Probably the best way to handle the 
lettering is to make a litho film negative 
of the text. This negative should be 

touched up with black opaque to avoid 
pinholes, fastened to a piece of glass and 
lighted from behind—preferably with 
bounce light reflected from a large 
white card. Exposure should be on the 
full side to "knock out" any image from 
the scene, but not so full as to create a 
halo around the letters. The result will 
be white lettering on the scenic back¬ 
ground. 

Another way is to place white block 
letters on a piece of glass with a dead 
matte background behind the glass. You 
may need polarizing filters over the 
lights used to illuminate the white let¬ 
ters and over the lens to kill reflections 
from the glass, and turn out all the 
other lights in the room during expo¬ 
sure. Exposure of the background still 
should be held down to balance proper¬ 
ly with that of the title lettering, which 
will allow the title text to stand out. 
The correct exposure for this step can 
best be determined by first running a 
series of density tests. 

QWhen shooting outdoors in sun¬ 
light and using an incident light 

meter, is this meter ever pointed direct¬ 
ly at the sun? 

A When shooting outdoors in sun¬ 
light, the geometry of a scene may 

sometimes be such that a hemisphere 
meter used at subject location and 
pointed at the camera, might also be 
pointed at the sun at the same time. 
Where a flat-cell incident light meter is 
used, the normal procedure is to point 
meter at the sun, since in this case the 
sun is the key light. 

QSome professional cameramen use 
an amber viewing glass, while oth¬ 

ers use a blue one when shooting black- 
and-white film. What is the function of 
each and which is the best to use? 

A They are both useful, and each is 
used for a different purpose. The 

amber glass is used to determine the 
densities of the various colors in a scene 
with relation to each other. The blue 
glass is used principally when arc lamps 
are used for set illumination, and a 
green glass is used to check density of 
scene on background screen when 
shooting process shots. 

1368 AMERICAN CINEMATOGRAPHER, NOVEMBER, 1973 



When it comes to lighting, 
are you shooting in the dark? 

COLORTRAN FILL LIGHTS. 
Excellent for fill, base or 

flood lighting. Models 
available: Mini-6 to 

Multi-Broad. Lamps: 500 to 
1000 watts. 

COLORTRAN KEY LIGHTS. 
For key, back, kicker or 

side lighting. Models 
available include the 

Mini-Pro and the Multi-6, 
10, 20. Lamps: 250 to 

2000 watts. 

COLORTRAN PUNCH 
LIGHTING. For punch, 

punch fill and daylight fill 
lighting. Models available 

include the Mini-Brute 6 
and 9 and the Maxi-Brute 

4, 6, 9. From 3900 to 
9000 watts. 

COLORTRAN FRESNEL 
LIGHTS. For key lighting with a 
kick. Ring Focus Fresnels: 
8", 10", 12"; Lamps: 1000-5000 
watts. Sweep Focus Fresnel: 
6"; Lamps: 750-1000 watts. 

COLORTRAN ELECTRONIC 
DIMMING SYSTEM. 
Dimmer Pack features six 
2400 watt fully filtered solid 
state dimmers protected by 
magnetic circuit breakers. 
2-Scene preset operation. 

COLORTRAN MINI-PRO 
KIT. A light-weight spot 
lighting kit for studio or 
location. Comes with 3 
Mini-Pro 600 watt lamps 
and accessories. 

You need what you need. And you don’t want to worry about 
whether or not your supply house carries it. 

Well, Camera Mart has it all. Quartz. Brutes. Spots. Dimmer 
Banks. Babies. Fills. And all the accessories that go with them. 

Every type, Every brand. New or used. 
And if you have questions about what’s best for a particular 

shooting, our experts can give you power-saving, money-saving, 
time-saving suggestions. In short, we’ve got all the equipment and 
all the answers. Try us. 

You’ll see lighting in a whole new light. 

The more equipment you need, 
the more you need Camera Mart. 

CAMERA MART AM -70 

456 West 55th Street • New York, N. Y. 10019 AN- /d 

Send me your catalog which includes complete details 
of your entire line of lighting equipment. 

NAME  TITLE   

FIRM    

ADDRESS   

CITY   

STATE  ZIP   

Camera Mart 
456 West 55th Street, New York, N. Y. 10019 

(212) 757-6977 

SALES 
V) 
m 
JO 
< 

o 
m 

RENTALS 
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Need it in a Hurry? 
Call our Professional Department /y 
in San Francisco, San Mateo or Palo Alto 

ALL TYPES OF EQUIPMENT ALSO AVAILABLE ON RENTAL AND LEASE 

, SF STORE OPEN 9-6/MON.’TIL 7 PM CAMERAS 

45 KEARNY, SAN FRANCISCO • 392-1902 
11 E. FOURTH ST., SAN MATEO • 342-9041 
541 BRYANT ST., PALO ALTO • 321-9259 

PRICES ON 
REQUEST 

USED EQUIPMENT 

BEAULIEU RB16 
with 12-120 lens, like new, $1995°° 

PATHE 16 
with 2 mags. & motor, $598°° 

SIEMENS 
16mm opt. sound proj., $69800 

SIEMENS 
non-sync. proj. with 2 speakers, $89500 

BOLEX16 PRO 
with Angenieux 12-120 lens, electronics 

& chrgr., accumulator, cryst. sync, unit & 
plug, coiled pilot sig. cable, two 400' mags., 
alum, case, *540000 

ARRIFLEX M 
Body with 400' mag., Pan Cinar 17-85 F2 
lens, constant spd. motor, case, power cable, 

*330000 

ECLAIR ACL 
with 2 200' mags., NiCad battery & charger, 
power cable, handle, TV glass, $580000 

BOLEX H-16 
EBM Electric 

Lightweight, compact 16mm 
camera w/built-in electric 

motor. 12V battery in handgrip. Var. speeds: 
10-50 fps. Sync filming; sync pulse generator 
or crystal. 100-ft. capacity. Shown with Vario- 
Switar 16-100mm POE elec, eye zoom lens. 
400 ft. mags. Other accessories available. 

BEAULIEU R16 PZ 
Auto. 16mm camera with power zoom (3-15 
sec. range). Fully auto, exposure control or 
manual. Fully auto, prefocus control. Mirrored 
shutter. Sync and wild motor speeds. Servo 
motor. Shown with interchangeable Angenieux 
12-120mm auto, zoom lens and power pack 
grip. 100 ft. capacity. Wide range of acces¬ 
sories available including sync generator and 
200 ft. daylight load mag. 

ARRIFLEX 16 S/B 
For single or double perf. 16mm films. 3-lens 
turret. Bayonet lock lens mount and turret 
lock. Mirror reflex shutter and fdr. Precision 
reg. pin, buckle switch with override. 100 
ft. internal daylight spool film capacity or 
S-200 and S-400 ft. mags, and motor drive 
take-up. Supplied with power cable, oiler, 
3 lens-cavity caps and test film. 

SONOREX 
Double 16 
Interlock Projector 
Single/double system 16mm sound projector. 
Records, plays back, transfers and mixes, in 
perfect sync. Cam driven transport mecha¬ 
nism. Low wear film gate assy. Loudspeakers 
additional. 

BOLEX 16 PRO 
Auto, load 16mm camera. Motor driven zoom 
control. Stabilized 12-50 fps speeds. Fwd., 
reverse and single frames. Auto, exposure 
control. Bright reflex vwfdr. with 20X mag¬ 
nification. Lightweight coaxial 400' magazine. 
Remote control. Noiseless. Built-in magazine 
sound recording unit. Single or double sys¬ 
tem sound available. 

NAGRA 4.2 
Tape Recorder 

Modular pre-amps, 2-mike input. 3 speeds. 
Camera speed indicator, self resolver, time 
sync generator, auto, level control, improved 
dialogue equalization. 

NAGRA SNS Mini Recorder 
Smallest lip sync recorder available. Fits and 
operates from jacket pocket if desired. 5.8" 
x4"xl.02". Weighs 1.3 lbs. with 2 AA man¬ 
ganese batteries and tape. 3 speeds. Metallic 
construction. Recording quality corresponds 
to requirements of broadcast reporting. Auto, 
level control or manual. With meter. 

ECLAIR ACL 
Self-blimped silent pro. 
16mm camera. Weighs 
8.5 lbs. Intermittent pull-down claw mech¬ 
anism, hard chrome plated stainless steel 
gates, 175° plane shutter, reflex vwing. 
Comes with motor, two 200' coaxial mags., 
12V NiCad battery, power cable, 110/220 V 
battery charger, fitted soft case, rotating 
eyepiece. Also available with mag. and 
12-120mm Angenieux F2.2 lens. 
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FROM 

# Formerly ^ Formerly 

Professional Cine Products, Inc. 

PROFESSIONAL MOTION PICTURE EQUIPMENT & SUPPLIES 

YODER CRYSTAL 16 
NEWS AND DOCUMENTARY FILM CAMERA 

FOR SINGLE AND DOUBLE SYSTEM 

■ Lightweight Magnesium Body 
■ Genuine Bach Auricon Movement 
■ IY2 Hour Run Per Battery Charge 

NOW DELIVERING 

WRITE OR CALL FOR FURTHER INFORMATION 

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

D.C. SERVO MOTORS 

The D.C. servo motor is rapidly 
becoming the standard drive unit of 
modern motion picture cameras. Vir¬ 
tually every professional camera de¬ 
signed in the last ten years has incorpo¬ 
rated a D.C. servo motor. In addition, 
after-market D.C. servo crystals are 
available for all professional motion 
picture cameras, including Arriflex 
(16S, M, BL and 35 II C), Eclair (NPR, 
CM-3), Mitchell, etc. Exactly what is a 
D.C. servo drive, and why have they 
become so popular? 

The technical nomenclature for these 
motors is actually "closed-loop, phase- 
locked, pulse-width-modulated D.C. 
servo-controlled motor, with crystal ref¬ 
erence". You would probably get some 
strange looks if you actually called one 
of these motors by that name. Most 
cameramen refer to these motors as 
simply "Crystal Motors" or "D.C. Servo 
Crystal Motors". Some cameras have 
D.C. servo drives that are not crystal- 
referenced (i.e. Beaulieu). Our discus¬ 
sion here will deal with the crystal type, 
as these are used almost exclusively in 
professional applications. 

Why crystal; why servo? First we 
should briefly review sync-sound re¬ 
quirements. The longest scene one could 
possibly shoot would be an entire roll of 
1200' 16mm. At 40 frames per foot, 
that would be 48,000 frames. If we 
define sync as ±1/2 frame, then we would 
need an accuracy of one in 96,000 or 
approximately one part per 100,000. 
This is usually expressed as 10 parts per 
million (10 ppm) or .001%. Simply, 
then, if we wanted to shoot a 1200' roll 
of film and have it in perfect sync with 

a recorder, using no cables or other sync 
devices, the motor must run the camera 
with an accuracy of 10 ppm or .001%. 

As we saw, the standard governor 
motor runs with an accuracy of ±1%. 
Thus, a motor necessary to run cordless 
sync would have to operate with an 
accuracy 1000 times greater than that 
of a governor motor. This is why a 
camera run with a governor motor needs 
a sync cable. The pilotone cable system 
records the inaccuracies of the governor 
motor which are later compensated in 
the transfer process. If, however, a 
motor were designed to run with an 
accuracy of .001%, then the sync cable 
would serve no function and could be 
eliminated, as there would be no irregu¬ 
larities to record or compensate. This is 
precisely the function of the D.C. servo 
crystal motor. 

A crystal is merely a source of 
extremely accurate high-frequency sig¬ 
nals. The crystals employed for camera 
drives usually have an accuracy of 
10ppm or .001%. The crystal is the 
reference for the required accuracy. The 
trick is to get the motor to run with the 
same precision as the crystal. 

In practice, the circuitry for a crystal 
servo motor is as complex as the wiring 
of a Boeing 747, but the theory is quite 
simple. A "tach head" is placed on the 
motor. This is usually a magnetic pulser 
or a photo-electric device that generates 
a precise frequency at a specific motor 
speed (e.g. An Arri 16BI will put out 
exactly 6000 Hz. at exactly 24 fps). 
This tach signal (see FIGURE 1) is fed 
to the crystal unit, where it is compared 
with the signal coming from the crystal. 
The two signals must match exactly. If 
there is even a minute trace of a drift 

FIGURE 2—The latest type of crystal motor 
is this Hall Effect motor, found on the Eclair 
ACL. It is very quiet and draws only 0.8 amps 
of current. 

between the two signals, a correction 
pulse is sent up to the motor before it 
can deviate from the crystal signal. Thus 
the camera motor is "locked onto" the 
crystal signal. If the crystal has an 
accuracy of 10ppm, then the camera 
must be running with the same precise 
accuracy. Our original definition of 
cordless sync is, thus, satisfied. 

In summary, the crystal servo motor 
is a precision clock, running the camera 
at exactly sound speed; 24fps, ±.001%. 
There are no speed irregularities and, 
thus, no necessity for any sync cable. 
Any number of cameras equipped with 
such motors will be in absolute sync 
with each other. 

Some crystal motors provide addi¬ 
tional functions. By unswitching the 
crystal reference frequency and substi¬ 
tuting a variable frequency source, the 
motor can become a variable speed 
motor. This is somewhat more sophisti¬ 
cated then the conventional "wild" 
motor. Once a specific speed is selected, 
the servo circuitry will maintain that 
speed over a wide range of voltages and 
loads. Thus, it is more like a governor 
motor with adjustable speeds. 

Some crystal motors can be "slaved" 
to an external source. The crystal fre¬ 
quency is disconnected and an external 
frequency can be made to control the 
camera speed. For example, a 60Hz 
signal from the mains can be fed into 
the servo system. The camera motor will 
lock onto this frequency and thus func¬ 
tion as a synchronous motor. 

Next we will look at some of the 
practical aspects of crystal motors: se¬ 
lection, maintenance, and relationship 
to recorder. ■ 

FIGURE 1 
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Lately, more and more TV-newsfilm cameramen have 
been called upon to go it alone —responsible for both 
picture and sound. With our CP-16/A news / docu¬ 
mentary camera you are ready to “take off” in no 
time. Ready to go any place. Cover any assignment. 
Solo or not. 

The CP-16/A is the ideal cam¬ 
era to solo with. Grab the handle 
of a CP-16/A, and you pick up 
a complete camera and sound 
system. Lightweight, rugged, de¬ 
pendable. And extremely silent 
in operation. 

The compact CP-16/A rests 
easily on your shoulder, its sil¬ 
houette low and unobtrusive. 
Its balance makes the CP-16/A 
feel as comfortable and natural 
as an extension of your own 
body. Its total systems design 
gives you complete freedom to 
“do your thing” as it was meant to be done. 

Freedom to move in and out of tight shooting situa¬ 
tions. Freedom to mingle in a crowd without distracting 
it. To merge with the action without intruding on it. 

The CP-16/A Crystasound amplifier is built-in — 
designed from its very inception to be an integral part 
of a total modular camera and sound system. An ampli¬ 
fier system not tacked on. Not an afterthought. The 
Crystasound 3XL magnetic record/playback head pro¬ 

vides extra long life, and never 
requires adjustment. 

The CP-16/A also features a 
snap-in nicad battery which will 
drive some 4000 feet of film on 
a single charge; Mitchell-type 
400 ft. or 1200 ft. magazines 
which can be instantly attached 
to the camera due to a unique 
spring-loaded sliding latch; and 
a super accurate crystal con¬ 
trolled motor, making the CP- 
16/ A an outstanding sound cam¬ 
era—both single and double 
system sound. 

The CP-16/A is a no fuss, no 
hassle camera. No fidgety frills. No headaches. No 
backaches. 

So you can concentrate on the action. And capture 
it on film. Picture and sound. Solo or not. 

The CP-16/A 
...a cameraman’s 

kind of camera. 

For further information, please write to: 

Ll CORPORATION 

Technology In The Service Of Creativity 

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

CP-16/A 
camera shown 
with Mike/Lite 
bracket, RE50 micro¬ 
phone, and Cinema Products’ new Sturdy- 
Lite quartz 250-watt/30V battery-operated 
focusing spot light. The Sturdy-Lite focusing 
spot weighs only 12 ounces! 
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Pioneering has always been 
a lonetv business... 

...but its the one first step 
Total service? Cinema Research covers the field of optical 
printing. Color and density corrections, matte shots, inserts, 
titles, 16-35mm enlargements and reductions, 16-16 and 
35-35mm combinations. Name it. We do it. 

Pioneering? Many of the techniques used in optical 
printing today originated at Cinema Research, such as 

■ the first commercial submersible liquid gate 
■ first additive head printing for 16mm masters and blow-ups 
■ retention of original key numbers on 16mm & 35mm optical 

negatives 
■ anamorphic blow-ups from 16mm flat originals 
■ multiple panel techniques in 35mm and 16mm 
■ first “artwork to film” aerial image 
■ film to film aerial image 
■ silk screen process for producing titles 
■ color analyzers for better quality 
■ high contrast processing for precision mattes 
■ specialized equipment for shrunken films 
■ ultrasonic film cleaning 

■ in-plant registration contact printing for quality interpositives 
and negatives 

... all these and more are standard services used daily at 
Cinema Research. 

It’s not really surprising that this should be the case. Our 
staff of pioneers is made up from the finest technicians in the 
industry. Their combined experience is equivalent to 300 years 
of optical printing. Their creative enthusiasm arises naturally 
from a sense of absolute mastery of their field. To such master 
craftsmen as these there are no “problems,” only fascinating 

to total service. 
opportunities for possible new solutions; solutions resulting not 
only in new ways and techniques, but in increased speed 
and economies. 

To give them the greatest possible freedom to operate, we 
have provided the finest tools available, including the new 
Research Products optical printers, all housed in a building 
specifically designed to meet our particular needs —complete 
with controlled temperature and humidity ‘clean-room’ 
atmosphere. 

So if you have a problem (oops, sorry) opportunity, bring 
it to the pioneers of Cinema Research Corporation. We 
specialize in new solutions and expanding horizons. Or, 
perhaps, your need is not so much exotic as plain scarey; say a 
deadline so hot you even hesitate to put it into words. Relax. 
That too, is an old story out our way. We’re fast and effective 
and our prices are a lot closerto 1969 than 1973. That’s a 
pretty effective form of pioneering itself. 

Write or call Cinema Research Corp., 6860 Lexington 
Avenue, Hollywood, California 90038; Phone (213) 461-3235. 
Ask for Jack Glass or Hal Scheib. 

CINEMA 
RESEARCH 
CORP. 
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A film maker needs his own 
on-premise mixing studio. 

Du Art has it for you at 
a remarkable s50 per hour. 
A Rube Goldberg toy? Hardly. This brand new sound studio and 
interlock screening room is among the best designed and best 
equipped you’ll see anywhere. Designed by the noted Bob 
Eberenz considered to be one of the best sound architects in 
the nation. Eight track console for 16 or 35mm mixing. Narra¬ 
tion recording studio. Price includes a Du Art mixer or, if you 
believe in the complete creative process, you can mix your own 
sound at even greater savings. Du Art gives you a truly “one 
stop” service. Film processing, video tape to film and now 
sound transfers and mixing all at remarkably low cost. 

*Free sound transfers [pay only for the mag stock) and an amazing low $50 per hour for 
mixing if we process your dailies. Mixing without Du Art processing at $75 per hour. 
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HOW MOVIES ARE MADE 

Interest has always run high about 
what happens during the shooting of a 
film. Two such books are on hand, 
Bruce Bahrenburg's FILMING "THE 
CANDIDATE" (Paperback Library 
$1.25) and JAMES BOND DIARY 
about Live and Let Die by that film's 
star, Roger Moore (Fawcett 95</). Both 
these behind-the-scenes accounts docu¬ 
ment the complexities of production, 
the physical and emotional toll on every 
participant, the tenseness while at work 
and the hi-jinks that usually follow, the 
relief laced with anxiety on the final 
day of shooting. 

* * * 

The show "the network couldn't 
kill", Star Trek, is the subject of two 
new books by David Gerrold, THE 
WORLD OF "STAR TREK" and "THE 
TROUBLE WITH TRIBBLES", plus a 
re-issue of the classical THE MAKING 
OF "STAR TREK" by Stephen E. 
Whitfield and Gene Roddenberry (Bal- 
lantine $1.50 ea.). A must for all sci-fi 
film fans. 

* * * 

Circumstances surrounding the pro¬ 
duction and subsequent fate of a "classi¬ 
cal" skinflick are extensively reported in 
GETTING INTO "DEEP THROAT" 
(Berkley $1.50) by Richard N. Smith. 
Interviews with performers Linda Love¬ 
lace and Harry Reems, and writer-direc¬ 
tor Gerard Damiani, the courtroom tes¬ 
timony of U.S.C. Prof. Arthur Knight 
and other experts, and Judge Tyler's 
verdict give the book documentary sta¬ 
tus in the current censorship contro¬ 
versy. 

* * * 

THE NEW FACE OF THE ACTOR 
Personalities have always loomed 

large in the public's choice of entertain¬ 
ment, a fact of which purveyors of 
entertainment are acutely conscious. 
But in this era of anti-heroes and non¬ 
stars, a new selling technique had to be 
found. A crop of books has emerged, 
carefully tailored to fit this need. Their 
noticeably "with it" style warrants our 
bringing them to your attention. 

Norman Mailer's MARILYN (Grosset 
& Dunlap $19.95) is a fascinating "nov¬ 
el biography", high in literary value and 
sumptuously illustrated. Whether some 
of it was "borrowed" from other writers 
is irrelevant, Mailer's use of his material 
showing solid workmanship and talent. 
In a different vein, poet Norman Ros- 
ten's MARILYN: AN UNTOLD STORY 
(NAL $1.25) is a tender homage to a 
lost friend, moody, naive and warm. 

* * * 

Joe Adamson's GROUCHO, HARPO, 
CHICO AND SOMETIMES ZEPPO (Si¬ 
mon & Schuster $10.) is a veritable 

THE BOOKSHELF 
By GEORGE L. GEORGE 

encyclopaedia of Hollywood-style Marx¬ 
ism, circa 1929-39. It is loaded with 
studio shoptalk, zany anecdotes, large 
chunks of side-splitting film dialogue, 
candid comments by friends and associ¬ 
ates, production statistics and movie 
reviews. 

* * * 

Another comedian's "intended auto¬ 
biography", W. C. FIELDS BY HIM¬ 
SELF (Prentice Hall $10.) edited with 
loving care by grandson Ronald J. 
Fields, is a rich collection of letters, 
scenarios, rare family photographs and 
the actor's own drawings. A grabbag of 
exciting memories, through which 
Fields' unique personality emerges in 
sharp outline. 

* * * 

Joe Morelia, Edward Z. Epstein and 
Eleanor Clark have compiled in THE 
AMAZING CAREERS OF BOB HOPE 
(Arlington $8.95) the well-publicized 
highlights of a conventionally successful 
40-year career in vaudeville, radio, film, 
and television. 

* * * 

Four new volumes extend the Pyra¬ 
mid Illustrated History of the Movies: 
JAMES CAGNEY by Andrew Bergman, 
MARILYN MONROE by Joan Mellen, 
MARLON BRANDO by Rene Jordan, 
and INGRID BERGMAN by Curtis F. 
Brown ($1.45 ea.). Edited by Ted Sen- 
nett with a shrewd appraisal of current 
tastes, these volumes are more than a 
notch above standard popular biogra¬ 
phies. They offer factual information 
and bibliographies to students of cinema 
and nostalgic memories to movie buffs. 

* * * 

Marlon Brando is obviously hot 
copy, with three additional biographies 
currently in bookstores. The "unauthor¬ 
ized" version by Joe Morelia and Ed¬ 
ward Z. Epstein (Crown $6.95) is often 
critical of the actor, but rich in intri- 
guingly spectacular interpretations. Ron 
Offen's book (Regnery $6.95) carries 
revealing interviews with Brando's co¬ 
workers and extensive data on his boy¬ 
hood years. Gary Carey's essentially 
factual text (Pocket Books $1.50) offers 
a well-rounded montage of available 
information. 

* * * 

The juicy gossip about the not-so- 
private life of la belle Brigitte cannot be 
dismissed as trivial in BARDOT: ETER¬ 
NAL SEX GODDESS by Peter Evans 
(Drake $6.95). These inside tidbits are 
essential to the understanding not only 
of BB's career, but of the whole fabric 

of the women's lib movement. 
Another breed of performers, typical 

products of society's subculture, tell of 
their work in GIRLS WHO DO STAG 
MOVIES (Holloway $2.). Their surpri¬ 
singly articulate views of problems pe¬ 
culiar to these films reveal unsuspected 
professionalism and a grasp of the socio- 
ethical issues involved. 

* * * 

THEORY AND PRACTICE 

The fusion of cinema and television 
into a new integrated communications 
medium is the premise of THE IMPACT 
OF FILM (Macmillan $12.50), a 
thoughtful and challenging book by 
Paul Ray Madsen. His research into this 
contemporary phenomenon covers all of 
its facets: its technical basis, substantive 
contents and effect on the audience. 
The organization of this new medium 
into a powerful force for the dissemina¬ 
tion of ideas, as well as how it is used to 
achieve specific purposes in entertain¬ 
ment, teaching and advocacy are dis¬ 
cussed with understanding and percep¬ 
tion by a well-qualified scholar. 

Ralph Stephenson has thoroughly 
updated his excellent book THE ANI¬ 
MATED FILM (Barnes $2.95), exten¬ 
sively revising earlier material and add¬ 
ing a substantial section on computer 
and abstract animation. The new edition 
of this study by a top expert is thor¬ 
oughgoing and knowledgeable. 

* * * 

The heroic era of the Soviet cinema 
is brilliantly evoked by L. & J. Schnitzer 
and Marcel Martin in CINEMA IN REV¬ 
OLUTION (Hill & Wang $8.95/3.95). 

This historic study re-creates the post¬ 
revolutionary mood of esthetic excite¬ 
ment and visionary experimentation by 
Eisenstein (Potemkin), Dovzhenko 
(Mother), Yutkevitch (Bed and Sofa), 
Kuleshov (Dura Lex) and other creative 
artists who gave new meaning to the art 
of the film. 

* * * 

An exhaustive reference guide com¬ 
piled by Denis Gifford, THE BRITISH 
FILM CATALOGUE 1895-1970 
(McGraw-Hill $44.50) lists over 14,000 
films produced for public entertainment 
since the advent of cinema. This monu¬ 
mental record is arranged chronological¬ 
ly and by film title, with full credits and 
a cross-index. It will prove an indispen¬ 
sable source of reliable data to research¬ 
ers, scholars and movie buffs. 

* * * 

In THE THRILLER (Dutton $2.75), 
Brian Davis discusses the suspense film 
genre, expertly analyzing its evolution 
since 1946 and finding a deterioration 
in its moral code by a deliberate confu¬ 
sion of hero and villain. 
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Based on a study of all 600 U.S. recording studios listed in the Model RE20 Recording Cardioid Dynamic Microphones photographed in the studios of Glenn Glenn Sound, Hollywood, California. 
1971 Billboard International Directory of Recording Studios. 

For literature on E- V professional microphones, write: M jgAgp f ^ 

ELECTRO-VOICE, INC., Dept. 1131 AC, 681 Cecil St., Buchanan, Michigan 49107 /A 
In Europe: Electro-Voice, S.A., Romerstrasse 49, 2560 Nidau, Switzerland farVWVwMr 

a GULTON subsidiary 



WILCAM 

WITH THE 

WILCAM 

MODEL W-2*4 REFLEX 

A 

NEW CONCEPT 

IN CAMERA DESIGN 

with 

detachable 

2 channel 

AGC AMPLIFIER 

that 

becomes an 

integral part 

of the camera, 

no cable. 

OTHER 16 mm PRODUCTS: 

NOW GOES mm 

COMPARE THESE FEATURES: 

• Single system sound. 

• Rotating MIRROR SHUTTER. 
Always stops closed, (no light frames) 

• Single frame INCHING CONTROL. 

• Built in T.T.L. LIGHT METER - - - - in Viewfinder 

• Audio level VU METER in Viewfinder 

• FOOTAGE COUNTER in Viewfinder 

• CRYSTAL CONTROLLED 24/25 FPS plus 36 FPS. 

• Takes Mitchell type magazines 400 ft. and 1200 ft. 
WILCAM 200 ft. Magazine also available. 

• Bayonet type lens mount. 

• Fingertip controlled 4 position internal FILTER 
WHEEL. 

200 ft. Mitchell fitting magazine with self 

contained footage counter. 

$ 160.00 

Record/playback amplifier single & 3 channel - 

various models. 

Magnetic head units - - re-built all types - 

AURICON - CINEMA PRODUCTS - BLUE 

RIBBON etc. 

$ 185.00 

• One hour battery recharge. 

• PRICE: 
- no higher than current 16mm sound on film 

8619 YOLANDA AVENUE 
(213) 885-9974 NORTHRIDGE, CALIF. 91324 

East Coast: Canada: 
MOBIUS CINE LTD. PHOTOGRAPHIC ANALYSIS LTD. 
565 Fifth Avenue 8 Brian Cliff Drive 
New York, N.Y. 1 001 7 Don Mills, Ontario 
(212) 697-8620 (416) 445-641 0 
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Our only explanation for 

MPL having such a high 

prestige throughout the 

16mm industry is that 

we consistently live up to 

what our clients need and 

want: prints of high qual¬ 

ity, genuinely personaliz¬ 

ed service, and the speed 

with which we gettheir workdone. 

We can give you the same high 

quality on your 8mm 

prints. Planes arriving and 

departing the Memphis 

International Airport 

every hour of the day and 

night, bring every city 

from coastto coastwithin 

quick and easy reach of 

MPL. Send your film to 

the complete 16mm laboratory- 

Motion Picture Laboratories, Inc. 

I 

M 'PL 

MOTION PICTURE 
LABORATORIES,INC. 

. 

781 South Main Street 
Memphis, Tenn. 38106 

(901) 948-0456 
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THE HONOR ROU 
George J. Folsey, A.S.C. 

George Folsey finds a great deal of 
humor in the way he started into the 
business. "Believe it or not," he says, 
"I'd been working in the studio for fully 
half a day before I knew what kind of a 
business I was in! That sounds as though 
I was the original Joe Dope, but it really 
wasn't quite as bad as all that. 

"Here's how it happened. I'd been 
working as an office-boy for a New 
York magazine publishing firm, but 
somehow the work didn't suit me. I 
wasn't afraid of hard work—but nothing 
about the publishing business managed 
to capture my imagination. Finally one 
morning I just decided there wasn't any 
future for me in that work. So I quit. 
Just like that. 

"I went back to the Y.M.C.A. Bu¬ 
reau, through which I had gotten the 
job, and told them I didn't like it, that 
they should send me out on something 
else. They dug into their files and told 
me they'd just had a call for an office- 
boy from the Lasky Feature Play Com¬ 
pany. That didn't mean anything to me 
but it sounded like a job, so off I went 
to the address they gave me." 

He began work that afternoon, but it 
wasn't until the next morning that he 
found out what type of work the 
company was engaged in. As Marguerite 
Clarke, Carlyle Blackwell, Mary Pick- 
ford, Louise Huff, John Barrymore, and 
Harold Lockwood strolled through the 
outer office, he began to become curi¬ 
ous about the type of work he was 
doing. 

While the primary function of his job 
was to run errands—pick up sandwiches 
for Jesse Lasky's lunch or cocktails for 
John Barrymore—he was sometimes 
called upon by a harassed assistant 
director to fill in when a troupe needed 
a kid to play an office-boy, a bellhop, or 
an elevator operator. 

In about 1916 he was offered the 
position of assistant cameraman and his 
duties had nothing to do with the 
camera. They gave him a rope, hammer, 
nails and some chalk with which to 
mark off, at the suggestion of the 
cameraman and director, the foreground 
and the sidelines, so that if the actor 
went out of these lines they would 
know to stop the scene because nobody 
knew about panning the camera to get 
them in. 

Another task was to count the turns 
that the cameraman made so at number 
41 the shutter could be put down, later, 
providing George counted correctly, a 
dissolve or double-exposure could be 
put in. 

In the early days an assistant camera¬ 
man worked right with the cameraman, 
very often not being allowed to touch 
the camera, there was no operator. In 
approximately six months you knew as 
much as your cameraman did. 

At the age of 19, Folsey was asked 
by Kenneth Webb to finish shooting a 
picture starring Alice Brady called "Her 
Bridal Night". In that first picture he 
did more lap dissolves and split screens 
than at any other time in his career. 

"Probably because I didn't know any 
better, I worked out a comparatively 
simple method of doing these scenes. 
Instead of using elaborate mattes, I used 
lighting: I did many of the takes on a 
set completely upholstered in black 
velvet, and kept this from photograph¬ 
ing by simply keeping all light away 
from it, and concentrated solely on my 
actors. Using this for some takes, and an 
identical, normal set for the others, I 
managed to get what the script called 
for. 

"For the rest, I guess I was lucky. I'd 
learned pretty well what was then 
known about photographing sets and 
people—and I was particularly in luck 
with my star, for Miss Brady was in 
love, and I don't think anyone could 
have made her photograph badly, she 
was so radiantly happy. At any rate, she 
was pleased with what I did, and so 
were the director and producer. I was a 
full-fledged First Cameraman from that 
day on." 

One of the things Mr. Folsey claims 
has helped, in particular, is the study of 
the technique of the great masters of 
painting. "Although in motion pictures, 
you're working in a different medium, 
of course; you can call it an art, or not, 
as you prefer, but it's still visual story¬ 
telling, with the great addition of visual 
motion, both of viewpoint and of ac¬ 
tion. You can still learn immensely by 
studying the lightings and compositions 
of the various great names of painting. 
Most of them, too, were trying to tell 

stories visually; and they had the time 

and the patience to analyze what they 
were doing more closely than most of us 
do today." 

In 1927 George joined the ASC as an 
out-of-town member and during that 
period he worked at the Paramount 
Studio in New York. 

He filmed many of the Coleen Moore 
films such as "Orchids & Ermines", 
"Naughty But Nice" and "Her Wild 
Oats". And he spent many years at 
Metro-Goldwyn-Mayer doing "Dr. Kil¬ 
dare" and "Andy Hardy" movies along 
with Judy Garland's exciting musicals. 

George received Academy Award 
Nominations for "All the Brothers Were 
Valiant", "Executive Suite", "Seven 
Brides for Seven Brothers" and "The 
Balcony". 

He received an Emmy for the NBC- 
TV show "Here's Peggy Fleming". 

In 1957 George Folsey was honored 
for his distinguished photography of 
one of the first outstanding early dia¬ 
logue films, "The Letter" starring 
Jeanne Eagles. This presentation was the 
"George" award from Eastman House in 
Rochester, New York. 

Recently George has acted as an 
advisor to a group of young filmmakers 
with varying ethnic backgrounds in the 
production of the feature film "The 
Glass Houses". 

Through the years he has served as 
President of the A.S.C. and Vice-Presi¬ 
dent and given long service on the Board 
of Directors. ■ 

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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42 years of knowhow 
go into every 

Houston processor 

In 1931, 
Houston built one of 

the first continuous motion 
picture film processing 
machines for a famous 
Hollywood producer. Since 
then, Houston has led the 
industry in developing new 
and better film processing 
equipment. In addition, Houston has de¬ 
signed, built and installed large, complex 

Houston’s large, modern plant 

film labs for the Government and Military. 
The priceless experience accumulated 

in these 42 years is embodied in every 
modern Houston machine, regardless of 
size. Only materials and methods that have 

thoroughly proved their 
dependability are used. 
Today’s Houston proces¬ 
sors are as automatic, 
foolproof and dependable 
as possible with present 
technology. 

When you buy a 
Houston machine, you are not buying an 
unknown quantity. You have the assurance 
of complete dependability, backed by 42 
years of success. There’s a machine for 
every size and type of film. Write or phone 
now for full information. Houston Photo 
Products, Inc., 655 E. 20th St., Yuma, 
Ariz. 85364. 602-782-3677. 

A processor for every need 

□ Ektachrome □ B&W Negative 
□ Kodachrome □ B&W Positive 
□ Kodacolor □ Microfilm 
□ Anscochrome □ Super 8mm 
□ Neg. Color □ 16mm 
□ Pos. Color □ 35mm 
□ B&W Reversal □ 70mm 
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the LOW COST way to 
high quality, high speed 
continuous optical super 8 
reduction printing 

COR Jr. 

FEATURES 

• Speed-180 FPM 
(1 6mm side) 

• Negative & rawstock 
on front of printer 

• Resolution 108 line pairs/mm 

• Dual rank-quad rank or both 

• Continuous optical reduction 

• Color additive or subtractive 

• Manual light valves 

• Unidirectional operation 

ietersoN "the printer people" PETERSON ENTERPRISES, INC. 

1840 Pickwick Avenue, Glenview, Illinois 60025 (312) 729-1010 (312) 273-2422 

1382 AMERICAN CINEMATOGRAPHER, NOVEMBER, 1973 



MOST COMPREHENSIVE 
COMPILATION OE 
CINEMATOGRAPHIC RATA 
EVER PURLISHED S 

AMERICAN 
CINEMATOGRAPHER 

COMPILED AND EDITED BY 
TWO VETERAN CINEMATOGRAPHERS 

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

WALTER STREI\IGE,A.S.C. 

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! 

FOURTH 
EDITION 

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. 

THE AMERICAN CINEMATOGRAPHER MANUAL 

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

Please send. .copies of the AMERICAN CINEMA¬ 
TOGRAPHER MANUAL @ $17.50each, postpaid. NoC.O.D.s' 

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

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% SalesTax (.88 per Manual). Foreign 
buyers please pay by International Money Order or U.S. Funds. 
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Canon’s super cameras 
for Super 8. 

Here they are. The cameras that do everything you 
ever dreamed a Super 8 could do. And do it with such 
smoothness, reliability and versatility that film-mak¬ 
ing becomes literally a matter of mind over machine. 

Let your imagination roam, your Canon 
Super 8 will follow it with a new sense of 
freedom and innovation that could only 
come from the world's largest manufac¬ 
turer of fine cameras. 

Canon Auto Zoom 1014 Electronic 
Now you can get the spectacular effects 

other cameras denied you. Canon's new¬ 
est Super 8. the 1014—with ten times 
zooming ratio—lets you glide effortlessly 
from 7.0 to 70mm either automatically or 
manually. 

With variable shutter control you can 
make perfectly matched lap dissolves, 
superimposed images, fade-outs and 
fade-ins. Even animation is possible be¬ 
cause the 1014 gives you filming speeds 
from instant slow-motion to single frame 
with synchronized flash. 

Time lapse is also possible with the 
Interval Timer E. Or if you want to get into 
the picture yourself, there’s the Self Timer 
E for delayed action filming. 

In a Canon camera you d naturally ex¬ 
pect a superb lens.That it is. The 1014 gives 
you a fast f:1 4 lens with built-in macro 
capability. So you can shoot as close as 
3/8 of an inch from the front of the lens. 

Metering is split-image through-the-lens rangefinder 
with an accuracy you'd expect from the maker of one 
of the most prized professional SLR cameras. And with 
built-in servo control, the camera sets the aperture for 

you. So you can concentrate on the shot 
instead of the light 

The Canon 1014 —the Super 8 that 
meets and matches 16 mm head-on. 

Canon Auto Zoom 814 Electronic 
This is the camera from which the 1014 

was born. And it's hard to find more dis¬ 
tinguished parentage.TheCanon814with 
eight times zooming ratio (7.5 to 60mm) 
has proven itself time and again as one of 
the most versatile, most reliable Super 8s 
available. 

Since it's not mass-produced, it's not for 
everyone. Only those who want the best 
A lucky few. But that doesn't mean anyone 
can t operate it. 

The 814 gives you the same automatic 
exposure accuracy with servo electric- 
eye metering, the same automatic fade- 
out, fade-in capability as the 1014. Along 
with shutter speeds from instant slow- 
motion to single frame with synched flash, 
remote control and super close-up macro 
without attachments. 

For more information about these and 
Canon's other fine movie cameras, see 
your photo dealer. Or write to us—Canon 
USA. Dept. AC-2 

Drive, Lake Su ccess, New York 11040 
;rton A venue,I ilmhurst, Illinois 60126 
Avenue 1 Cost® Mesa, California 92626 
.iness I iachirjg s Canada, Ltd , Ontario 

mw 

Elfa 1 
HfL A 



Jamieson 
film 

processors 
because... 

...they’re lower priced, operate more 
economically, and have proved 
themselves in 100s of installations 
in 23 countries. 

We offer three basic groups or series of 
processors, and our patented, small 
reservoir tube tank is the key to them all. 
It combines the transport rack and 
solution tank in one small unit, which 
results in several major 
advantages: 

► Film advances virtually tension-free. 
The demand top-overdrive film transport 
uses no clutches, floating rollers 
or film sprockets. 
► Smaller machines take only half 
the floor space. 
► Solution volume is reduced 15 
times over open-tank designs. 
► Temperature in primary solutions is 
controlled to an accuracy of a few 
hundredths of a degree. 
► The elliptical shape of the tubes 
protects the film and provides 
high induced turbulation. 

JAMIESON COMPAC 16/8 
Conducts standard ME-4 
at 20 FPM. Runs 16mm and 
8mm interchangeably. 
Models available for 

Other important features include: 
Lower maintenance and labor costs, 
and less power and water usage. The 
small volume of solution in the machine 
gives long-term stability and improved 
cleanliness. And film threading is 
both easier and faster, accomplished 
without removing the tank. 

Because of our equipment’s modularity 
and flexibility, we can custom design 
processors for combination processes 
or for special requirements. 

Write for our new brochure and data 
sheets on all our models. And give us an 
opportunity to quote on your processor 
requirements. 

JAMIESON MARK IV, Model A 
Runs 16mm and 8mm Ektachrome at 30 FPM. Model B for 
ECO-3 and ME-4 with silvertrack. Other models for 35mm 
processes, including CRI. 

JAMIESON MARK IX, Model B 
Conducts ECO-3 and ME-4 for all 16mm, 8mm Ektachrome 
camera and print films at 65 to 75 FPM. Other models run 
Eastman Color and other processes in 16mm and 35mm. 

□ Yes, I'd like to see your new brochure and data sheets on your color 
and B&W film processors for 8mm, 16mm and 35mm film. 

.State. 

JAMIESON FILM COMPANY 
EQUIPMENT DIVISION 9171 King Arthur Drive, Dallas, Texas 75247 (214) 638-2660 Represented in 

Europe, the Middle East and South Africa by W. Vlnten Limited. 
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The Canadian 
Connection. 

In the film industry in Canada, that can only mean 
Bellevue-Pathe. It also means top quality skills. 

And results. Because we’re professionals. 
On everything from overnight dailies to release 

printing in all formats. 

Canadian and foreign film makers have the greatest 
respect for our film lab and sound studio work, 

and the good news is really getting around about 
the Canadian Connection — Bellevue-Pathe. 

Just a few of our clients and friends are: 
Paramount - 20th Century-Fox - Columbia - 

Warner Bros. - United Artists - MCA Universal - 
epix - Potterton - Agincourt - Quadrant. 

Now, isn’t that saying a lot? 

RECENT ORIGINAL PRODUCTIONS: 

UE IECJJathe 

VANCOUVER 

916 Davie St. 
Vancouver 1, B.C. 

(604) 682-4646 

TORONTO 
9 Brockhouse Road 

Toronto 14, Ont. 
Tel. (416) 259-7811 

TEL-AVIV 
65 Weizman St. 

Tel. 722-111 

MONTREAL 
2000 Northcliffe Ave. 
Montreal 260, Que. 

Tel. (514) 484-1186 

Neptune Factor • Wedding In White • Lies My 
Father Told Me • Journey • Fan’s Notes • Guns Of 
The West • Groundstar Conspiracy • Alien Thunder 
• Cool Million • Cannibal Girls • Eliza’s Horoscope 

DA’S LARGEST FILM LABORATORY 
ND SOUND STUDIO ORGANIZATION 
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Any Tape Recorder 
Model 550 

$250 

Eclair NPR 
Model 508 Conversion 

$975 

ArriBL 
Model 505 

75 

linage | ^eiziees |xic:orp>ora,tec3- • |rnage | jeirices Incorporate! • Tnage 

New Crystal Checker! 

Model X-24 (24fps) or X 25 (25fps) only $200. 
Slip the new IDI Crystachek out of your pocket, switch it on, 
and point the internally crystal controlled flashing light at your 
shutter to check camera speed to 24 frames ± 0.001%. A 
model is available with external reference so you can match 
recorder and camera crystal. 

IN MIAMI 
M YOUR CINE 

EQUIPMENT RENTAL 

■ 

V 
SALES & SERVICE SOURCE 

FOR 

S. E. USA ■ CARIBBEAN • BAHAMAS 

Image | ie-gieosTricorporaXeci 

811 NW III STREET ■ MIAMI. FLORIDA 33I6B USA 
Telex 51-9348 Cable IMAGEMIAMI Phone 305 754-4141 

]ncorporatca. • ]rnage^^evices]ncorporated. • "Tillage | Je~$2,ioesTxicrorpora.toc3. 

CrustalizB Now I 

ArriS or M Model 504 

With the unique Jensen 504. $975 
0 Automatic out-of-crystal sync 

safety stop. 

Q No cables or adaptation — simply 
slip into camera and crystal sync 
with other cameras, recorders. 

0 Uses your standard battery and 
cables. 



Going up. 

The sky is the limit when you’re good 
at what you do. We’ve come a long way 
since we first opened our doors to the 
film maker, and we’re still on the move. 
We’re on the move to give you high quality 
equipment and individual service where 
ever you might need to go. Since we know 
you’re going up, we want to go with you. 

In San Francisco and Santa Fe we now can give you 
that same reliable expertise that has won us 
so many friends in New York. Whether shooting 
East or West, FERCO is now there to help you. 
New York: 419 W. 54th Street, New York, N.Y. 10019 
(212) 581-5474. San Francisco: 363 Brannan Street, 
San Francisco, Ca. 94107 (415)957-1787. SantaFe:1626 
Canyon Rd.(P.O. Box 493)SantaFe,N.M.87501 (515)983-4127 

Film Equipment Rental & Sales 
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What does the Beaulieu Super-8 Camera 
have in common with your 35mm SLR? 

YOUR LENSES! Any 35mm lens (Nikon, Canon, Pentax, Leica, Minolta, etc.] in your collection will fit 

directly onto the Beaulieu 4008ZM2 with the proper adapter.* Although the 4008ZM2 comes equipped with 

a super wide angle 6-66mm zoom lens (fl. 8) ... you merely need to remove our lens and attach your own 

with the corresponding adapter. 

Another Beaulieu/35mm SLR “common bond” is the large, bright MIRROR REFLEX VIEWING SYSTEM 

which alternately directs 100% of the available light to the viewfinder screen ... and 100% of the available 

light to the film. No other cartridge loading Super-8 camera features this professional viewing system, which 

is a “must” in your own 35mm SLR photography. 

Compact, light weight and durable, our Beaulieu 4008ZM2 has the features to turn your “still” life into 

creative, unforgettable motion. Visit your favorite 

camera store and ask for a demonstration. Handle the 

4008ZM2, look through its viewfinder, and ask to see 

how easily lenses interchange. You’re not going to 

want to leave the store without a 4008ZM2 to com¬ 

plete your world of photography. 

For a free copy of our full color brochure on the 

Beaulieu 4008ZM2 camera system, write to: 

Hervio 
(DEPT. 203) 14225 VENTURA BOULEVARD 
SHERMAN OAKS, CALIFORNIA 91403 

* (available from your camera store) Beaulieu ... the lens “interchangeable” one 
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In its sixth year, the Atlanta film event attracts more than 2,000 

entries from 32 countries and adds a highly successful Film Market 

By HERB A. LIGHTMAN 

At kick-off screening of the event. Festival founder and director J. Hunter Todd, introduces 
celebrities connected with the filming of 20th Century-Fox's "THE PAPER CHASE". (Left to 
right) Stars Timothy Bottoms and John Houseman, writer/director James Bridges, and 
Co-producers Rodrick Paul and Robert C. Thompson. 

ATLANTA, GEORGIA 

With more than 2,000 films entered 
from 32 countries, the Atlanta Interna¬ 
tional Film Festival, in its sixth year, 
becomes the largest event of its kind in 
the world. 

Once more I have journeyed to this 
gracious Southern city (as I have during 
the past five years) to engage in a daily 
morning-to-night orgy of film-viewing 
and to participate in the final judging 
for awards. 

On arrival I receive a cheery greeting 
from the Festival's ebullient Director 
and Founder, J. Hunter Todd, and a 
warm welcoming hug and kiss (would 
that she really meant it!) from the 
blonde and beautiful Rikki Knipple, the 
Festival's super-efficient Assistant Direc¬ 
tor/Director of Operations. (Freud 
might have said that my real reason for 
attending the Festival is Rikki's steamy 
annual "Georgia Hello".) 

My immediate impression is that 
while the Festival, with its coming of 
age, may have lost a touch of the 
intimacy that has prevailed in past 
years, there is a new air of heightened 
excitement, of dedication to film and 
film-makers—and that's very good. 

The Festival is headquartered at 

Stouffer's Atlanta Inn, a new 25-story, 500- 
room hostelry served as official Festival head¬ 
quarters. Its close proximity to the Fox 
Theatre, where major screenings were held, 
made it a handy choice of location. 

Stouffer's Atlanta Inn, a new 500-room 
hostelry of elegant decor and (in my 
opinion) indifferent service. At the mo¬ 
ment it is crammed to its 25-story 
rafters with film-makers, producers, dis¬ 
tributors and honored guests of the 
Festival—with more due to arrive for the 
final weekend and Awards Banquet. 
God only knows where the management 
will stash them. 

The Festival's Hospitality Suite on 
the 21st floor quickly becomes a salon 
where film-makers meet between screen¬ 
ings and after the day's program to get 
to know each other, exchange ideas and 
talk about their respective films. With 
drinks "on the house”, it serves as a 
very popular rendezvous throughout the 
running of the Festival. 

One of the most important elements 
contributing to the particularly festive 
spirit that pervades this year's event is 
the fact that all of the major screenings 
are being held at Atlanta's "fabulous" 
Fox Theatre. Its selection for this pur¬ 
pose is a dazzling inspiration. Not only 
is it located within easy walking dis¬ 
tance (two blocks) of Festival Head¬ 
quarters, but it is one of those grand old 
movie "palaces" (and that is almost 
literally the word to describe it), of 
which very few remain in America. 

The Fox is a genuine "movie-movie" 
theatre and, while its lushly rococo 
grandeur might be regarded in more 
jaded circles as a classic example of high 
camp, to me it provokes a nostalgic 
excursion back to my childhood, when 
going to the movies in just such a lavish 
showplace never failed to be a magic 
experience. Since I've never quite out¬ 
grown that dreamy childhood, it still is. 

The Fox was built in 1929 at the 
then-staggering cost of four-and-a-half 
million dollars. It has 5,000 seats, which 
makes it one of the largest film theatres 
in the world and the one having the 
largest indoor curved screen. Its elabo¬ 
rate "movie palace Moorish" decor con¬ 
tains more than $70,000 in 14-carat 
gold. 

The architectural design of the Fox 
Theatre simulates a Moorish City, its 
terraces ascending to a bronze dome 
surrounding the Mosque-like outside en¬ 
trances; the inside designed so the 5,000 
film-goers would be seated in what 
appeared to be a courtyard surrounded 
by castellated walls and grand towers. 



(TOP OF THE PAGE) Water-color illustration for official theme poster of the Sixth Atlanta International Film Festival, executed by artist Peter 
Max. (ABOVE) Exterior views of Atlanta's venerable Fox Theatre, scene of the major screenings of the Festival. The Fox, a classic "movie palace", 
was an inspired choice for the screenings. (BELOW LEFT) Enthusiastic audience crowds the Fox lobby during intermission. (CENTER) Festival 
founder and director, J. Hunter Todd, welcomes audience from Fox stage. Famed New York organist Lee Erwin, prepares to play original score from 
"SON OF THE SHEIK", during screening of the Valentino silent epic. 



Crowds consisting mainly of young film buffs thronged the screenings, adding up to a record audience. Aside from "THE PAPER CHASE", the 
event which turned them on the most was screening of the Rudolph Valentino classic, "SON OF THE SHEIK", which was presented with 
accompaniment of its original score, played on the Fox Theatre's mighty organ by Lee Erwin. 

Georgia Governor Jimmy Carter greets the 
opening-night crowd, welcoming them to the 
Festival and to the State of Georgia. 

Overhead, stars twinkle in an everlasting 
blue sky and fluffy clouds float wistful¬ 
ly by. A canopy, woven to imitate a 
Moorish tent, covers the balcony area. 

The Fox Theatre possesses the largest 
Moller organ ever built. An amazingly 
complex instrument, it contains over 
376 stops and a variety of special effects 
through which it can simulate every¬ 
thing from exotic animal sounds to the 
blaring horns of a traffic jam. Its 45 
ranks of pipes were designed into special 
lofts at each side of the auditorium and 
over the stage. 

The predominantly young audiences 

which crowd the screenings (in far 
greater numbers than ever before) obvi¬ 
ously love the idea of viewing films at 
the Fox Theatre. With the wave of 
nostalgia that is currently sweeping our 
country, it's not really surprising. To 
those of us who remember the Golden 
Age of the movies, there is a warm 
sensation of deja vu. \Ne've been here 
before. 

The Festival kicks off with a special 
“20th Century-Fox Evening” featuring 
the world premiere of that studio's 
“THE PAPER CHASE”. The screening 
is preceded by a gala champagne recep¬ 
tion in Stouffer's Grand Ballroom, 
which is hosted by Georgia Gov. Jimmy 
Carter. On hand for the festivities are 
the film's star, Timothy Bottoms, and 
its writer/director, James Bridges. The 
Festival is off to flying start. 

An important innovation this year is 
the Film Market, a trade fair, designed 
after the one at Cannes, to create a 
direct link between film-makers and 
distributors. More than 400 films of all 
kinds are entered in the Market and 
there are an encouraging number of 
distributor representatives on hand to 
view them. Screenings of the Market 
films are held in the hotel's Piedmont 
Room (for 16mm) and in the Coronet, 
Baronet and Atlanta Theatres (for 
35mm), all within a short distance from 
the Fox. 

There is a great deal of interest in the 
Market screenings, with the film-makers 
diligently promoting their wares. In 
addition to the Festival's daily bulletin 
announcing films to be screened that 
day, there are notices on the walls of 
the Hospitality Suite and some have 
even been taped up inside the hotel's 
elevators. During the course of the 
Festival, word filters back to me that 
the Market is scoring a great success. 
Many firm distribution deals, and a lot 

of tentative ones, have been made, I'm 
told. 

The main program of daily screenings 
at the Fox begins, on Saturdays and 
Sundays, at 10 a.m. and runs through 
continuously until about 2 a.m. On 
weekdays the screenings begin at 5 p.m., 
ending at the same early morning hour 
as on weekends. The 12 p.m. screenings 
are known, for some fey reason, as 

•“Midnight Madness", the implication 
being, I would assume, that you'd have 
to be mad to stay up that late just to see 
a movie. If so, there's a lot of mad 
creatures in these woods, because the 
midnight screenings are invariably 
thronged with bright-eyed, bushy-tailed, 
popcorn-munching fans. 

The Festival has a distinctly interna¬ 
tional flavor, what with films entered 
from 32 countries. Among these are 
features from eight foreign lands: South 
Africa, Canada, France, the Philippines, 
Israel, Belgium, Bulgaria and Hungary. 

The social side of the Festival is 
busy, indeed. The French Film Office 
hosts a reception and cocktail party in 
honor of the chilling Alain Delon fea¬ 
ture, “SHOCK TREATMENT”, and 
there are other receptions hosted by the 
Israeli and Belgian consuls. Millstone 
Productions, whose feature, “COUN¬ 
TRY BLUE" is being world premiered 
at the Festival, also hosts a special 
reception prior to the screening. 

Despite all the good will and social 
activity that prevails, there is a certain 
thunder over Paradise, as disaster strikes 
the honored guests who are scheduled 
to appear. First comes the news that 
Groucho Marx, slated to be present for 
the screening of "A NIGHT AT THE 
OPERA", has been hospitalized. Then 
we hear that famed cinematographer, 
James Wong Howe, ASC, scheduled to 
conduct a special seminar, has been 
felled by illness and will be unable to 



(LEFT) Todd with Alexandra Hay, star of "HOW TO SEDUCE A WOMAN". (RIGHT) Dub Taylor, star of "COUNTRY BLUE", enjoys a light 
moment with Mr. & Mrs. John Mansfield. Festival officials (as well as the audience) were disappointed that scheduled Honored Guests Groucho Marx 
and famed cinematographer James Wong Howe, ASC, were unable to attend, due to illness. 

attend. The final blow is the word from 
Dick Cavett, who is to be Master of 
Ceremonies at the Grand Awards Ban¬ 
quet, to the effect that he is unavoid¬ 
ably detained on a project in London 
and will not be able to attend. Anyone 
but the unflappable J. Hunter Todd 
would, by now, be a basket case of 
hysterics, but the amiable gentleman 
simply squares his shoulders, stiffens his 
upper lip and presses on to make sure 
the Festival is a rousing success. 

There are many features included in 
the programming at the Fox, and these 
include: "THE PAPER CHASE" (20th- 
Fox), "BOESMAN AND LENA" (South 
Africa), "HEX" (20th-Fox), "WED¬ 

DING IN WHITE" (Canadian, Avco 
Embassy), "WRESTLING QUEEN", 
"THE REBEL JESUS", "SHOCK 
TREATMENT" (France), "COUNTRY 
BLUE", "HEAVY TRAFFIC", (AIP), 
"THE RAINBOW BOYS" (Canada), "A 
TIME FOR DYING" (Philippines), 
"HOW TO SEDUCE A WOMAN", "A 
NIGHT AT THE OPERA", "PAPA LES 
PETITS BATEAUX" (France), "F. 
SCOTT FITZGERALD AND THE 
LAST OF THE BELLES", "THE 
HOUSE ON CHELOUCHE STREET" 
(Israel), "LE FAR WEST" (Belgium), 
"THE GOAT'S HORN" (Bulgaria), "VI¬ 
SIONS OF EIGHT" (Wolper Produc¬ 
tions), "SON OF THE SHEIK", "SIS¬ 
TERS" (AIP), "LA RAISON DU PLUS 
FOU" (France), "U-TURN" (Canada), 
"KAMOURASKA" (Canada), "THE 
HUNT" (Canada), "THE SAVAGE 
PLANET" (France, New World Pic¬ 
tures), "SUMMER RUN", "THE LAST 
AMERICAN HERO" (20th-Fox), "ZIN- 
BAD" (Hungary), "CHARIOTS OF 
THE GODS", "THE FILMS THAT 
MADE US" (Warner Bros. 50th Anni¬ 
versary), "LET THE GOOD TIMES 
ROLL" (Metromedia), "THRESHOLD: 
THE BLUE ANGELS EXPERIENCE", 

"ASTERIX AND CLEOPATRA" 
(France), "WHO IS GURU MAHARAJ- 
JI?", and "OIL LAMPS" (Czechoslo¬ 
vakia). 

In addition, there are special pro¬ 
grams devoted exclusively to children's 
films, documentaries and experimental 
films. 

Concurrently, there are seminars 
scheduled by those responsible for 
many of the films. These include semi¬ 
nars by James Bridges, writer/director 
of "THE PAPER CHASE" and by Rog¬ 
er Corman of New World Pictures. 

On the hotel's lower level, a "mini¬ 
photokina" is in progress, with displays 
and demonstrations by the leading dis¬ 
tributors of motion picture equipment. 

Keeping up with everything that is 
happening provides me with a hyper¬ 
thyroid schedule. I usually start with a 9 
a.m. screening at either the Coronet or 
Baronet, lope back to the hotel to cover 
a seminar, then ricochet to the Fox for 
the 5 p.m. program. Subsisting on pop¬ 
corn and candy bars, I stay rooted to 
my seat until "Midnight Madness" has 
gasped its last around about 2 a.m. Then 
it's back to the Hospitality Suite for a 
nightcap with the gang. By then the 
place is crowded to the gunwales and 
I'm surprised at the number of young 
film-makers (all readers of American 
Cinematographer, they tell me) who 
come up to me, introduce themselves 
and want to talk film. Since this is my 
favorite subject, I'm all for it. The bull 
session usually winds up at about 5 
a.m., at which time I stagger back to my 
room for a couple of hours' sleep before 
starting the whole hectic whirl all over 
again. 

I take time off, at the request of TV 
producer Danny Royal, to tape a half- 
hour interview with Jim Whaley for 
"Cinema Showcase", a television series 
produced at Atlanta's educational out¬ 

Adding a touch of glamor and considerable 
efficiency to the proceedings was beauteous 
Rikki Knipple, the Festival's Assistant Direc¬ 
tor/Director of Operations. 

let, WETV (Channel 30) for syndication 
on the Southern Educational Communi¬ 
cations Network's 80 stations. I'm talk¬ 
ing film again, so I'm in my element and 
everything goes fine. 

The Canadian film industry is espe¬ 
cially honored by the Festival and an 
entire evening of screenings is devoted 
to its product. The gem of the program 
is the exquisite slow-motion one-reel 
Continued on Page 1455 



BEHIND THE SCENES OF 

WESTWSRLD 
A strange trip through a 
fantasyland of the future, 
where, for a price, each 
person's secret dream can 
come true—unless it turns 
into an eerie nightmare 

In these latter days, when the name of the game in feature film 
production is to create an entertainment that is unique and exciting 
enough to drag the viewers away from the "freebies" of television and 
into the theatres, a film like MGM's "WESTWORLD" could serve as an 
example of what it takes. Completely "different" in its premise, and 
wildly imaginative in its execution, the film combines the highest degree 
of technical artistry with the salient dramatic elements that add up to 
sheer entertainment. 

The very name "WESTWORLD" conjures up images of action 
sequences from movies of the American West. But writer Michael 
Crichton has not simply told a western tale for his feature directorial 
debut, but provided Metro-Goldwyn-Mayer with one of the most novel 
action-adventure movies ever filmed. 

Crichton has set his intriguing story in the world's greatest adult 
playland, Delos, a sophisticated amusement park that is a fantasy world 
utilizing space-age technology to recreate periods of the past in lifelike 
detail. Those who go there may actually immerse themselves in the life 
of a prior period in time. At Delos the periods include Medieval Europe, 
Imperial Rome and the American West as it was in frontier times—the 
latter is "WESTWORLD". 

Paul N. Lazarus III produced this highly visual adventure which stars 
Yul Brynner, Richard Benjamin and James Brolin. 

Continued overleaf 

(ABOVE LEFT) An impressionistic study of the face of Yul Brynner (who plays the well-worn robot gunslinger in "WESTWORLD"), with an 
intimation of the electronic circuitry that makes him go. (BELOW LEFT) The nerve center of the fantastic adult playland Delos, where technicians 
observe the robots on monitors and remotely control their behavior. (CENTER) Richard Benjamin walks through the "surgery", where robots are 
repaired nightly, following the damage inflicted upon them each day by clients. (RIGHT) Brilliant young writer/director Michael Crichton makes his 
theatrical feature directional debut with "WESTWORLD". 

(LEFT) Preparing the banquet hall set for shooting of a sequence in Medieval World. (CENTER) The vast Western Street set on the backlot of 
Warner Bros, (now Burbank) Studios is "propped" with corpses and lighted for filming of a night-for-night exterior sequence. (RIGHT) Yul Brynner 
and Michael Crichton talk between set-ups. Brynner was fascinated by the script's far-out premise, which resulted from Crichton's observation of 
astronauts trained to function like machines, and machines programmed to function like humans. 



(LEFT) The imposing castle banquet hall of Medieval World, one of the three fantasy "worlds" of Delos, where clients pay $1,000 a day to act out 
their most bizarre fantasies with humanoid robots that cater to their every desire. (CENTER) In true Robin Hood fashion, a sword fight breaks out 
between two robot knights. (RIGHT) The banquet hall becomes a battleground, as the knights engage in wild swordplay derring-do, in the manner of 
the late Errol Flynn when he swashbuckled across the screen. 

(LEFT) The saloon set in "WESTWORLD", where clients mingle with cowboy-garbed robots and await their turns to shoot it out with the 
black-clad gunslinger. (CENTER) Moving a crane into the banquet hall set for a boom shot. Crichton purposely employed the conventions of the 
movies of the Forties, which often included crane shots injected for no particular reason. (RIGHT) Low-key mood lighting and the forced 
perspectives of wide-angle lenses add visual drama to "WESTWORLD". 

(LEFT) Will the real Yul Brynner please stand up? The actor is shown with the head of the robot, life-modeled in plaster cast form from his own 
face. Brynner wore silver-metallic contact lenses throughout the filming in order to attain the effect of a steely robot-like gaze. (CENTER) Brynner 
adopts his best bedside manner, as his sits beside his robot alter ego, which is about to undergo surgery of the circuitry. (RIGHT) When the robot's 
face is removed, the electronic brain is revealed in all of its computerized glory. 

Tests for a unique method worked out by special effects expert John Whitney, Jr. to simulate the point-of-view of a robot. The method selected was 
basically a mosaic made up of 3600 color rectangles per anamorphic frame of film. It involved the electronic breakdown of an image into a series of 
points, each of which was given a numerical gray scale value and then run through a computer that translated the digital information into squares 
with various color tones. (LEFT) A flat frame of a woman's head, with color scale. (CENTER) Squeezed anamorphic frame from one of the Western 
street scenes out of the picture, as it looks when interpreted in color mosaic terms. (RIGHT) Squeezed anamorphic frame from test in which the 
scene is rendered in squares of monochrome blue. 



"WESTWORLD" is a story of people 
in jeopardy. Two young Chicago busi¬ 
nessmen, Peter Martin (Richard Ben¬ 
jamin) and John Blane (James Brolin) 
choose to vacation in "WESTWORLD", 
whose inhabitants are human-looking 
robots of the period. Malfunctions in 
the robots cause them to deviate from 
their programmed roles. The robot gun¬ 
slinger (Yul Brynner) in "WEST- 
WORLD" becomes the deadliest men¬ 
ace. He kills Blane in a gunfight and 
stalks Martin through the other worlds 
of Delos. 

Guests pay $1,000 a day to relive the 
excitement of the Old West, including 
the opportunity to engage the gun¬ 
slinger in a showdown gunfight in which 
they are guaranteed to outdraw it and 
"kill" it. Each night technicians repair 
the gunslinger and other damaged or 
malfunctioning robots, returning them 
to WESTWORLD the following morning 
to repeat their roles as residents of a 
frontier town. 

The electronic impulses which con¬ 
trol the gunslinger are so sophisticated, 
however, that it begins to react to the 
pleasure which the guests experience 
through the simulated killings. It gradu¬ 
ally emerges from its programmed pat¬ 
tern, stimulated by an electronic urge to 
shoot back at the guests. 

It no longer is willing to be a target, 
shot at over and over. It wants to do 
what its enemy does—a super-human 
reaction to a human act. And the closer 
it comes to killing, the more the robot 
experiences a satisfying warmth and 
becomes more of a human being. 

After the gunslinger undergoes its 
electronic metamorphosis, "WEST- 
WORLD" speeds to a gun duel between 
Brynner and Brolin, and Brynner's 
horseback pursuit of Benjamin through 
WESTWORLD and the two other areas 
which comprise this vacationland of the 
future—Medieval World and Roman 
World. The climax comes in the com¬ 
puter control center where Benjamin 
tries to match his knowledge of elec¬ 

tronic machinery against the pro¬ 
grammed "brain" of the robot. 

The various backgrounds needed 
were provided by desert landscapes in 
the Mojave Desert, the gardens of the 
Harold Lloyd Estate and the variety of 
re-creations performed on several MGM 
sound stages. Special contact lenses 
were designed to distinguish the robots 
from the humans and computer film- 
making was utilized to give an accurate 
display of the robot's vision. 

Writer/Director Michael Crichton is 
one of the most successful young au¬ 
thors in the United States. Soon after 
entering Harvard Medical school in 
1965, he completed his first novel, 
"Easy Go", under the pseudonym, John 
Lange. 

Altogether he has written 15 books 
under four different names. During his 
third year in medical school he complet¬ 
ed a novel on abortion, "A Case of 
Need" which not only won the Mystery 
Writers of America Edgar Allan Poe 
Award in 1968 but was recently made 
into the successful MGM thriller, "THE 
CAREY TREATMENT". 

Crichton has decided never to prac¬ 
tice medicine but has written a non-fic¬ 
tion account of patient care, "Five 
Patients", based on his experiences at 
Massachusetts General Hospital. 

"The Andromeda Strain" was the 
first book to appear under Michael's 
own name. During his post-graduate 
year at the Salk Institute in La Jolla, the 
book became a best seller and stayed on 
the list for six months. Producer-direc¬ 
tor Robert Wise bought the book and 
made the film into his greatest success 
since "THE SOUND OF MUSIC". Soon 
afterward, Michael and his brother com¬ 
pleted a novel about marijuana, "Deal¬ 
ing", which was made into a film by 
Paul Williams. 

Last fall Michael got his first chance 
to direct for television. Robert Dozier 
scripted his book "Binary" which 
Michael directed as a Movie of the Week 
"PURSUIT". Another book, "The 

Terminal Man", was sold for a large 
advance and is presently being filmed. 

Crichton's latest project "WEST- 
WORLD" is an original for the screen 
and represents his feature film directori¬ 
al debut. 

Crichton is fascinated by film and 
wanted a certain visual style for his film. 
Cinematographer Gene Polito achieves 
the style perfectly. Best remembered for 
his camera work in "COLOSSUS: THE 
FORBIN PROJECT" and "PRIME 
CUT", Polito has been receiving well-de¬ 
served critical accolades for his bright 
colorful style. 

In the following interview for 
AMERICAN CINEMATOGRAPHER, 
Michael Crichton goes behind the scenes 
of "WESTWORLD" to talk about his 
conception of the basic idea, his writing 
of the screenplay and his experiences in 
translating the script into his first theat¬ 
rical feature, as director: 

QUESTION: The basic premise of 
"WESTWORLD" is extremely imagina¬ 
tive. Can you tell me what inspired you 
to approach such a subject and, subse¬ 
quently, to make it into a film? 

CRICHTON: I'd visited Kennedy Space 
Center and seen how astronauts were 
being trained—and / realized that they 
were really being trained to be ma¬ 
chines. Those guys were working very 
hard to make their responses, and even 
their heartbeats, as machine-like and 
predictable as possible. At the other 
extreme, one can go to Disneyland and 
see Abraham Lincoln standing up every 
15 minutes to deliver the Gettysburg 
Address. That's the case of a machine 
that has been made to look, talk and act 
like a person. / think it was that sort of 
a notion that got the picture started. It 
was the idea of playing with a situation 
in which the usual distinctions between 
person and machine—between a car and 
the driver of the car—become blurred, 
and then trying to see if there was 
something in the situation that would 

(LEFT) "WESTWORLD" writer/director Michael Crichton looks at a setup through the viewfinder, while Director of Photography Gene Polito (at 
right) checks the lighting. (RIGHT) A "wounded" robot is wheeled into the repair facility of Delos, the mythical-multiple playland for adults. The 
room resembles a surgery, with the technicians garbed as surgeons. Despite the fact that the intricate production ran two days over schedule because 
of an eye injury to Yul Brynner, it was brought in for $60,000 under budget. 



(LEFT) For a follow shot of Brynner walking down a corridor, fill illumination was provided by bounce light from a one-inch-thick sheet of 
styrofoam measuring 48 x 48 inches. A PAR-64 "six-lite" lamp was used as the light source. (RIGHT) Three cameras are set up for a multiple-camera 
shot. Despite increased expense of additional cameras and operators, considerable money was saved by this method, because costly and 
time-consuming stunts did not have to be repeated to achieve a variety of angles. 

lead to other ways of looking at what's 
human and what's mechanical. 

QUESTION: I understand that you 
originally tried to write it as a novel and 
then abandoned that tack in favor of 
writing it directly as a screenplay. Why 
was that? 

CRICHTON: Well, it didn't work as a 
novel, and / think the reason for that is 
the rather special structure of this par¬ 
ticular story. It's about an amusement 
park built to represent three different 
sorts of worlds: a Western world, a 
Medieval world and a Roman world. 
The actual detailing of these three 
worlds—and also the kinds of fantasies 
that people experienced in them—were 
movie fantasies, and because they were 
movie fantasies, they got to be very 
strange-looking on the written page. 
They weren't things that had literal 
antecedents, literary antecedents. They 
were things that had antecedents in 
John Ford and John Wayne and Errol 
Flynn—that sort of thing. In some ways, 
it's a lot cleaner as a movie, because it's 
a movie about people acting out movie 
fantasies. As a result, the film is inten¬ 
tionally structured around old movie 
cliche situations—the shoot-out in the 
saloon, the sword fight in the castle 
banquet hall—and we very much tried to 
plan on an audience's vague memory of 
having seen it before and, in a way, 
wondering what it would be like to be 
an actor in an old movie. 

QUESTION: Is this the first time you've 
written a screenplay directly, instead of 
adapting it from one of your novels? If 
so, what differences do you find in the 
two methods? 

CRICHTON: No, it's not the first time. 
I've done some other original screen¬ 
plays, most of which have never been 

made, but I've written them directly as 
screenplays. I've also adapted my own 
books, and / think that the two meth¬ 
ods are really very different—more dif¬ 
ferent than most people ever realize. 
The Hollywood tradition has been to 
purchase books and stage plays and 
short stories and then hire a group of 
screenwriters to adapt them. But the 
screenwriters, in most cases, were not 
people who wrote books and stage plays 
and short stories themselves—so there 
were very few people who found them¬ 
selves in the position of writing a book 
and then adapting it into a screenplay. / 
think the differences in the two forms 
are incredibly great, and they go beyond 
those platitudes that everybody hears 
about—telling the story in visual terms, 
and so on. In fact, it often becomes a 
question of what kind of story you're 
telling. That's why / feel that, of the 
books that have been successfully adapt¬ 
ed, there often isn't a great deal of the 
book that is retained in going to the 
screen. What is retained is a certain 
feeling, some essential quality that was 
in the book and that also appears in the 
film. That's also why / think that you 
can have a really slavish adaptation that 
follows the original scene-by-scene, with 
all of the characters remaining un¬ 
changed and everything exactly the 
same as it was in the book—but it's no 
good as a movie. Some kind of emotion¬ 
al quality has been lost. / don't think 
there's any way to get around the fact 
that to create that emotional quality on 
paper is very different from creating it 
in terms of images. 

QUESTION: Obviously, in writing a 
novel, you can get inside the heads of 
the characters. You can tell what 
they're thinking. Have you found that a 
difficult thing to translate into visual 
terms, without falling back on long 
subjective speeches? 

CRICHTON: / just think of it as some¬ 
thing that you can do well in one 
medium and not in another. All internal 
states of mind are very hard to film, 
because either you have the character 
say something (which is almost always 
phony), or you have the character do 
something to tie in with his emotional 
state. That's often rather clumsy and 
awkward and certainly time-consuming. 
It may take you quite a long time to 
convincingly show that the character is 
depressed, in terms of our almost cliche 
conventions with the audience. The 
audience will say to itself: "I know 
what that gesture is. I've seen it a 
thousand times. That means he's de¬ 
pressed." It's like the convention of 
having wavy lines on the screen to 
indicate the start of a dream sequence. 
There's nothing inherent in that sudden 
sort of water image that means 
"dream", except that the audience has 
been conditioned to interpret it that 
way. Internal states are awfully hard to 
portray visually, whereas, in books, 
they're very easy. All it takes is a line of 
dialogue: "I came home and / was very 
depressed." That's it. You've done it— 
and you don't have to justify it, some¬ 
how. 

QUESTION: Do you think that there 
are some things that are easier to por¬ 
tray on the screen than in a book? 

CRICHTON: Yes. At the other extreme, 
any kind of description in writing is 
lengthy, whereas, on film, it's instanta¬ 
neous. Exactly the reverse situation 
applies. You can spend a page describing 
how somebody looks, the way he acts, 
the way his surroundings are, what kind 
of house he lives in. In film, all of that is 
immediate. You show it—and that's it. 
Certain traditions have sprung up to try 
Continued on Page 1420 
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“LET THE GOOD TIMES ROLL” 
Special Jury Award—GOLD MEDAL 

At one of several concerts filmed, crowds react to onstage musicians in "LET THE GOOD TIMES 
ROLL", Columbia Pictures presentation of a Metromedia Producers Corporation Production, 
starring Chuck Berry, Little Richard, Fats Domino, Chubby Checker, Bo Diddley, 5 Satins, The 
Shirelles, The Coasters, Danny and the Juniors, and special guest stars. Bill Haley and the Comets. 

By WINIFRED HARRIS 

The "How-we-did-it" story behind 
the film, LET THE GOOD TIMES 
ROLL, is as difficult to pinpoint as the 
movie itself. Called, for want of a more 
explicit classification, a documentary 
feature, the movie records two rock- 
and-roll revival concerts from Detroit 
and Long Island, plus a segment of Fats 
Domino from Las Vegas. Though it 
skillfully combines on-stage appearances 
with audience reactions with back-stage 
characterizations of its various perform¬ 
ers, it is not merely another concert 
film. At the same time, it re-creates the 
'50's hey-day of its stars in what has 
been called "an almost unbelievably 
moving and exciting" way, yet it is not 
simply a nostalgia trip. What is it, then? 

A reporter trying to document the 
experiences and opinions of some of the 
many key people involved with LET 
THE GOOD TIMES ROLL is reminded 
of the familiar East Indian fable about 
the six blind men who tried to describe 
an elephant. The one who felt the 
animal's side reported, "An elephant is 
like a wall," while the one who grabbed 
the tail replied, "Oh, no, an elephant is 
like a rope." The blind man whose arms 
encircled a leg was convinced that the 
elephant was like a tree, while the one 
who felt an ear was equally insistent 
that the beast resembled a fan. The man 

Sample frames from the 70mm blow-up of "LET THE GOOD TIMES ROLL" showing a few of the many format configurations featured in this 
nostalgia rock 'n' roll film. The picture consists literally of wall-to-wall optical effects, expertly executed by Cinema Research, which make the 
presentation an exciting visual, as well as musical, experience. 



who encountered a tusk believed that 
elephants were like spears, which was 
disputed by the one who, holding the 
trunk, knew that they were like snakes. 

Asking the participants in LET THE 
GOOD TIMES ROLL, "What was the 
most important ingredient of this 
picture?" produces as many divergent 
views. Listen: 

Charles Fries, Metromedia Producer's 
Corp. executive producer: "Let's face it, 
the most important thing in any picture 
is money. No matter how much talent is 
available, without adequate financing, 
no film gets off the ground." 

Gerald Isenberg, producer for Metro¬ 
media: "The concept, the idea, and 
following it through to reality is the 
vital thing." 

Pierre Adidge, president of Cinema 
Associates, the firm with the production 
assignment: "You have to capture the 
visual images on film, the sound on 
tape. Without experienced production 
people, you have nothing." 

Hal Scheib, president of Cinema Re¬ 
search: "LET THE GOOD TIMES 
ROLL is 99 minutes of optical effects. 
It is the combination of scenes in 
multiple panels and the quality blow-up 
which distinguishes this picture." 

Bob Abel, Cinema Associates, 
director: "The material from the '50's is 
the factor making the picture unique. 
Without the incredible work of the 
research team, there would have been 
no depth to the film." 

Jim Webb, Cinema Associates, sound 
supervisor: "LET THE GOOD TIMES 
ROLL is about music! The stereo sound 
is all-important." 

Glen Farr, Cinema Associates, post¬ 
production: "Can you imagine the 
chaos without people to see that the 
right segments of material were in the 
right hands at the right time? Or the 
disaster if some irreplaceable old films 
had been lost?" 

Sid Levin, director and editor: 
"Emotion is the prime ingredient. The 
elements must be combined in such a 
way that the viewer will have a sub¬ 
jective experience, a strong emotional 
response." 

We could go on and on. Cameramen, 
negative cutters, title designers, the legal 
staff, the releasing people, all feel their 
particular contributions were essential 
to making LET THE GOOD TIMES 
ROLL into what Variety predicts may 
be the blockbuster sleeper of 1973. In 
the Indian fable, however, there is a 
wise old Rajah who says, "You must 
put all the parts together to find out 
what an elephant is like." Following his 
counsel, perhaps we can learn lessons 
from some of the people involved with 
this production and discover the true 

anatomy of LET THE GOOD TIMES 
ROLL, to the benefit of all who are 
interested in the making of films. 

First, credit must go to Richard 
Nader, who assembled a concert tour 
featuring memorable rock and roll 
artists of the '50's. These included 
Chuck Berry, Chubby Checker, Bo 
Diddley, Fats Domino, Bill Haley and 
the Comets, Little Richard, The 
Coasters, The Shirelles, The Five Satins, 
Danny and the Juniors, backed up by 
the Bobby Comstock Rock and Roll 
Band. Though some of these performers 
had maintained star status through the 
years, others had virtually disappeared 
from the music scene, except for the 
influence they had exerted upon current 
pop musicians. Nader's concerts proved 
that the old magic was not lost and that 
a whole new generation could be moved 

by rock and roll, along with that part of 
the audience which re-lived its own 
teen-age experience in the warmth of 
interaction between performers and 
their listeners. 

Among the latter was Jerry Isenberg, 
producer at Metromedia. Attending a 
concert with Peter Guber of Columbia 
Pictures, Jerry had found the experience 
exciting, and both he and Peter saw the 
possibilities in filming a concert. Essen¬ 
tial to the concept, however, was the 
necessity of integrating into the concert 
footage the feeling of nostalgia the 
music evoked. 

"After all," Jerry says, "many pop 
concerts had been filmed, some so 
miserably they gave the whole genre a 
bad name. I had to convince my superi¬ 
ors that we had a new idea in the '50's 
Continued on Page 1434 



THERES ALWAYS 
SOMETHING NEW 
AND EXCITING 
AT SAMUELSONS 

THE CINEMATOGRAPHERS 
POCKET TOOL-BOX 

Made to our own specification by the makers of the world famous Swiss 
Army Knife — a pocket knife especially suited to the needs of the 
professional cinematographer. Available exclusively from Samcine Sales Ltd. 

1. Small knife blade 

2. File 
3. Metal saw 
4. Wood saw 

5. Magnifying glass 
6. Scissors 
7. Large screwdriver 

8. Bottle opener 
9. Wire stripper 

10. Tweezers 
11. Orange stick 

12. Chisel 

13. Can opener 
14. Phillips screwdriver 

15. Large knife blade 

16. Corkscrew 
17. Small screwdriver 
18. Awl 
19. Reamer 
20. Lanyard ring 

U.K. £9.95 (Inc. VAT) 
U.S.A. $25 
All prices include post & packaging. 

2.3 

SAMCINE SALES LTD 

303-305 Cricklewood Broadway 
London NW2 6PQ 
Telephone: 01-452 8090 
Telex: 21430 
Cables: Samcine London 
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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 

f« Ektachrome Film. Speed 
50FPM $22,500 

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

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

film breakage, pulled perforations, scratches and 

operator error. The film can be deliberately 

stalled in the machine without film breakage or 

significant change of film footage in solutions. 

The heart of any film processor is the drive 

system. No other film drive system such as 

sprocket drive, bottom drive or simple clutch 

drives with floating lower assemblies can give 

you the performance capability of the unique 

Filmline Overdrive Film Transport System. 

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

take-up and does not impose any stress or strain 

on the film itself. Completely independent of the 

film transport system. This FILMLINE feature is 

usually found in professional commercial pro¬ 
cessors but is incorporated on the FE-30 and 

FE-50 models as standard equipment. Don't 

settle for less! 

• “TEMP-GUARD” positive temperature control sys¬ 

tem. Completely transistorized circuitry insures 

temperature control to well within processing 

tolerances. Temp-Guard controls temperatures ac¬ 

curately and without the problems of other 

systems of lesser sophistication. 

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

to-dry time, improves film results, and carefully 

controls humidity content of your valuable (and 

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

without the usual curl associated with other 

film processors. 

“ZERO DOWN TIME” The reputation of any film 

processor is only as good as its reliability. The 

combination of the exclusive and special added 

Filmline features guarantees trouble-free opera¬ 

tion with absolute minimum down-time and with¬ 

out continual operator adjustments. Recapture 

your original investment in 2 years on mainten¬ 

ance savings alone. Filmline’s “Push the button 

and walk-away processing” allows inexperienced 

operators to turn out highest quality film. 

•“MATERIALS, CONSTRUCTION AND DESIGN” All 

Filmline machines are constructed entirely of 

metal and tanks are type 316 stainless steel, 

heliarc welded to government specifications. The 

finest components available are used and rigid 

quality control standards are maintained. 

Compare Filmline features to other processors 

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

evaluation will convince you that Filmline offers 

you more for your investment. 

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

6 

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

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

. AN-73 

Send for Literature. 

Time & Lease 
Plans Available. 

“When you buy quality Filmline Costs Less” 

(203) TR 8-2433 
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Pros insist on professional motion picture 

equipment. So does Birns 8C Sawyer. 

Pros insist that rental equipment be up¬ 

dated as newer and better items become 

available. So does Birns 8C Sawyer. 

Pros insist that rental equipment be main¬ 

tained by the best technicians around. So 

does Birns 8C Sawyer. 

Pros insist on competitive prices. So does 

Birns 8C Sawyer. 

Pros insist upon service. So does Birns 8C 

Sawyer. 

Because of our dominance in the docu¬ 

mentary field, you may have forgotten 

that we pioneered many new professional 

motion picture equipment items, such as 

the Arriflex 35mm camera, the first major 

breakthrough in lightweight motion pic¬ 

ture equipment in 50 years. Keeping pace 

with changing times, B 8C S has continu¬ 

ously added to its huge rental inventory, 

the newest and latest equipment for mod¬ 

est to major productions. We have, not 

only the BNCR and Super Blimp, but also 

Arri "Hard Fronts,” and the new Cinema 

Products XR-35 camera. Packaged with 

our new lightweight grip and lighting 

equipment, our grip and 

generator trucks B 8C S of¬ 

fers the pros what they want. 

The Professionals! 

the Professionals 

jIPNS & 
J 1026 N. HIGHLAND AVENUE 

SAWYER, INC. 
J LOS ANGELES, CALIFORNIA 90038 • (213) 466-8211 

CABLE: BIRNSAW-HOLLYWOOD 

Hollywood Jerusalem London 

TELEX: 673280 

Sydney Hong Kong 



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. 

Research Products are Products of the Future 



The Arts-BRONZE MEDAL 
By MAR K SADAN 
Director/President, Kiva Films Inc. 

I first became aware of Gustav Vige- 
land when I came across the book, 
"Embrace of Life", which was a photo¬ 
graphic presentation of this Norwegian 
sculptor's work. I was amazed to dis¬ 
cover that in his lifetime he had created 
hundreds of wonderful sculptures, and 
yet the outside world had not heard of 
him. 

Since I was convinced that the ideal 
way to share Vigeland's great work with 
the world would be through film, I 

wrote to Jon Embretsen, the Norwegian 
Information Director at that time. He 
agreed with the film idea, but although 
he himself could not fund the film, he 
could arrange a free trip to Norway via 
SAS, where I would be able to see 
Vigeland's great sculpture park in Oslo, 
and meet with the people whom I had 
to convince in order to get the film 
funded. 

Soon I was in Norway, where I took 
several hundred slides of the sculptures, 
ranging in size from small clay models 
to a five-story-tall monolith of human 

figures rising to the heavens, sculpted 
from a solid block of granite over a 
period of thirteen years. 

On returning to my home in South 
Hadley, Massachusetts, I locked myself 
in my room for three days with piles of 
photographs, extensive notes, and my 
typewriter. What resulted was a com¬ 
plete script with photographs to illus¬ 
trate each section, the title of the 
proposed film was CYCLE OF LIFE. 

The basic concept was to use the 

sculptures as actors in the film, since 
they depict almost the total range of 
human life and emotional development, 
from birth and right on through child¬ 
hood, adolescence, parent-child relation¬ 
ships, sexual and mythical fantasies, 
love, conflict, old age, death, and re¬ 
birth. 

The script was well received and the 
project approved. We worked on an 
extremely low budget, but this was 
partially offset by their providing all 
flights to Norway, living costs while 
there, and a per diem. Since the sound 

track was to be music only, our entire 
crew consisted of myself and cinematog¬ 
rapher/vice-president of Kiva Films, 
Kirk Smallman. 

My approach to the shooting was to 
film the sculptures in March, study 
those rushes, then return again in June 
for the main session. Early in our 
filming, we decided to avoid unneces¬ 
sary camera movement, and instead, to 
let the sculptures create their own sense 
of movement, through the implied mo¬ 
tion of their composition, and in their 
edited sequence. 

During filming, after Kirk would 
complete total exploration of a sculp¬ 
ture with the camera, I had the option 
of doing additional filming with the 
camera myself, if I felt the need. Vige¬ 
land's work looks good from a great 
variety of angles, and often says some¬ 
thing different, depending on where 
your vantage point is. 

After making a rough assembly of 
the footage, we took Norwegian classi¬ 
cal and folk music we had carefuly 
chosen while in Oslo, and cut music for 
each picture section. We then fine-cut 
the picture to match the music. 

Personally, I found this one of the 
most enjoyable films we've made since 
we formed Kiva Films four years ago. 
My background was in the experimental 
film area, in which the film-maker 
pretty much handles everything all by 
himself. But in working with a compa¬ 
ny, one has to deal with time schedules, 
client objectives, and differing personali¬ 
ties of the production team. In CYCLE 
OF LIFE, the talents of all three of 
us—myself as director, Kirk Smallman 
on camera, and David Walker at the 
editing console-fused beautifully, so 
that the film has the wholeness of an 
individual film, but with the advantages 
of the best ideas and skills of three 
craftsmen working together. 

Since the completion of the film, it 
has been greeted with great enthusiasm, 
(often to the point of tears) and some¬ 
times open hostility, towards the mas¬ 
sive, highly-charged emotionalism of 
Vigeland's work. In the process of mak¬ 
ing the film, I came to feel that Vige¬ 
land's restless, troubled spirit was close 
by us and very happy with the result. 

CYCLE OF LIFE is distributed by 
Radim Films, Inc., 1034 Lake Street, 
Oak Park, III. 60301 ■ 

A magnificent group of sculptures by Gustav Vigeland, located in a park in Oslo, Norway, served 
as "subjects" for the film, "CYCLE OF LIFE". The author first saw pictures of these works in a 
book, felt that they and their creator would form the basis of a fine film, and used his initiative 
to make the project become a reality. 
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PHOTOGRAPHING "CYCLE OF LIFE" 
By KIRKSMALLMAN 
Cinematographer/Vice President, 
Kiva Films Inc. 

Statues don't move, so the tempta¬ 
tion in filming them is to keep the 
camera moving and the zoom lens going. 
But I rejected that approach for this 
film, and director Mark Sadan agreed. 
Our intent was that the primary motion 
of the film would be editorial, moving 
from image to image quickly, building 
its effects out of selected details. This 
was highly appropriate, because the 
sculptures are representational of hu¬ 
mans and animals in emotionally 
charged situations, which lend them¬ 
selves to being filmically handled as 
though they were in live drama. In 
addition, good sculpture contains im¬ 
plied motion in its forms, which we 
didn't want to negate with camera 
ballet. 

We made two shooting trips to Nor¬ 
way. The first was in March, when we 
expected harsh cold light and textured 
story skies, appropriate for the scenes of 
battles between man and his demons. 
But what our first rushes showed was 
cheery blue skies, and warm "skin” 
tones on the granite statues, produced 
by the early morning and late afternoon 
sunshine, which gave us our best model¬ 
ing. (The stormy skies obliged us by 
appearing in June.) 

For filming some of the marble 
sculptures indoors, we had intended to 
use quartz lights loaned to us by an Oslo 
production company, but we got far 
superior results by using large sheets of 
white cardboard to bounce diffused 
sunlight into the shadow areas. 

We would shoot all the angles, close- 
ups, reactions, long shots, etc. of a 
sculptural group just as though they 
were actors in a story film. All the 
reverse angles would be done at another 
time when the changing angle of the 
light favored them. 

Filming those statues which are 
wrestling with giant dragons posed a 
problem. They stand on thirty-foot-tall 
pedestals, and our Pro-Jr. tripod only 
extends to six feet. The Oslo Electrical 
Dept, volunteered their hydraulic lift 
platform, and it was only when we were 
airborne that we realized the lift truck 
crew didn't know what we were saying 
in English, nor did we know Norwegian. 
During our efforts to quickly develop a 
workable sign language for directing our 
"boom shots" we were for some time 
flung in random directions through the 
Norwegian sky. 

Since we were handling the sculp¬ 
tures as though they were live people. 

Cinematographer Kirk Smallman and Director Mark Sadan on location in Norway. They made 
two trips to that country for filming of "CYCLE OF LIFE". Unpredictably, they had sunny skies 
in March and cloudy skies in June for their exterior shooting. Close and cordial cooperation on 
the part of Norwegian officials made the project possible. 

we took great care to frame out the 
supports on which the statues rest. This 
required extreme accuracy of our Eclair 
ACL viewfinder. I used the Angenieux 
12-120 zoom lens for most of the 
filming, and treated it largely as a lens 
of many focal lengths, rather than a 
zooming device. Since any irregularity 
of panning would be grossly distracting 
while shooting at 120mm, the use of 
our fluid pan head was mandatory. The 
other very useful lens was a Switar 
10mm which will do most of what a 
12-120 won't. 

The preliminary editing was done by 
Mark and myself taking turns, each 
doing a rough sequencing of the materi¬ 
al all the way through, then the other 
revising and improving on it. We left all 
the shots much overlength, knowing 
that they would be cut precisely when 
we matched picture to music. 

While in Oslo we had listened to a 
large number of Norwegian classical and 
folk music records. We selected about 
five. Back in Massachusetts, we made a 
tape copy of them, and played the tapes 
over and over again, each time finding at 
least one section of music ideal for some 
part of the film. 

At last we were ready for a cut, and 
our third partner in Kiva Films, David 
Walker, put the first picture and first 
music into the Moviola and began cut¬ 
ting the picture down drastically to 
match the tempo of the music. To 
bridge one piece of music, which had 
been abruptly cut, to a cut-in on an¬ 

other part of the same piece was often 
required by the story line, and it called 
for great ingenuity on David's part to 
find musically acceptable ways of ac¬ 
complishing this. 

What we finally produced was a film 
we like very much, and which we feel is 
unique among films about the work of 
artists. ■ 

Sculpture group shown in front of five-story- 
tall monolith of human figures rising to the 
heavens, sculpted from a solid block of 
granite over a period of thirteen years. 
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THE MAKING OF "NO PLACE TO HIDE 

In a frank post-mortem of his first feature, film-maker tallies 

the pros and cons of low-budget production in the Super-16 format By ROBERT ALLEN SCHNITZER 

Director/Co-producer, President, 
Galaxy Enterprises, Inc., NYC 

It was as if they had dared me. My 
friends, the motion picture industry, the 
world! They all stood en masse before 
me with arms folded across their chests, 
daring me to produce—let alone di¬ 
rect!—a full-length feature film on a 
budget which would just about cover 
the cost of camera tape and lens cleaner 
on a more conventional budget. 

Beside the small amount of money 
and a somewhat maniacal determina¬ 
tion, I had the property, "NO PLACE 
TO HIDE”, a script which I had co¬ 
authored with Larry Beinhart. The film 
documents, by way of a dramatic fea¬ 
ture format, the period in recent Ameri¬ 
can history involving the FBI infiltra¬ 
tion of an underground subversive group 
planning to blow up the Park Avenue 
offices of a metal corporation that had 
contracts with the federal government. 
The script espoused no political ide¬ 
ology, except perhaps that both sides 
were equally insane. The drama grew 
out of the elements of fear, anger, and 
love—and it needed no political "les¬ 
sons" to sustain itself. 

I knew that a highly dedicated cast 
and crew alone wouldn't be enough to 
pull off such a grand production on so 
small a budget. After careful research, 
Director of Photography Marty Knopf 
and I decided to shoot the feature in 
Super-16. 

Yes, Super-16: that little understood 
bastard-child of a format. At the time (a 
little over 18 months ago) just three or 
four features had been shot in this 
format in the United States, although it 
was gaining widespread popularity in 
Europe, particularly in Sweden. 

The few existing cameras available 
for shooting Super-16 were adapted 
from standard 16mm Arriflexes, Eclairs, 
and Auricons. It wasn't until this year 
that the factory-modified Eclair Super- 
16 NPR became available. 

The Eclair NPR we rented from CDP 
(in NYC) for production had the mini¬ 
mal, basic modifications: only the pres¬ 
sure plate, aperture, and magazine roll¬ 
ers had been adapted for the wider 
aspect ratio. Because of this, assistant 
cameraman C.H. Douglas would check 
the film gate every hundred feet or so 
for scratches on the film. One complete 
day of shooting was cut short because a 
scratch appeared on the original. It ran 
down the right side of the frame where 
the standard 16mm edge used to be. 
Nothing could be done with the camera 
to rectify it in the short time we had. 
To avoid a recurrence of the problem, 
we had to begin shooting exclusively 
with 7252 (single-perf, of course) in¬ 
stead of a combination of 7252 and 
7242. Because this latter emulsion is 
faster and, therefore, slightly thicker, 
the pressure plate was better adapted 
for the thinner and slower 7252. This 
resulted in a need for much heavier 
lighting to achieve the perfect exposures 
necessary to avoid a grainy blow up. 

DuArt Color Laboratories modified 
the rollers of their developing and print¬ 
ing machines and were able to handle 
our dailies. 

After thirty-five consecutive 18-hour 
days of shooting, Marty Knopf and I 
were ready to begin editing the film. 
Since none of the flatbed editing con¬ 
soles were adaptable to the wider Super- 

16 format, we cut the film on a Steen- 
beck with the standard 16mm picture 
head. Editing lasted more than seven 
months. Since most of the critical ac¬ 
tion was framed within the TV format, 
the 15-20% of the area concealed from 
us didn't matter much. When it was 
necessary for us to see the extreme right 
portion of the frame, we would eyeball 
those sections under a magnifier. 

In this way, we also cut the music 
and effects. And when mixing our 
tracks, Manhattan Sound (now called 
the Sound Shop) was unable to modify 
its 16mm projector in time for us to see 
the full picture. 

It was now almost a year since 
pre-production had begun; and the May- 
sles Brothers were letting it be known 
that they had the only Steenbeck with a 
Super-16 picture head in New York. A 
bit late for us, but not too late for us to 
run the Super-16 workprint and 16mm 
mixed mag track on this machine before 
going ahead with the negative matching 
and blow-up. We rented the machine for 
one day, sat back, and for the very first 
time, we watched "NO PLACE TO 
HIDE" play before our eyes the way it 
was composed to appear. 

To our delighted amazement, there 
were only two cuts we had to correct. 
For the most part, everything flowed 
perfectly, and I was ready to move on 
to the blow-up. 

I knew that of all the post-produc¬ 
tion decisions that had to be made, the 
choice of the best optical house ranked 
as the most critical. After careful inves¬ 
tigation, I decided to go with EFX 
Unlimited. Although they had very little 

(LEFT) The author and crew on location for filming of "NO PLACE TO HIDE". Director of Photography Marty Knopf (in background) is able to 
hand-hold Eclair NPR adapted for Super-16 with greater ease than almost any 35mm camera. (RIGHT) Assistant Cameraman C.H. Douglas looks on, 
while Knopf checks meter reading and Script Supervisor Wendy Ferrior records exposures on her camera chart. 
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(LEFT) Shooting exteriors on Park Avenue in New York. Douglas and Knopf stand by, while Schnitzer coordinates last-minute instructions. 
(RIGHT) At a midtown Manhattan taxi garage, Schnitzer works with Key Grip Larry Beinhart (back to camera), Knopf and Douglas. Co-producer 
David Appleton and Script Girl Ferrior in the background. (Photographs by J.L. Wright.) 

experience with Super-16, Mo Weitzman 
impressed me with his neurotic lust for 
perfection and his personal involvement 
with every job. 

After eyeballing the workprint, he 
determined that there would be no 
problem and assured us of a perfect 
blow-up. Our most time-consuming 
snags developed during the negative 
matching. When editing the film, I 
neglected to allow an extra frame or 
two on both sides of each cut. As with 
any blow-up to 35mm, this margin is 
necessary for wet-splicing the original 
footage before it goes to the liquid-gate 
optical printer. These two or four 
frames, therefore, could not be used in 
another scene. Fortunately, most of 
these areas were confined to non-sync 
sequences so that the one-or-two-frame 
"floating sync" is never apparent. 

After timing and color-correcting the 
Super-16 reversal original on the Hazel- 
tine analyzer, it was blown up to a 
35mm internegative. After timing and 
color-correcting the 35mm interneg, we 
were ready for our 35mm answer print. 
This was done downstairs at Technicol¬ 
or Radiant Laboratories. 

On the second answer print we 
achieved that quality we had been 
dreaming of for so long—perfect color, 
clarity, and no grain! In fact, people 
viewing the print find it difficult to 
believe that it wasn't shot in 35mm. 

Because of the budget, I had no 
choice but to shoot the film in Super- 
16. The cost of stock, developing, print¬ 
ing and camera rentals is much less than 
35mm. And by maintaining high techni¬ 
cal standards through shooting, the right 
optical house can deliver a perfect blow¬ 
up. And unlike shooting regular 16mm, 

there is no north and south cut-off of 
the picture area. Our 35mm aspect ratio 
is 1:1.85. This is nearly identical to the 
Super-16 aspect ratio. 

Will I ever shoot in Super-16 again? 
Hopefully not. Although Super-16 has 
since become better known to the film 
industry and to those who serve it, the 
position standard 35mm holds is much 
more secure. ("Super-16? Oh, you mean 
Super-8!" is something I never want to 
hear again.) And, of course, the optical 
house becomes one less laboratory in 
which to aggravate your ulcer. 

In terms of release prints, shooting in 
35mm becomes less costly on large 
orders. We shot reversal original, since 
we felt we would get higher quality than 
shooting negative. This proved correct. 
But since each 35mm interneg is good 
for only twenty prints or so, it becomes 
necessary either to blow-up the Super- 
16 again to produce a new 35mm 
interneg or to strike a dupe 35mm 
positive and get your 35mm internegs 
from that. This, of course, produces a 
new generation; and I have yet to see 
how it will affect the quality of the 
release prints. 

In terms of shooting, it would be 
nice to feel that when you push 35mm 
negative (5254) a stop or two, you 
won't necessarily get a lot of ping-pong 
balls jumping around your screen, as 
you would if you pushed your Super-16 
stock and blew it up to 35mm. 

And when editing your 35mm work- 
print, there is no need to allow splicing 
margins as you do when conforming 
your Super-16 original. 

But today we have a perfect 35mm 
feature, a gripping document on the 
social and political turmoil in recent 

American history. "NO PLACE TO 
HIDE" had its world premiere at the 
1973 Atlanta Film Festival. And now 
the greatest challenge for a producer- 
director begins: selling the film to a 
distributor. ■ 

An important location was an abandoned art 
warehouse in Greenwich Village. Because 
shooting was restricted to 7252 film, heavy 
lighting was required even to achieve a 
"dingy" effect. 
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one of many 
Beaulieu 16 mm 

That’s right. The Beaulieu R16B(PZ) 
is only one of an entire family of light 
weight 16mm camera systems de¬ 
signed and manufactured by Beaulieu. 

Unique with the Beaulieu R16B(PZ) 
model is the built-in power zoom fea¬ 
ture which provides an infinitely variable 
zoom speed range with the most accu¬ 
rate fully automatic diaphragm control 
system insuring perfectly exposed 
shots every time. 

Although the extremely moderate 
price range of Beaulieu 16mm cameras 
might just be the first thing to “catch 
your eye” (since prices start at under 
$1300 for a 16mm body), we feel that 
the basic feature points alone will 
impress you the most. 

Like all Beaulieu 16mm camera 
systems, the R16B(PZ) offers: 

MIRROR REFLEX VIEWING 
BEHIND-THE-LENS GOSSEN 
EXPOSURE METER 

CINEMA RCXULUGU. 
A DIVISION OF HERVIC CORPORATION 

General Office: 14225 Ventura Blvd., 
Sherman Oaks, California 91403. 

VARIABLE SPEED RANGE (2 to 64 fps) 

SYNC SPEEDS (24/25 fps) 

The remarkably light weight, and 
easy to handle Beaulieu R16B(PZ) is 
ready to go wherever your next filming 
assignment takes you. The camera 
comes equipped with either an 
Angenieux 12-120mm or 17-68mm 
zoom lens...and, available separately, 
is a full line of professional 16mm 
accessories for use with the R16B(PZ) 
camera. 

To find out more about the Beaulieu 
R16B(PZ) model (as well as the entire 
family of Beaulieu 16mm motion 

picture cameras), please write us. We 
will be more than happy to send you a 
full color descriptive brochure on the 
Beaulieu 16mm camera systems. 
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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 
H ug§p “<?£> directly with popular 9.5-57, 9.5-95 
<*P ■ 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 availabte for Zeissand 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 HOorswitchablellO/ 
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 we’ll look. 

N i— y 

1 IM 

A
' 
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Film Center Building, 630 Ninth Avenue, New York 10036Telephone (212) 586-8782 

© 1970, Cine 60, Incorporated <®U.S. Patent *f 32744-76 
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DIRECTING AND FILMING "FOUR CHILDREN If 

Ethnic and Cultural—GOLD MEDAL 

By JOHN GUNSELMAN 
Alliance Pictures Corporation 

A year and one-half ago, amid na¬ 
tional clamor over the quality and con¬ 
tent of children's television pro¬ 
gramming, Avco Broadcasting 
Corporation decided to take some very 
positive steps. Their concept was to 
form a production division which would 
deal exclusively in creating high-quality 
prime-time specials for children. Such 
specials would in no way pander or talk 
down to young people. Rather, they 
were envisioned as being serious docu¬ 
mentary or dramatic productions which 
would take hard looks at specific areas 
and events of contemporary or period 
life. 

Avco was joined in this endeavor by 
Meredith Broadcasting and the two cor¬ 
porations agreed to split costs down the 
middle. The pictures would be run 
initially on the Avco and Meredith 
stations around the country, and then 
syndicated nationally. 

Tom Robertson was named as execu¬ 
tive producer and placed in charge of 
the division. He called me and asked if I 
would be interested in directing and 
shooting the first two shows in the 
series. Tom and I had not worked 
together in a couple of years, since 
completing WHOSE HOME THIS 
HOLY LAND (an hour film on the 
Arab/Israeli situation shot on location 
in the Mid-East), and the Emmy award¬ 
winning APPALACHIAN HERITAGE. 
(See American Cinematographer, July 
1969.) I was delighted at the prospect 
of working with Tom again, the two 
shows sounded challenging, and the 
budgets on the first two were somewhat 
higher than the following shows, so I 
agreed to take on the assignment. 

The idea behind FOUR CHILDREN 
was to sample the life styles of four 
kids, each from a vastly different geo¬ 
graphic, sociologic, and ethnic back¬ 
ground. As such, the hour-show was to 
be divided into four equal, but totally 
separate, segments. The four kids 
chosen were: Eleven-year-old Chris 
Twyman, a Black youth from a crowded 
urban ghetto of the inner city; Vicky 
June Morgan, a twelve-year-old girl from 
the Appalachian Mountains of 
Kentucky; Gus Quintero, an eleven- 
year-old Apache Indian living on a 
reservation in White River, Arizona, and 
eleven-year-old Maria Berta Rodriguez, 
the child of Mexican/American migrant 
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farm workers. These diverse and varied 
situations, I felt, offered a great oppor¬ 
tunity of handling each segment in a 
very different filmic style. 

The overall approach was to be bas¬ 
ically the same as Robertson and I had 
used on WHOSE HOME, and 
APPALACHIAN HERITAGE ... that 
is, a very refined and controlled "docu¬ 
mentary” style. Documentary in the 
sense that we would utilize actual 
people, locations and situations, but 
refined by the use of fill-light, very 
controlled interior lighting, camera 
placement, frame devices, optical 
effects, composition, slow motion, dup¬ 
licated action, and to some degree, 
staged situations. By this I don't want 
to suggest that we forced the kids into a 
bunch of hyped-up token situations. 
Quite the contrary! During pre-produc¬ 
tion, Robertson spent a good deal of 
time at each location talking with the 
children at length. These conversations 
were taped and eventually became a 
major part of the narrative track, only 
in places being tied together by a 
professional voice. From this pre-pro¬ 
duction work something of a basic 
concept was formed for each segment, 
but this was always open to any changes 
encountered during shooting. The final 
degree of refinement was to occur dur¬ 
ing post-production by very detailed 
editing, the addition of an original 
music score, and a thoroughly polished 
sound track. 

The more I thought about the four 

situations we would be shooting in, the 
clearer my thoughts became on the 
specific styles I wanted to employ for 
each segment. A very important and 
powerful underlying theme, I felt, was 
the land and how it differed in the four 
environs. One country, but four vastly 
different areas, each with its own feel 
and mood. Four children, each an indi¬ 
vidual, but with certain similarities, too. 
The differences in mood of the land 
seemed almost to be a theme in counter¬ 
point to the very story of the children 
themselves: The vast and spectacular 
beauty of Arizona canyons, cliffs, and 
open sky compared to the lush Appa¬ 
lachian Mountains as old as time, 
covered with wild flowers of muted 
colors and bathed in shadow patterns. 
Flat Midwestern farm land stretching to 
infinity under lead-grey skies, and man¬ 
made canyons of cement and steel, 
where the only glimpse of sky is straight 
up. 

True enough, such mood devices 
only serve as background to the story at 
hand, but by skillful use of the camera 
it is possible to convey a great deal. In 
our case, with the four segments 
running back to back, the differences 
were beautifully evident. 

In Arizona the camera was rock¬ 
steady. I primarily used wide lenses, and 
low camera angles. Camera moves were 
precise. Fill-light was harsh and I always 
tried to set things up so my fill-light was 
a cross light with the sun, rather than 
head-on. I also used a lot of stark 

Director/Cinematographer John Gunselman lines up a shot for "FOUR CHILDREN", while 
Executive Producer Tom Robertson looks on. Bringing a high degree of production value and 
polish to a subject that is basically documentary is a style Gunselman and Robertson have made 
use of before with much success. 



Gunselman lines up the Arriflex for a low- 
angle scene in mid-stream, while filming in the 
White River in Arizona. 

composition and obvious frame devices, 
such as rocks, spectacular trees, cacti, 
etc. On vista shots I always kept some¬ 
thing in the foreground. 

In the mountains I resorted to longer 
lenses. The camera was mostly on a 
tripod and movements were silky 
smooth. I made much use of flowers 
and leaves out of focus in the fore¬ 
ground so they became mere blotches of 
color and form. The depth of field, even 
outdoors, was kept shallow. Light that 
filtered through the trees was diffuse 
and we were very lucky that the days 
we shot in the mountains were mostly a 
bit hazy. This, of course, softened the 
sun and gave us a very nice image. 
Fill-light was head-on, but kept very 
soft. Three lighting set-ups for this 
segment were rather interesting. 

The first was an interior scene where 
Vicky June and her Mother were 
canning tomatoes. The kitchen itself 
was just perfect and would have cost a 
fortune to duplicate on the stage. I took 
three 1000-watt lights with no barn¬ 
doors, aimed them upwards, and raised 
them on their stands to within close 
proximity of the ceiling. The ceiling was 
off-white and gave the light a parch- 
ment-like color when it bounced back. 
By panning or tilting the head a bit and 
also varying the beam from spot to 
flood, the light could be controlled, 
even though it was totally soft. Thus, I 
was able to get a subtle degree of 
variance in certain areas. To this I added 

one 650-watt broad as a slight kicker 
from the rear, and the results looked 
absolutely “correct” and very pretty at 
the same time. 

Needless to say, in such a location 
available power is always minimal. In 
this case we had to resort to a penny in 
the fuse box just to hold the few lights I 
indicated. Since the light was bounced, 
the level was very low; in fact, what I 
considered my "key light level” was 
1/2-stop underexposed. However, I per¬ 
sonally prefer to shoot this way in 
16mm with the ECO stock for any sort 
of mood lighting. I have found that I get 
excellent results at such a light level. I 
can control it better, it is less harsh on 
the players, and the range seems to 
reproduce better on the stock. In short 
by lighting at the bottom end of the 
film's exposure curve I get results that 
don't have that 16mm feel to them. 
That may seem like a rather vague thing 
to say, but I am sure those readers who 
have done any sort of quality lighting in 
16mm will know what I am talking 
about. 

Another setup that looked very nice 
on screen was shot night-for-night on 
the front porch where Vicky June sat in 
a swing and sang while her sister played 
the guitar. We aimed a couple of deuces 
at the front of the house from a high 
enough angle so that the porch roof cast 
a harsh shadow on the front of the 
house. Dichroics were put on these and 
a tree branch was taped to a century 
stand and placed in front of each light. 
It looked just like moonlight, and when 
the branches were moved slightly during 
a take, the illusion of a soft evening 
breeze was complete. Inside the house 
we tacked Rosco diffusion material to 
the window that looked out onto the 
porch. A 1000-watt light with a light 
amber gel was aimed at the window. 
Outside on the porch a 650-watt broad 
with the same gel was placed so that it 
gave a noticeable rim light to Vicky and 
her sister. The suggestion of course, was 
that light from inside was spilling out 
onto the porch, and it looked just 
beautiful. 

We used the diffusion material once 
again for the same purpose. We needed a 
supposed night view of the house. I set 
up the camera with no filter at a spot 
looking past a very pretty tree in the 
foreground so I had a nice composition 
of the house. All visible windows were 
covered inside by the diffusion material 
and lighted as before with slightly 
amber light. We shot the scene at magic 
hour, and by very careful checking with 
the contrast glass, got a beautiful image 
of amber light spilling out of the 
windows, and just enough detail in the 
Continued on Page 1444 
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The "FOUR CHILDREN" featured in the 
film of the same name. From the top: Gus 
Quintero, Vicky June Morgan, Chris Twyman 
and Maria Berta Rodriguez. 
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The Aero-Kit 
... ideal for 

on-location filming 
and still photography. 

^nA.|/IT The All Focusing Quartz 
/tl\W l\l I Location Lighting Kit 

The compact Aero-Kit, which weighs less than 31 lbs., includes: two 
focusing spot lights with two detachable rotating four-way barndoors; one 
focusing fill light with integral four-way barndoors; two scrims; three 10 ft. 
long three-wire cables (with in-line switches); three 15 ft. long three-wire 
extension cables; one gator grip; three professional-type stainless steel 
light stands; and a sturdy aluminum carrying case, measurinq only 
61/2"X12"X261/2". y y 

The light stands (10 ft. high when fully extended, 
and 24" high when telescoped) are specially 
designed with adjustable legs which permit 
and stable placement of the light stands 
uneven ground surfaces. 
The two focusing spots and focusing fill 
light (equipped with new and improved 
quartz lamp sockets which are extremely 
heat resistant) operate at 120-volts 
AC/DC with 600-watt lamps, and can 
also be used with 250-watt lamps for 
30-volt battery operation. 

U CORPORATION 

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

NEW from <3DI]QMS] 

omsTum 
Now AVAILABLE 

ijafiff C0MPLETELY 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-cadmiurn 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: 
win recharge regardless of 

depth of discharge. No cell damage, no 
permanent reversal to plague you. 

(JlViSm 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! 
fl2y 16 and 30 Volt DC Cels Soon Also!) 

o 

THE NEW 

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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MODEL CRA-6 
(24 fps) 

Speed 
Switch 

MODEL CRA-6/A 
(24 fps/25 fps) 

CRA-6 and CRA-6/A 
Crystal 
Controlled 
Motors 
for Arriflex 
35mm Cameras 

Cinema Products’ Academy Award winning 
crystal controlled motor-designed for 
Arriflex 35mm cameras—is now available 
in two new models.- the CRA-6, which runs 
at 24 fps,- and the CRA-6/A, which runs 
at 24 fps or 25 fps (controlled by a selec¬ 
tor switch). All the electronics are con¬ 
tained within the motor housing - making 
the CRA-6 and CRA-6/A crystal controlled 
motors the lightest and most compact 
motors available for the Arriflex 35mm 
camera. CRA-6 and CRA-6/A motors are 
ideally suited for normal hand-held sync 
shooting from any standard Arri battery 
pack. 

CRA-6 and CRA-6/A motors utilize the very latest COS/MOS integrated 
circuitry for extremely compact, efficient operation. These motors contain 
the same advanced crystal oscillators as in all of our previous motors, with 
an accuracy of ± 15 parts per million over a temperature range of 0° to 140°F. 

Complete CRA-6 and CRA-6/A motor packages are V^-lb. lighter than the 
existing constant speed motor, and are smaller in diameter, providing a much 
more convenient handgrip. 

CRA-6 and CRA-6/A crystal motor housings are designed for use with 
standard Arriflex 35 tripod heads, including Ronford, Sachtler & Wolf, and 
other similar heads. 

TECHNICAL SPECIFICATIONS 

• Power Consumption: 1.5 
amps maximum full load 
current. 
• Out-of-sync warning 
tone integral with motor 
package. 
• Built-in resettable cir¬ 
cuit breaker. 
• Instant start button. 

For further information, please write to: 

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

FLAT BASE 

Optional Flat Base 
includes digital foot¬ 
age counter and fits 
in “Cine 60” blimp 
or Arri 120 S blimp. 
(Note.- Adapter 
bracket is available 
for Arri 120 S blimp.) 
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Eat you i* heart out. 

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

(212) 757-6977 

VICTOR DUNCAN, INC. 
11043 Gratiot, Detroit, Michigan 48213 • (313) 371-4920 
676 St. Clair, Chicago, Illinois 60611 • (312) 321-9406 

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

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

(213) 985-5500 / (213) 466-3561 

(DNO heavy power supply to 
weigh you down. Light Nicad bat¬ 
tery fits into camera body, drives 
up to 4000' of film on one charge. 
Extra battery comes with camera, 
fits in shirt pocket. 

Designed and 
Manufactured by: 

OIO 

Available From: 

(D Cameras are lightweight even 
when fully equipped with battery 
pack, loaded 400' magazine, 12- 
120mm Angenieux zoom lens: CP- 
16, 15 lbs. 18 oz.; CP-16/A (with 
Crystasound record/playback head 
and built-in amplifier), 16 lbs. 
13 oz. 

® Despite light weight, cameras 
are extremely rugged and com¬ 
pletely reliable. 

(D Silent operation allows for un¬ 
inhibited candid cinematography. 

(§)No need for a tripod when 
speed and camera angle make the 
difference in getting a shot. 

(Dcrystal con¬ 
trolled motor al¬ 
lows for single 
or double sys¬ 
tem wireless re¬ 
cording. 

(D Cameras perform equally well 
in all types of weather, from ex¬ 
treme heat to extreme cold. 

(Dstandard 
Mitchell-type 400' 
or 1200' maga¬ 
zines can instant¬ 
ly be snapped on 
or off camera 
with unique 
quick - release 
button. 

® CP-16/A fea- 
tures built-in 
Crystasound am¬ 
plifier which 
draws its power 
from the same 
battery pack that 
drives the 
camera. 

(0) CP-16 camera system is all- 
American made. 

Those are just the high¬ 
lights. But don’t eat your heart 
out. Call or write us for addi¬ 
tional details, or, better yet, 
come in for a free demonstra¬ 
tion today. You’ll be glad you 
did. 

If you’re not using the CP-16 or 
CP-16/A for your TV news or docu¬ 
mentary filmaking, you have every 
reason to feel sorry for yourself. 

A look at just some of the out¬ 
standing features of the CP-16 
16mm camera system will show you 
why: 

(D Freedom of movement not 
available with any other news cam¬ 
era. Ideal for action filming. 
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“We originally wanted to title 
our movie ‘I Was an Infant Con 
Man’ or ‘I Was an Adult Con Man 
Who Ought to Have Known Bet¬ 
ter.’ It ended up ‘Marjoe.’ 

“‘Marjoe’ is a documentary 
about a man who repented and ex¬ 
posed an evangelist racket. And he 
did it right in front of our cameras. 

“Our contract with the distrib¬ 
utor required us to deliver a 3 5 mm 
picture ‘first-class in artistic, 
pictorial and dramatic quality... 
of such exhibition, entertainment 
and amusement value as shall 
make it suitable and desirable for 
presentation to the public in the 
highest class motion picture 
theatres in the United States of 
America and elsewhere.’ 

“Verbatim. To us that meant a 
16 to 35 mm blowup without grain 
the size of grapefruit and a dis¬ 
torted, incoherent sound track. 

“We chose 16mm because it’s 
certainly not an ‘underground,’ 
‘educational ’ or ‘senior thesis’ 
film anymore. 

“In fact, we couldn’t have done 
it without 16mm. We chronicled 
Marjoe’s last months as a boogie- 
woogie evangelist in churches 
and tents all over America. We 
recorded the private, intense, 
bizarre and beautiful spectacle of 
human faith. We had to be prac¬ 
tically invisible so as not to disrupt 
this ritual. No towering cranes, 
tracks, dollies; no slates, no bull¬ 
horns, booms or second takes. 

“The types of Eastman film 
stock available in 16mm are better 
quality, and the ongoing improve¬ 
ment has given rise to a breed of 
cameramen highly skilled in cine¬ 
ma verite work. We chose camera¬ 
men by checking their unedited 
sample footage for smooth move¬ 
ment and quick, accurate response 
to significant images in a charged 
crowd situation, and who could 
slide through a throng of people 
as if their cameras were a natural 
part of their anatomy. 

“The presence of cameras, 
microphones and spots made no 
change in the proceedings, be¬ 
cause of the size and mobility of 
16mm equipment. Most of our 
sound track was mixed on the spot 
into a single recorder from mikes 
near the audience and the preach¬ 
er’s mikes onstage. 

“We chose Eastman color 
negative film 7254 because it best 
suited our needs since we were 
headed for a blowup to 35mm. 
After shooting, we went to TVC, 
a lab in New York that takes 
unusual care in processing 7254, 
to develop our negative. EUE/ 
Screen Gems blew it up to a 35 mm 
CRI (Color Reversal Intermedi¬ 
ate). Release prints were made 
from this CRI and the 16mm nega¬ 
tive was stored as our protection. 

“All of us, together with TVC 
and EUE, were knocked out when 
we saw our first answer print. 
What we saw was not a blizzard 
of grain, but a sharp ‘first-class’ 
image, and above all, living color 
as deep as real. 

“At a college campus screening, 
most of the audience thought they 
were watching a studio-produced, 
scripted dramatic film with pro¬ 
fessional actors. We had avoided 
the primary stigmata of cinema 
verite films: jerky, grainy, lurch¬ 
ing contrasty images with an 
indistinct location track. 

“Prospects for quality blowup 

are even better now for 16mm film¬ 
makers; we’ve seen tests for the new 
fine-grain Eastman color negative 
II film 7247. The image is superb. 

“We want to credit everyone 
involved. Now that ‘Marjoe’ has 
been a critical success, has had 
its first run in domestic distribu¬ 
tions, is opening all over the world 
and has won an Oscar, we as the 
producers can at last write our own 
ticket to direct scripted dramatic 
films with actors, top production 
value and comfortable budgets. 

“We hope that in reading this, 
other people starting out as we did, 
having to make low-budget films 
in difficult conditions for 
quality theatrical distribu- BjjUl 
tion, will be encouraged.” 

Encouragement. That’s what’s behind 
every new Eastman Kodak Company 
development. 

We’d like to send you a standard film 
guide, and Basic Production Tech¬ 
niques for Motion Pictures (P-18). 

Eastman Kodak Company, 
Dept. 454-YF, Rochester, N.Y. 14650 

Name Age  

Street  

City  

State Zip  

(Be sure to watch “The Men Who Made 
the Movies,” an eight-part series made 
possible by a Kodak grant and sched¬ 
uled for PBS broadcasting in November 
and December.) 
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1,100-seat theater, 85-seat projection 
room and four floors of office space. 
One full floor will be devoted to the 
Margaret Herrick Library. There also 
will be one level of parking under the 
building. 

According to Academy President 
Walter Mirisch, the new building is a 
reflection of the broadening scope of 
the Academy's activities: "Although the 
Academy Awards presentation contin¬ 
ues to be the single most visible aspect 
of our organization, our new facility 
will enable us to continue making signif¬ 
icant advances in our cultural activities 
and services to our members and the 
film community at large. We are also 
pleased that our library, considered by 
many to be the finest collection of its 
kind in the world, will now have ade¬ 
quate space and equipment to serve our 
members, film researchers and the 
public.” 

lAtsuvtj Architects rendering of the Academy's $3 million headquarters, now under construction in Beverly Hills. (BELOW LEFT) FI; 
two huge gold replicas of the famed "Oscar" Academy Award statuette. Academy President Walter Mirisch addresses those gathered 
ground-breaking ceremony. (RIGHT) Three of Hollywood's foremost directors, Robert Wise, Frank Capra and George Seaton (the latter 
presidents of the Academy), were among those present to launch construction of the new building. 

ACADEMY OF MOTION PICTURE ARTS AND SCIENCES 
BREAKS GROUND FOR NEW HEADQUARTERS BUILDING 

While a crowd of Hollywood motion 
picture celebrities looked on, the Acade¬ 
my of Motion Picture Arts and Sciences 
broke ground on September 18 for its 
new seven-story headquarters in Beverly 
Hills, California. The cost of the new 
building will be in excess of $3 million, 
and completion is scheduled for Fall, 
1974. 

Site of the glass-facade structure is 
the northeast corner of Wilshire Blvd. 
and Almont Drive, with 150-foot front¬ 
age on both streets. 

The new facility will include a 

After many years of planning, construction is formally started 
on a beautiful modern structure to house all Academy facilities 

Mirisch pointed out that many of the 
Academy's 3,800 members, who are 
among the world's leaders in film sci¬ 
ence and technology, have played an 
active consulting role in the facilities 
planned for the new building. He also 

paid special tribute to Daniel Taradash, 
who, as president of the Academy for 
the past three years, "turned this build¬ 
ing from a ten-year dream into the 
reality we are beginning to realize at 
today's groundbreaking ceremony." 



In his remarks to those gathered for 
the ceremony, Mirisch said: 

"A long time ago the philosopher 
Plato met with his followers in a grove 
of trees outside of Athens. That grove 
was known as the Academy and ever 
since then, a society of learned men and 
women united to advance an art or 
science has been known as an academy. 
And so the craftsmen of this nation's 
only native art form, the motion pic¬ 
ture, have also united; united to elevate 
the stature of their profession, to recog¬ 
nize noteworthy achievements, and to 
encourage the scientific, technical and 
artistic advancement of their calling. 

"Today the Academy of Motion Pic¬ 
ture Arts & Sciences closes the book on 
one chapter of its history, and opens the 
covers of another. Since its founding in 
1927, the Academy has carried on its 
activities in four separate facilities. We 
have been in our present location since 
1946 and the years since then have seen 
major growth and change in our indus¬ 
try. During these years the Academy has 
played a leading role in advancing the 
art and science of the motion picture. 
But inevitably our present physical facil¬ 
ities have neither matched the strides of 
our industry nor of the Academy. 

"For the past decade, in appreciation 
of the need for suitable facilities to 
match its functions and its ambitions, 
the Academy has sought a new home. 
Under the presidencies of Gregory Peck 
and Dan Tara dash, that search accelerat¬ 
ed until today when we mark the end of 
that quest. 

"There is a deeper significance to this 
new building for which we are breaking 
ground today. It is not just another 
seven-story insurance building or bank 
building on WHshire Boulevard. It is 
rather a symbol of the viability and 
future of the motion picture as both an 
industry and as an art form. It is also 
symbolic of the Academy's commit¬ 
ment to expand its cultural and educa¬ 
tional activities. This building is repre¬ 
sentative not only of our desire to 
increase our services to the Academy's 
3,800 members, but in a wider sense to 
the film community and the public at 
large. 

"In this new building we will be 
coordinating the many elements which 
go into the world famous annual Acade¬ 
my Awards presentation. From its Mar¬ 
garet Herrick Library will emanate 
information that will be used in the 
pursuit of knowledge of motion pic¬ 
tures. It will serve as the headquarters 
for such programs as student film 
achievement awards, stipends for young 
film makers learning from the masters, 
as well as funds for other scholarships. 

"Our new building will contain an 

(ABOVE) Phyllis (Mrs. George) Seaton, charming Mayor of Beverly Hills, expresses her delight in 
having the Academy become part of the community which she administrates. (BELOW RIGHT) 
With the help of Academy past president Dan Taradash, Walter Mirisch and a three-handled 
shovel, Mrs. Seaton turns the first shovelful of dirt to break ground for the new building. 

1100-seat theater, a smaller 82-seat 
screening room, expanded facilities and 
room for our library, and—for the first 
time in many years—adequate office 
space for our staff. 

"The list of people who have labored 
to see the arrival of this day is long and 
distinguished. They are names of stature 
not only within the Academy but in the 
world at large. Many of them are with 
us today: past presidents Frank Capra, 
George Seaton and Dan Taradash; past 
executive directors Margaret Herrick 
and Sam Brown and the current direc¬ 
tor, Jim Roberts; as well as members of 
our Board of Governors and Building 
Committees. 

"This building will be completed 
within one year and it will represent an 
investment in excess of three million 
dollars. It is an investment though not 
merely in a new building, but in the 
future of motion pictures and of the 
Academy which was founded to ad¬ 
vance its arts and its sciences. 

"It is also particularly appropriate 
that our new building be located here. 
Continued on Page 1443 

Famed Directors of Photography Hal Mohr, ASC and Charles G. Clarke, ASC, Members of the 
Academy Board, share a joke with George Seaton following the ceremony. The new seven-story 
facility will include a 1,100-seat theater, 85-seat projection room and four floors of office space. 
One entire floor will be devoted to the Margaret Herrick Library. 
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rou got a better 
name for the fastest 
handling news cameras 
in the world? 

The Scoopic 16M 
The all new, all pro lightweight champ. 
Successor to the hottest selling automatic 

silent hews camera in America today: the 
Scoopic 16. 

To all the basic Scoopic 16 features, like 
fully automatic or manual metering, auto¬ 
matic film threading, reflex viewing and a 
built-in 6:1 high speed zoom lens, we’ve added 
macro focusing to within 3-1/2 inches of 
the front of the lens, a TV safe title reticle on 
an improved full focusingground glass screen, 
single frame operation, speeds to 64 fps, a 
self-contained battery that will power the M 
through 1600 ft. of filmmaking and com¬ 
pletely recharge in under 3 hours. And 
much more. 

All in a tidy new package that looks better, 
runs quieter and weighs just a half a pound 
more than the standard Scoopic 16. 

The new Scoopic 16M...Complete... 
$1,685.00. 

The Sound Scoopic 200SE 
A reflex with reflexes as quick as your own. 
And single system sound to boot. 
Featuring fully automatic or manual ex¬ 

posure metering, fully automatic or manual 
sound gain control, reflex viewing through a 
rotating mirror shutter, pin registration, 
a TV reticle cut in the viewfinder and the 
lowest profile design in the industry. The 
Sound Scoopic 200 is the closest you’ll ever 
come to “point-and-shoot” in a professional 
single-system sound camera. 

The Canon Sound Scoopic 200SE... 
complete... $6,495.00. 

The Scoopic 16M 

The Sound Scoopic 200SE 
TheTime Machines. And now is the time. 

Canon 
Canon USA Inc., 10 Nevada Drive, Lake Success; New York 11040 

Canon Optics & Business Machines, Inc., 123 Paularino Avenue East, Costa Mesa, California 92626 
Mackenzie Equipment Co., Ltd., Saxony Building, 26 Duncan Street,Toronto 2B, Ontario, Canada 



The state of the art in film sound just took a giant step 
forward. In Speed, Flexibility, Safety, and Ease of 
Operation. For sound transfers, looping, re-recording, 
double-system screening and telecine interlock. 

Magna-Tech’s new 600 Series is the reason. This versatile 
new system features electronic interlock, foolproof 1C logic 
and improved mechanical and electrical design. Incorporat¬ 
ing traditional Magna-Tech reliability and durability, the MTE 
600 Series provides expanded capabilities and superior per¬ 
formance in any application from the most compact studio 
to the largest mixing complex. 

Among its many features are: 
□ stepping motor sprocket drive 
□ optical/electronic high-speed interlock system 
□ local or remote advance/retard of individual films in 

interlock 
□ operates at 6-times-sync speed through sprocket in 

interlock with Magna-Tech high-speed intermittent 
projector, via optical encoder 

□ operates10-times-sync speed in interlock with video tape 
recorder 

□ operates local at sync and 10-times-speed through the 
sprocket 

□ 115/220 volt-50 or 60 Hz operation 

□ flywheel accelerators for rapid start 

□ film retracted from heads in all modes except 
sync speed forward 

□ servo-controlled film take-up tension provides gentle 
handling of spliced tracks 

□ automatic safety shutdown 

□ compatible with conventional interlock systems 
□ multiple machine operation—as many as desired—in interlock 

via distribution amplifier 
□ 6-buss interlock selector switch for studio delegation 
□ can be cued on and off buss while running in interlock 

□ pushbutton-selected 16 or 35 speed and 24 or 25 frame 
rate, forward or reverse 

□ local inching forward or reverse 
□ plug-in head assemblies for play-only or erase/record/ play, 

interchangeable for 16, 35,171/2 and multi-tracks 
□ multi-track pick-up recording with selective erase 
□ 3000- foot (1000-meter;) reel capacity 

HIGH-SPEED 
ELECTRONIC INTERLOCK IS 
NOW A PRACTICAL REALITY 

MAGNA-TECH ELECTRONIC CO.fINC. 
630 NINTH AVENUE/NEW YORK, N.Y. 10036 

□ QUAD-EIGHT, 11929 VOSE ST., NORTH HOLLYWOOD, CA. 91605 
□ CINESOUND INTERNATIONAL,LTD., IMPERIAL STUDIOS, MAXWELL ROAD. BOREHAMWOOD, ENGLAND 
D MAGNA-TECHTRONICS (AUST) PTY, LTD., 49 WHITING ST., ARTARMON N S W., AUSTRALIA 2064 
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FILMING "WESTWORLD" 
Continued from Page 1397 

to get around limitations of the medium 
and one of them is what i call the 
"verbal flashback", in which a character 
who finds a moment of repose tells an 
anecdote or incident out of his life 
which reveals his character. It's the kind 
of thing that almost never happens in 
real life, but it's been a sort of movie 
trick to define character for a very long 
time. One of the things we tried to do in 
"WESTWORLD" was to let the audi¬ 
ence find out about a character through 
what he does, instead of having him sit 
back and tell a little story about himself 
or his past. / think of this as using the 
unique qualities of the medium. 

QUESTION: In translating "WEST- 
WORLD" from the script onto the 
screen, you adopted a certain visual 
style, in terms of photography and 
action. Can you tell me something 
about that style and why you chose it? 

CRICHTON: The style, / think, is very 
straightforward—very conventional and 
very traditional. In many ways, it's the 
way the film would have been shot, 
sequence-by-sequence, had the sequenc¬ 
es appeared in a 40's Western or a 40's 
version of Robin Hood. We had very 
little hand-held work—almost none. We 
had, to the extent that it was possible, 
unobtrusive camera moves. It was de¬ 
signed to be a picture that didn't shriek: 
"Director of Photography"—but, rather, 
it kept those qualities in the background 
and tried to push the story up front. We 
had two specific reasons for doing the 
story in that way. One was that, because 
we were trying to suggest that the 

characters were trying to live out old 
movie fantasies, we attempted to shoot 
those fantasies as they used to be shot, 
at one time, even though those conven¬ 
tions are not used so often any more. 
For example, there was one instance in 
which we broke away from our desire 
for unobtrusive camerawork, just for 
this reason. That was in our exterior 
Western street sequences. Everything 
was a crane shot because, as far as / can 
tell, all the old Western movies had 
crane shots. The camera went up or 
down every time the good guys rode 
into town or the bad guys rode out of 
town. There was always a vertical cam¬ 
era move, for reasons which / never 
really understood—but we did it, too. 
The other reason for shooting in that 
sort of conservative way is that the 
story itself is very strange and, in such a 
case, / think that there is always an 
enormous temptation to shoot it 
strangely, to have bizarre combinations 
in very odd framings and to cut people's 
faces in half in order to use extreme 
closeups. My feeling was that the 
strangeness of the story would, in fact, 
be emphasized by conventional shoot¬ 
ing, rather than by a photographic style 
which kept saying to the viewer: "Isn't 
this odd? Isn't this odd? Look how odd 
it is. We're even going to shoot it odd." 

QUESTION: In regard to Gene Polito, 
your Director of Photography on 
"WESTWORLD", can you tell me some¬ 
thing about your method of working 
together, the rapport established be¬ 
tween you, and his ability to translate 
into visual terms what you had in mind? 

CRICHTON: I'd known about Gene's 

abilities because of the work he'd done 
with Michael Ritchie, whom / admire, 
and / felt that he would be able to 
handle the very special problems we 
would encounter on this film. We want¬ 
ed the picture to have a kind of "clas¬ 
sic" look to it—but we were given a 
very, very short shooting schedule and 
we had an enormous range of technical 
problems. The picture would have been 
miserably difficult to do even with a 
long schedule, but we had a 30-day 
schedule and getting it all on film the 
right way seemed dose to impossible. 
Gene is terrifically well-organized and 
tremendously competent in technical 
areas, which, for this picture, was enor¬ 
mously important. We had a wide range 
of special effect situations and techni¬ 
cally challenging problems—which cer¬ 
tainly frightened me because of what / 
didn't know about such things. We were 
shooting rear-screen and front-projec¬ 
tion and blue screen and color video 
re-photography, and we were shooting 
certain of the actors wearing mirrored 
contact lenses. We filmed a lot of the 
picture at very low light levels and we 
were moving incredibly fast, so that we 
were forced into multiple-camera situa¬ 
tions more than any of us would have 
liked—especially with Panavision, be¬ 
cause it gets hard to squeeze those 
cameras around when the picture is so 
wide. Gene is just terrific for all of that. 
We moved so fast that nobody could 
believe it, and we couldn't believe it 
ourselves while we were doing it. We 
made 52 set-ups one day and 47 the 
next day, while we were at Warner Bros, 
shooting exteriors on the Western street 
—and we'd sit around at the end of the 
day and marvel at how we'd gotten 
through it. 

(LEFT) Gene Polito sets a composition with the Panavision R-200 camera. (RIGHT) A huge set, representing a NASA-type complex housing the 
control center and "robot repair" was constructed on MGM's Stage 25, which measures approximately 117 feet by 195 feet, with a 360-degree 
cyclorama backdrop 40 feet high. Overhead can be seen the "chicken coops", large soft-light units, each of which contains ten 1000-watt 
silver-bowled globes. These units provided a general light of 125 foot-candles over the entire set, making possible 360-degree pan shots and countless 
camera set-ups per day. 
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(LEFT) Crichton checks a set-up through the viewfinder of Panavision-modified Arriflex camera in special Panavision blimp. (RIGHT) Lining up for 
a high-angle shot. Despite the fact that the subject matter of the film is very bizarre, Crichton resisted the temptation to implement a bizarre 
photographic style, opting, instead, for a straightforward "very conventional and very traditional" style. It was his feeling that the strangeness of the 
story would, in fact, actually be emphasized by conventional shooting. 

QUESTION: You mentioned the use of 
multiple cameras. Would you like to 
elaborate a bit more on how and why 
you used them? 

CRICHTON: It was strictly in the inter¬ 
est of efficiency and being able to save a 
lot of time, with no sacrifice to the kind 
of picture / was after. Zl/e had a lot of 
complicated action and there were a lot 
of things we couldn't afford to do 
twice. If there was a large piece of 
breakaway glass or a specially equipped 
suit that was destroyed, we used multi¬ 
ple cameras because we couldn't repeat 
it. We didn't have the budget for 
another piece of glass or whatever. The 
production people were very much 
opposed to our use of multiple cameras, 
arguing that it would be cheaper to 
stage the stunt again, but / think we 
demonstrated convincingly that this was 
not true. There were several situations 
where we were using normal speed and 
high speed in the same set, and Gene 
suggested that if he put the ultra-high¬ 
speed Panavision lens on the Mark II 
camera, he would not have to relight. 
The only question was whether / could 
live with the 55mm lens—which / was 
very happy to do. It kept the actors a 
bit cooler, also. A lot of the time we 
were shooting at 5 foot-candles. By the 
time we hit 12 or 15, everybody began 
to relax and say: "This is no big 
problem." When it got up to 30, no¬ 
body had any sympathy for Gene at all. 
After all, it was 30 foot-candles. Any¬ 
body could shoot with that. He dem¬ 
onstrated early on that he was fine 
working at those levels, so that's what 
he did. 

QUESTION: Even though you've spok¬ 

en of a "straightforward" photographic 
style, it would seem to me that the very 
nature of the story would demand 
techniques that were somewhat less 
than conventional; isn't that so? 

CRICHTON: Actually, yes. For exam¬ 
ple, Gene shot many of the exteriors 
without the 85 filter, and we tried a lot 
of other things, little tricks and innova¬ 
tions that came to mind, but we ulti¬ 
mately abandoned most of them. Some 
of our sets were entirely white and Gene 
tried various combinations of under¬ 
exposing and forcing development to 
see what would happen to the contrast. 
The MGM lab had been alerted to this, 
but the guys down there were terrified 
all the time. Also, we were doing a lot 
of sort of smart-guy, first-time-director 
stuff. For example, we had a couple of 
360-degree and 720-degree shots and 
Gene, to my astonishment, never batted 
an eye. / really expected to hear him say 
something like: "You can't do that."or 
"It will take a day to light it. "—but that 
never happened. I'd say: "Now, we're 
going to do a 360 here."and he'd say: 
"Yep. All right." There was no sort of 
reaction at all. It was a very strange 
experience. 

QUESTION: What about the special 
footage that had to be shot for the 
video monitors and also to provide John 
Whitney, Jr. with what he would need 
to make the computerized robot point- 
of-view shots? 

CRICHTON: Along with our regular 
production footage, we were shooting 
two other kinds of special footage. We 
were shooting flat film for transfer to 
video tape, so that we could later 

re-photograph it off of video monitors. 
We were also shooting footage that was 
going to be processed by computer to 
represent the robot point-of-view. This 
was a kind of hazardous situation and 
we were a little bit concerned about it. 
The computer program that was going 
to generate the final footage had been 
worked out by the time we started 
shooting, but the tests were disturbing 
because of the variety of options they 
offered us. It wasn't dear exactly what 
the computer required, except that it 
wanted a lot of contrast. We shot it that 
way and later discovered that it was 
easy to increase contrast within the 
computer itself. We finally began to pull 
other footage that we hadn't expected 
to give the computer and fed it less 
contrasty stuff. Color contrasts were 
important. >4s a result, for our exterior 
sequences, a poor fellow who was to 
double for Dick Benjamin was done up 
entirely in red. His hands and his face 
and his clothing were all bright red, 
because, when he was standing against a 
blue sky, we didn't want to lose him. 
Then we had another sequence where 
Benjamin was in totally white makeup. 

QUESTION: I'm sure you've been asked 
this question a million times, but I 
know that our readers will be interested 
to learn how and why, having gotten 
your degree as a medical doctor, you 
ended up writing and directing films. It 
seems like quite a switch. 

CRICHTON: Well, it does seem strange, 
but / think it's what I always wanted to 
do. The only other doctor / know of 
who's done the same thing, Jonathon 
Miller, has said something which / think 
Continued on Page 1436 
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for the 
fifteenth 

consecutive 
year 

IfsArri 
again 

in 73! 
More winners filmed with 
Arriflex cameras than all 
other makes combined- 
fifteen out of eighteen! 
That’s the kind of con¬ 
tinued preference that 
netted 186 wins out of 
a total of 237 Industrial 
Film Awards for Arriflex! 

ARRI 
ARRIFLEX COMPANY OF AMERICA □ P.0. Box 1050, Woodside, N.Y. 11377 □ 1011 Chestnut Street, Burbank, Calif. 91502 
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Aberdeen Proving Ground, A-V Div. 
“GAMES” 
Producer — Larry Ross 
Director — Philip L. Schuyler, Jr. 
Cinematographer — Jerry J. Nugent 

Film & TV Comm. 
“NOW ... WEST AFRICA” 
Director/Cinematographer — John S. Nash 

The Franklin Mint 
“THE ENCHANTED ISLES” 
Producer — Barry R. Nemcoff 
Director/Cinematographer — Philip Galligan 

General Dynamics 
“ALL SYSTEMS GO” 
Producer — R. B. Montague 
Director — Bill Woods 
Cinematographers — William Carter, C. N. Demund 

IBM Canada Ltd. 
“129 CLOSE-UP” 
Producer — Eric Jordan 
Cinematographer — George Dunbar 

congratulations 
to these 
prizewinners 
who won 
with ARRIFLEX 

nual Industrial 
Film Awards 

conducted by 
Industrial 
Photography 
Magazine 

Illinois Central Gulf R.R. 
“WE’RE THAT KIND OF A DEPARTMENT” 
Producer/Director — T; Allen Southall 
Cinematographer — T. Allen Southall 

Los Alamos Scientific Laboratory 
“THE FIRST 25 YEARS” 
Head Librarian — J. Arthur Freed 
Cinematographers — Billy R. Claybrook, Robert A. Gordon 

Martin Marietta Corp. 
“HICAP PAGER” 
Producer/Director — Ralph Bevins 
Cinematographers — Al LeBoeuf, Dave Fitz-Randolph 

McDonnell Douglas Corp. 
“VITAL 11” 
Writer/Producer — Daniel Grice 

NASA Lewis Research Center 
“PROTECTIVE CLOTHING 
IN HANDLING XENON LAMPS” 
Head, M.P. Sec. — Arthur L. Laufman 
Cinematographer — Clifford Brooks 

Naval Missile Center 
“SOMEONE SPECIAL” 
Photo/Graphics Department 

Russell Research Center 
“INSECTS VS. ALLIGATORWEED” 
Producer — Lloyd A. Andres 
Director — William G. Murray 
Cinematographer — William G. Murray 

Sikorsky Aircraft 
“HOLLAND HEARTBEAT” 
P.R. Manager — Frank J. Dealer 

Southern Pacific Transportation 
“THE PIPE LINE OF BLACK MESA” 
Producer/Director — Edward L. Carroll 
Cinematographer — Almonte Bailey 

The Upjohn Co. 
“UPJOHN TODAY” 
Producer/Director — Don Braymer, George Disborough 
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AWARDS OF THE SIXTH ANNUAL ATLANTA INTERNATIONAT HIM FESTIVAL 
Golden Phoenix 
Best of Festival 
"THE PAPER CHASE" 
20th Century-Fox 

Silver Phoenix 
Best Feature 
"HEAVY TRAFFIC" 
American International Pictures 

Silver Phoenix 
Best Short Subject 
"ANOTHER SATURDAY 

NIGHT" 
Poster Pictures 

Silver Phoenix 
Best Experimental Film 
"FRANK FILM" 
Pyramid Films 

Silver Phoenix 
Best Television Film 
"F. SCOTT FITZGERALD AND 

THE LAST OF THE 
BELLES" 

Titus Productions 

Silver Phoenix 
Best Documentary Film 
"NORMAN ROCKWELL'S 

WORLD, AN AMERICAN 
DREAM" 

Concepts Unlimited, Inc. 

Silver Phoenix 
Best Television Commercial 
"BONOMO KID" 
Garfield-Linn Co. 

Best Director 
Jim Bridges 
"THE PAPER CHASE" 
20th Century-Fox 

Best Actor 
Jeff Bridges 
"THE LAST AMERICAN 

HERO" 
20th Century-Fox 

Best Actress 
Margot Kidder 
"SISTERS" 
American International Pictures 
A Pressman-William Enterprise 

Best Supporting Actor 
John Houseman 
"THE PAPER CHASE" 
20th Century-Fox 

Best Supporting Actress 
Tina Lund 
"SUMMER RUN" 

Best Cinematographer 
Gordon Willis 
"THE PAPER CHASE" 
20th Century-Fox 

Best Screenplay 
James Bridges 
"THE PAPER CHASE" 
20th Century-Fox 

* 

Best Editor 
Tom Rolf 
"THE LAST AMERICAN 

HERO" 
20th Century-Fox 

Best Musical Score 
Bernard Herrmann 
"SISTERS" 
American International Pictures 

Foreign Feature 
Gold Medal 
"LA RAISON DU PLUS FOU" 
Alain Poire-Jacques Portet 

Silver Medal 
"THE GOAT HORN" 
Filmbulgaria 

Bronze Medal 
"THE RAINBOW BOYS" 
Potterton Productions 

Animated Feature 
Gold Medal 
"LAPLANETTESAUVAGE" 
New World Pictures 

Silver Medal 
"ASTERIX AND CLEOPATRA" 
Dargaud Productions 

Low Budget Feature 
Gold Medal 
"SUMMER RUN" 
Patric Ferrell, Steven Grahm 

Silver Medal 
"BOESMAN AND LENA" 
Blue Water Productions 

Bronze Medal 
"THE REBEL JESUS" 
Garner-Houston Productions 

Documentary Feature 
Gold Medal 
"VISIONS OF EIGHT" 
Wolper Productions 

Silver Medal 
"THRESHOLD" 
Gardner/Marlow/Mays 

Bronze Medal 
"CHARIOTS OF THE GODS" 
Sun International 

Feature Made for TV 
Gold Medal 
"TROUBLE COMES TO TOWN" 
Chambers and Associates 

Special Jury Award 
Gold Medal 
"OIL LAMPS" 
Czechoslovak Film Studios 

"SHOCK TREATMENT" 
Alain Jessua 

"HEX" 
20th Century-Fox 

"LE FAR WEST" 
Claude Lelouch, Films 13 

"KAMOURASKA" 
Les Productions Carle-Lamy Ltee. 

"SINBAD" 
Zoltan Huszarik 

Silver Medal 
"DEADLY FATHOMS" 
HMS Film Corporation 

"WRESTLING QUEEN" 
Snowman Productions 

Forward Atlanta Award 
Best Atlanta Production 
"QUICKDRAW" 
Shelton Productions 

TARA Award 
Best Southern Production 
"COUNTRY BLUE" 
Millstone Productions 

Interfilm Award 
Best Student Production 
"THE GUITARIST" 
Jamil Delhavi 

Special Student Awards 
Gold Medal 
"GREATER EXPECTATIONS" 
University of Southern Calif. 
University Park, L.A., CA 

Silver Medal 
"PEEGE" 
Kleiser-Knapp Productions 
Santa Monica, CA 

Bronze Medal 
"THE BOARDED WINDOW" 
Alan Beattie 
Brookline, Mass. 

Special Jury Awards 
"CONDENSED CREAM OF 

BEATLES" 
Braverman Productions, Inc. 
Los Angeles, CA 

"THE HAUNTED WEST" 
Wolper Productions, Inc. 
Los Angeles, CA 

"THE AGE OF BALLYHOO" 
Post-Newsweek Productions 
Washington, D.C. 

"FOOT FETISH" 
Kleiser-Knapp 
Santa Monica, CA 

"NO LIES" 
Mitchell Block 
New York, NY 

"JOEY'S WORLD" 
Filmline/Computer Image Corp. 
Hollywood, CA 

"CATTLE" 
Arthur Hoyle 
Malibu, CA 

"AKKI . ..THE BLACK POET" 
WKYC-TV 
Cleveland, Ohio 

"WHO IS GURU MAHARAJ-JI?" 
Shri Hans Productions 
Los Angeles, CA 

"K-2 SHORT FILM" 
The Van Ackeren Co. 
Seattle, WN. 

"WAYSTO QUIT" 
Ted Milan 
New York, NY 

"A CHRISTMAS CAROL" 
Richard Williams Animation Ltd. 
London, England 

"ALICE'S TEA PARTY" 
Richard Williams Animation Ltd. 
London, England 

"A JOURNEY" 
Wombat Productions, Inc. 
White Plains, NY 

"MOTOCROSS" 
Standard, Ogilvy & Mather 
Sao Paulo, Brazil 

"STRANGE CREATURES OF 
THE NIGHT" 

Wolper Productions 
Los Angeles, CA 

"ALL YOU NEED IS MONEY" 
All You Need is Money, Inc. 
Los Angeles, CA 

"WHERE DEAD MEN LIE" 
Australian Commonwealth Film 

Unit 
New York, NY 

"THE GIVING TREE" 
Stephen Bosustow Productions 
Santa Monica, CA 

"YOUNG GOODMAN BROWN" 
Pyramid Films 
Santa Monica, CA 

"WIND RADIO #1" 
WIND 
Chicago, III. 

Television Films 

Public Affairs Program 
Gold Medal 
"SATURDAY NIGHT AT FORT 

APACHE" 
WNBC-TV 
New York, NY 

Silver Medal 
"HELP ME MAKE IT THROUGH 

THE NIGHT" 
WMAL-TV 
Washington, D.C. 

Bronze Medal 
"MESSAGES IN CLAY" 
KCET CHANNEL 28 
Los Angeles, CA 

Public Affairs Series 
Gold Medal 
"THE HESSIAN" 
American Revolution Films Co. 
Media, PA 
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Silver Medal 
"SIN CITY" 
WMAL-TV 
Washington, D.C. 

Bronze Medal 
"OUTSIDE THE GOLDEN 

RING" 
WRC-TV 
Washington, D.C. 

Public Affairs Spot 
Gold Medal 
"MAKE THE SYSTEM WORK" 
KING-TV 
Seattle, Wash. 

Documentary 
Gold Medal 
"CHILDREN OF TROUBLE" 
WNBC-TV 
New York, NY 

Silver Medal 
"WILD DOGS OF AFRICA" 
Metromedia Producers Corp. 
Los Angeles, CA 

Bronze Medal 
"THE MAKING OF'SILENT 

RUNNING'" 
Chuck Barbee Productions 
Sausalito, CA 

TV Series 
Gold Medal 
"CANADA: 5 

PORTRAITS-THE SHIELD 
CTV Television Network Ltd. 

Silver Medal 
"AN AMERICAN FAMILY" 
WNET/13 
New York, NY 

Bronze Medal 
"AMERICA-GONE WEST" 
Time-Life Films Multimedia 
New York, NY 

Specials, Local 
Gold Medal 
"NEW TOWNS" 
KERA-TV 
Dallas, Tex. 

Silver Medal 
"MORE POWER TO YOU" 
WMAQ-TV 
Chicago, III. 

Bronze Medal 
"THE CITY CLOSEST TO 

HEAVEN" 
WNAC-TV 
Boston, Mass. 

Film Specials-Network 
Gold Medal 
"PROPHESY" 
Ontario Educational Comm. 

Auth. 
Toronto, Canada 

Silver Medal 
"VD BLUES" 
WNET/13 
New York, NY 

Bronze Medal 
"THE SMILE OF THE 

WALRUS" 
Metromedia Producers Corp. 
Los Angeles, CA 

The Arts 
Gold Medal 
"WHO BUILT THIS PLACE" 
KERA-TV 
Dallas, Tex. 

Silver Medal 
"STAFFORDSHIRE DEJA VU" 
Rainbow Productions 
Chicago, III. 

Bronze Medal 
"CYCLE OF LIFE" 
Kiva Films, Inc. 
South Hadley, Mass. 

Documentary Films 

Biographical 
Gold Medal 
"MR. SHEPARD AND MR. 

MILNE" 
Weston Woods Studios, Inc. 
Weston, Conn. 

Silver Medal 
"MIMI" 
Billy Budd Films 
New York, NY 

Bronze Medal 
"MAPLE SUGAR FARMER" 
W. Craig Hinde 
Carbondale, III. 

Business & industry 
Gold Medal 
"SX-70" 
Polaroid Corp. 
Cambridge, Mass. 
i 
Silver Medal 
"PAPER: THE PROLOGUE" 
Goldsholl Associates, Inc. 
Northfield, III. 

Bronze Medal 
"UP THE ORGANIZATION" 
Time-Life Films Multimedia Div. 
New York, NY 

Children's Films 
Gold Medal 
"PATRICK" 
Weston Woods Studios, Iru. 
Weston, Conn. 

Silver Medal 
"LICKETY SPLIT LICORICE" 
Moreland-Latchford Prod. 
Toronto, Canada 

Bronze Medal 
"FACES" 
Schloat Productions 
Pleasantville, NY 

Drug Education 
Gold Medal 
"THE MAGGOTT" 
Topper Carew 
Boston, Mass. 

Silver Medal 
"LOUIE GETS HIS LICKS" 
McGraw Hill Films 
New York, NY 

Bronze Medal 
"ALCOHOLISM: A MODEL OF 

DRUG DEPENDENCY" 
CRM Productions 
Beverly Hills, CA 

Ecology & Conservation 
Gold Medal 
"THE EMPTY NEST" 
Learning Corp. of America 
New York, NY 

Silver Medal 
"WATCH OUT FOR MY 

PLANT" 
Barr Films 
Pasadena, CA 

Bronze Medal 
"BAOBAOB: PORTRAIT OF A 

TREE" 
McGraw Hill Films 
New York, NY 

Educational-Adult 
Gold Medal 
"HISTORY OF THE MOTOR 

CAR" 
British Petroleum 

Silver Medal 
"MORAL DEVELOPMENT" 
CRM Productions 
Beverly Hills, CA 

Bronze Medal 
"MESSAGE" 
Bill Cote & Gordon Inkeles 
Berkeley, CA 

Educational-Children 
Gold Medal 
"WHAT IS NOTHING?" 
Barr Films 
Pasadena, CA 

Silver Medal 
"HOW LONG IS A MINUTE" 
Malibu Films, Inc. 
Malibu, CA 
i 

Bronze Medal 
"THE BIG RED BARN" 
Moreland-Latchford Productions 
Toronto, Canada 

Ethnic & Cultural 
Gold Medal 
"FOUR CHILDREN" 
AVCO Broadcasting Corp. 
Cincinnati, Ohio 

Silver Medal 
"TWO FACES OF THE SEA" 
The Film Group, Inc. 
Cambridge, Mass. 

Bronze Medal 
"NAVAJO: THE LAST RED 

INDIANS" 
Time-Life Films Multimedia Div. 
New York, NY 10020 

Fund Raising 
Gold Medal 
"JULIE... AND TOMORROW" 
Vision Associates 
New York, NY 

Silver Medal 
"THE TURNING POINT" 
United Way of America 
Alexandria, VA 

Bronze Medal 
"DIAL SWITCHER IN A VIDEO 

WASTELAND" 
KERATV 13 
Dallas, Tex. 

Harmony of Man 
Gold Medal 
"6344" 
Joseph Pipher 
Hollywood, CA 

Silver Medal 
"THE PREJUDICE FILM" 
Motivational Media 
Los Angeles, CA 

Bronze Medal 
"OLIVIA: MEXICAN OR 

AMERICAN" 
Dimension Films 
Los Angeles, CA 90038 

History 
Gold Medal 
"THE SEARCH FOR THE 

NILE" 
Time-Life Films Multimedia Div. 
New York, NY 

Silver Medal 
"THE MYTH" 
Ontario Education Comm. Auth. 
Toronto, Canada 

Bronze Medal 
"AN ESSAY ON WAR" 
Encyclopaedia Britannica 
Chicago, III. 

Medical & Health 
Gold Medal 
"TEETH... ARE GOOD 

THINGS TO HAVE" 
Association Sterling Films 
New York, NY 

Silver Medal 
"SOMEBODY WAITING" 
Univ. of California 
Berkeley, CA 

Bronze Medal 
"AMERICA ON THE ROCKS" 
Airlie Productions 
Airlie, VA 
I 
Political 
Gold Medal 
"FORTY-SEVEN CENTS" 
University of Calif. 
Berkeley, CA 

Silver Medal 
"CHRISTIANS AT WAR" 
Time-Life Films Multimedia Div. 
New York, NY 

Bronze Medal 
"JOSEPH SCHULTZ" 
Wombat Productions, Inc. 
White Plains, NY 

Public Relations 
Gold Medal 
"UP HERE LOOKING DOWN" 
Sandra Northrop 
Los Angeles, CA 

Silver Medal 
"USA ADVENTURE" 
Universal Commercial Industrial 

Films 
Universal City, CA 

Continued on Page 1428 
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Troubled "by out-of-focus piiotiures? 

Troubled Toy emulsion. 

p>ile-Arp in your camera gate? 

Troubled Toy distracting camera 

noise when shooting snTojeots who 

should not Toe distracted from what 

they are doing? 

Troubled Toy cameras that are 

always in need of repair and 

ad j ustment ? 

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

—I at small extra cost for the Sound Equipment, it can 
M even record Optical or Filmagnetic sound in addition 

to shooting your professional pictures. 

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

AURICON SUPER-1200, takes 1200 ft. Runs 33 mi 

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

BACH AURICON, Inc. 
6902 Romaine St., Hollywood 3S, Calif. 

HOLLYWOOD 3-OS 31 

MANUFACTURERS OF1 PROFESSIONAL! 

IS MM CAMERAS SINCE 1931 
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Speed, flexibility, convenience, de¬ 
pendability and pinpoint accuracy 
are the critical factors in cutting the 
costs of cutting film. ■ That’s why 
we’re serious about making 
sure that you get only the best 
to work with. The Moviola 
M-77 is the finest editing table 
in the business. The torque 
motor assemblies are similar to the 
ones used in computers . . . only 
tougher. You can fast-forward or 
fast-reverse at up to 10 times sound 

If you 
want to 

cut costs... 
start 

cutting 
here. 

speed. And still stay locked in per¬ 
fect sync. ■ Picture and sound are 
electrically controlled for inching or 
single-frame viewing. And the Movi¬ 

ola Chrona-Tach system com¬ 
putes and displays frames 
and footage or minutes and 
seconds. "There is no other 
editing table with quite the 

finesse and versatility of the M-77. 
Once you’ve operated on it you’ll 
understand the vast difference. And 
you’ll cut costs as never before. 

A Subsidiary ol Craig Corporation 

magnasync/moviola corporation 
5539 RIVERTON AVENUE NORTH HOLLYWOOD, CALIFORNIA 91601 (213) 877-2791 
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Continued from Page 1425 

Bronze Medal 
"THE FAMILY OF MUSIC" 
Gary Youngman Co., Inc. 
New York, NY 

Public Service 
Gold Medal 
"GIVE US THIS DAY OUR 

DAILY BREAD" 
CTV Television Network 
Toronto, Canada 

Silver Medal 
"HOTCARDS-ASHORT 

LESSON IN FRAUD" 
Muyskens/Madison, Inc. 
New York, NY 

Bronze Medal 
"THEIR SPECIAL NEEDS" 
Medion, Inc. 
San Francisco, CA 

Recruiting 
Gold Medal 
"THE OLD RELIABLES/9th 

INFANTRY DIVISION" 
Peckham Productions, Inc. 
New York, NY 

Silver Medal 
"FASTEST 6 WEEKS OF YOUR 

LIFE" 
D'Arcy MacManus & Masius 
New York, NY 

Bronze Medal 
"TROPIC LIGHTNING/25TH 

INFANTRY DIVISION" 
Peckham Productions, Inc. 
New York, NY 

Religion and Ethics 
Gold Medal 
"BUDDHISM IN CHINA" 
Pictura Films Distribution Corp. 
New York, NY 

Silver Medal 
"THOUGH I WALKTHROUGH 

THE VALLEY" 
Pyramid Films 
Santa Monica, CA 

Bronze Medal 
"YOUNG LIFE: A 

COMMITMENT" 
Vic-Winkle Productions, Inc. 
Studio City, CA 

Safety 
Gold Medal 
"WATER: FRIEND OR FOE" 
Pyramid Films 
Santa Monica, CA 

Silver Medal 
"VEHICLE UNDER ATTACK" 
William Brose Productions, Inc. 
Hollywood, CA 

Bronze Medal 
"RIDE ON" 
McGraw Hill Films 
New York, NY 

Sales & Marketing 
Gold Medal 
"SOUNDROUNDUS" 
Film Planning Assoc. 

Silver Medal 
"HISTORY OF ATLANTIC 

RECORDS" 
Braverman Productions, Inc. 
Los Angeles, CA 

Bronze Medal 
"MOVIN' ON" 
Handley & Miller, Inc. 
Indianapolis, Ind. 

Scientific & Research 
Gold Medal 
"ART OF ORGANIC FORMS" 
Exhibits Motion Picture Unit 
Smithsonian Institution 

Silver Medal 
"THE STATES OF MATTER" 
CRM Productions, Inc. 
Beverly Hills, CA 

Bronze Medal 
"ERTS-EARTH RESOURCES 

TECHNOLOGY 
SATELLITE" 

NASA Headquarters 
Washington, D.C. 

Social Welfare 
Gold Medal 
"TO BE GROWING OLDER" 
Billy Budd Films 
New York, NY 

Silver Medal 
"REACHING OUT" 
Paramount Pictures Corp. 
Hollywood, CA 

Bronze Medal 
"MONTAGE: THE RIGHTTO 

LIVE: THE FREEDOM TO 
CHOOSE" 

WKYC-TV 
Cleveland, Ohio 

Sports 
Gold Medal 
"HOT DOG SKIING" 
Trans World International, Inc. 
Los Angeles, CA 

Silver Medal 
"PELE, THE MASTER AND HIS 

METHOD" 
PepsiCo, Inc. 
Purchase, NY 

Bronze Medal 
"NORTH COUNTRY LADY" 
Bob Perry 
New York, NY 

Travelogue 
Gold Medal 
"CANADA:5 

PORTRAITS-THE 
PRAIRIES" 

CTV Television Network Ltd. 
Toronto, Canada 

Silver Medal 
"ISRAEL. ..NATION OF 

DESTINY" 
Atlantis Productions, Inc. 
Thousand Oaks, CA 

Bronze Medal 
"CANADA:5 

PORTRAITS-THE 
ATLANTIC" 

CTV Television Network Ltd. 
Toronto, Canada 

Short Subjects 

Animated 
Gold Medal 
"ASTRALIS" 
Wombat Productions, Inc. 
White Plains, NY 

Silver Medal 
"INVASION" 
McGraw Hill Films 
New York, NY 

Bronze Medal 
"THE LEGEND OF SLEEPY 

HOLLOW" 
S. Bosustow Productions 
Santa Monica, CA 

Dramatic Fictional 
Gold Medal 
"THE COMFORTS OF HOME' 
Sholip Productions, Inc. 
New York, NY 

Silver Medal 
"BLOOD'S WAY" 
American Film Institute 
Beverly Hills, CA 

Bronze Medal 
"LOVE IS HARD TO GET" 
Consolidated Vision Cinema 

Studios 
Hollywood, CA 

Lead-Ins & Trailers 
Gold Medal 
"PAPER MOON" 
Rosebud Advertising Corp. 
New York, NY 

Silver Medal 
"OF MEN &W0MEN" 
Elinor Bunin Productions 
New York, NY 

Bronze Medal 
"THE FRIENDS OF EDDIE 

COYLE" 
Papp Film Services, Inc. 
New York, NY 

Live Action 
Gold Medal 
"THE BOLERO" 
Pyramid Films 
Santa Monica, CA 

Silver Medal 
"BALLET ADAGIO" 
Pyramid Films 
Santa Monica, CA 

Bronze Medal 
"THE CITY" 
Monroe-Williams Productions 
Miami, FLA 

Mixed Media 
Gold Medal 
"COMIC BOOK" 
Augustus Borghese 
River Vale, NJ 

Silver Medal 
"RADIO ROCKET BOY" 
Robert Swarthe 
Beverly Hills, CA 

Bronze Medal 
"CLAY NAM" 
McGraw-Hill Films 
New York, NY 

TV COMMERCIALS 

Animated 
Gold Medal 
"JUNGLE" 
Van Brunt & Company 
Chicago, III. 

Silver Medal 
"PLUGFOOT" 
Snazelle Films, Inc. 
San Francisco, CA 

Bronze Medal 
"PYRAMID CRASH" 
Meyers & Muldoon, Inc. 
San Francisco, CA 

International 
Gold Medal 
"TWO COUPLES ON THE 

RIVER" 
Dimar Cinematografica S.A. 
Buenos Aires, Argentina 

Silver Medal 
"THE WEDDING PIE" 
Carvis Publicidad, S.A. 
Barcelona, Spain 

Bronze Medal 
"SMARTIES-SLALOM" 
Richard Williams Animation Ltd. 
London, England 

Local-Live Action, 30 Seconds 
Gold Medal 
"WEATHERMAN AUDITION" 
WJZ-TV 
Baltimore, MD 

Silver Medal 
"THE CHASE" 
Westinghouse Broadcasting Co. 
New York, NY 

Bronze Medal 
"FUNNY FLICK" 
Asch & Assoc. 
Chicago, III. 

Local-Live Action, 60 Seconds 
Gold Medal 
"QUICKDRAW" 
Shelton Productions 
Atlanta, GA 

Silver Medal 
"NICE BOYS" 
WQXI-TV 
Atlanta, GA 

Bronze Medal 
"STORING UP" 
Pearlman-McNee Productions, 

Inc. 
Houston, Tex. 

Local-Series 
Gold Medal 
"WRC-TV SERIES" 
Eli Productions 
Washington, D.C. 

Silver Medal 
"SPIES/IMITATORS' 
WLS-TV 
Chicago, III. 
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Bronze Medal 
"PORTLAND TRAFFIC 

SAFETY" 
Northwestern, Inc. 
Portland, Ore. 

Mixed Media 
Gold Medal 
"SKYWRITER" 
Chiaramonte Films 
Hollywood, CA 

Silver Medal 
"THE HUMAN RACE" 
Jewish Chautauqua Society 
New York, NY 

Bronze Medal 
"THE HARD HATS" 
William F. Finn & Assoc. 
Tyler, Tex. 

National, Live Action 30 Seconds 
Gold Medal 
"KID" 
Garfield-Lynn & Co. 
Chicago, III. 

Silver Medal 
"TERRIBLE DAY" 
McCann Erickson, Inc. 
Chicago, III. 

Bronze Medal 
"MASTERPIECE" 
Chiaramonte Films 
Hollywood, CA 

National, Live Action 60 Seconds 
Gold Medal 
"CALL ME” 
AT&T Long Lines 
New York, NY 

Silver Medal 
"OLD MAN" 
Sunlight Pictures Corp. 
New York, NY 

National-Series 
Gold Medal 
"SISTERS" 
AT&T Long Lines 
New York, NY 

Silver Medal 
"BROTHERS" 
AT&T Long Lines 
New York, NY 

Bronze Medal 
"MUSTARD SAUCE 
QUICK LOUIS DRESSING 
SHERBET DRESSING" 
Asch & Associates 
Chicago, III. 

Political 
Gold Medal 
"UNCLE SAM" 
American Zoetrope 
San Francisco, CA 

Silver Medal 
"VETERANS" 
Guggenheim Productions, Inc. 
Washington, D.C. 

Bronze Medal 
"ELDERLY" 
Van Brunt & Co. 
Chicago, III. 

Public Service 
Gold Medal 
"STATEWIDE DRUG ABUSE 

PREVENTION" 
Joyous Lake, Inc. 
Jacksonville Beach, FLA 

Silver Medal 
"I DON'T CARE" 
Doe-Anderson Adver. Agency 
Louisville, KY 

Bronze Medal 
"FAR OUT" 
University of Wisconsin 
Mazomanie, Wl 

Regional-Live Action, 30 
Seconds 

Gold Medal 
"VISION CARE" 
Centrex Productions 
New York, NY 

Silver Medal 
"ORIGAMI" 
Centrex Productions 
New York, NY 

Bronze Medal 
"POWER LINES" 
Allmand-Newby Productions 
Miami, Fla 

Regional-Live Action, 60 
Seconds 

Gold Medal 
"AGRIBUSINESS ABANDONED 

FARM" 
Webb & Co. 

Silver Medal 
"BIRTHDAY CAKE" 
Handley & Miller 
Indianapolis, Ind. 

Bronze Medal 
"CHASE MANHATTAN HOUSE 

& HOME" 
George Gage Productions 

Regional-Series 
Gold Medal 
"FORTUNE TELLER 
GLASS & STRAW 
GARBAGE" 
Centrex Productions, Inc. 
New York, NY 

Silver Medal 
"DENTAL PROGRAM 
$3.50 BODY 
VISION CARE" 
Centrex Productions 
New York, NY 

Bronze Medal 
"THE JOB AT HAND" 
William Miller Assoc. 
Atlanta, GA 

Regional/National Campaign 
Gold Medal 
"OUT OF THE OLD WEST" 
KMPH-TV 
Visalia, CA 

Silver Medal 
"FLOWERS" 
Doremus & Co. 
New York, NY 

Bronze Medal 
"WE'RE ALL OUT HERE 

TOGETHER" 
Colony Productions 
Colonial Heights, VA 

Experimental 

Animated 
Gold Medal 
"SECRETS" 
Pyramid Films 
Santa Monica, CA 
I 

Silver Medal 
"ACROSSTHE UNIVERSE" 
Frank Weiss 
West Nyack, NY 

Bronze Medal 
"DRUG ABUSE" 
Pat Lehman 
Denver, Colo. 

Dramatic, Fictional 
Gold Medal 
"DISORDER" 
Barbara Noble 
New York, NY 

Silver Medal 
"AFTERNOONS AND ALICE 

MCCLURE" 
William J. Schwartz 
St. Louis, MO 

Bronze Medal 
"HOT DOGS FOR GAUGUIN" 
Martin Brest 
Bronx, NY 

Live Action 
Gold Medal 
"ALL'S QUIET IN SPARKLE 

CITY" 
Ross Albert 
Inglewood, CA 

Silver Medal 
"FOUR LADIES ON STAGE" 
Tom Houghton 
New York, NY 

Bronze Medal 
"THE LAST KISS" 
Nick Blake 
Laguna Beach, CA 

Mixed Media 
Gold Medal 
"LEGEND DAYS ARE OVER" 
Pyramid Films 
Santa Monica, CA 

Silver Medal 
"SPACECRAFT AMERICA" 
Michael Lawrence 
Baltimore, MD 

Bronze Medal 
"108 MOVEMENTS" 
Wolff Productions 
Los Angeles, CA 

Filmstrips 

Art 
Gold Medal 
"ART AND THE MASTERS" 
□oubleday Multimedia 
Santa Ana, CA 

Silver Medal 
"PICASSO;THE ETERNAL 

CLOWN" 
Scholastic Magazines, Inc. 
New York, NY 

Bronze Medal 
"HUMANITIES: THE 

RENAISSANCE IN 
FLORENCE" 

Guidance Associates 
Pleasantville, NY 

Critical Thinking 
Gold Medal 
"FREE WILL AND UTOPIAS" 
Warren Schloat Productions, Inc. 
Pleasantville, NY 

Cultural Relations 
Gold Medal 
"WORLD'S GREAT 

RELIGIONS" 
Time-Life Films Multimedia 
New York, NY 

Silver Medal 
"THE POWER IN FOUR 

MILLION WOMEN" 
Cinemakers, Inc. 
New York, NY 

Drug Education 
Gold Medal 
"DRUGS: A TRICK-A TRAP” 
Encyclopaedia Britannica 
Chicago, III. 

Silver Medal 
"DRUGS: FRIEND OR FOE?" 
Marshfilm Enterprises 
Shawnee Mission, KS 

Bronze Medal 
"NO, NO, PINOCCH10!" 
Miller-Brody Productions 
New York, NY 

Exemplary Values 
Gold Medal 
"UNDERSTANDING CHANGES 

IN THE FAMILY" 
Guidance Assoc. 
Pleasantville, NY 

Silver Medal 
"THERE'S A NEW YOU COMIN'" 

Marshfilm Enterprises 
Shawnee Mission, KA 

Bronze Medal 
"AESOP'S FABLES" 
Milliken Publishing Co. 
St. Louis, MO 

Language Arts 
Gold Medal 
" 'HAIKU' THE HIDDEN 

GLIMMERING" 
Lyceum Productions 
Laguna Beach, CA 

Silver Medal 
"FRANZ KAFKA" 
Warren Schloat Productions 
Pleasantville, NY 

Bronze Medal 
"ENCYCLOPAEDIAS: BASIC 

KNOWLEDGE" 
Library Filmstrip Center 
Wichita, KS 

Continued on Page 1430 
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Science 

Gold Medal 
"CONTROL OF LIFE" 
Time-Life Multimedia 
New York, NY 

Silver Medal 
"UNDERSTANDING EARLY 

CHILDHOOD" 
Parents Magazine Films 
New York, NY 

Bronze Medal 
"THE WEB OF LIVING 

THINGS" 
Doubleday Multimedia 
Santa Ana, CA 

Social Studies 
Gold Medal 
"YOUTH AND THE LAW" 
Doubleday Multimedia 
Santa Ana, CA 

Silver Medal 
"THE POLITICAL STAGE" 
Scholastic Magazines 
New York, NY 

Bronze Medal 
"MONEY TALKS" 
Money Management Institute 
Household Finance Corp. 
Chicago, III. 

Documentary Films 

Wildlife and Nature 
Gold Medal 
"DAYS OF DESTRUCTION" 
Asgeir Long 
Gardahreppi, Iceland 

Silver Medal 
"YELLOWSTONE" 
Norm Kohn Studio 
Atlanta, GA 

Bronze Medal 
"GEORGIA'S OKEFENOKEE 

SWAMP" 
Georgia Dept, of Community 

Development 
Atlanta, GA 

Undersea 
Gold Medal 
"UNDERCURRENTS" 
R A Films 
New York, NY 

Silver Medal 
"DEEP BLUE WORLD" 
Pyramid Films 
Santa Monica, CA 

Bronze Medal 
"OCTOPUS: THE UNIQUE 

MOLLUSK" 
Whitecap Productions 
Seattle, WN 

Surgical 
Gold Medal 
"LAPAROSCOPY: THE VIEW 

WITHIN" 
Merrell-National Labs 
Cincinnati, Ohio 

Silver Medal 
"RADIOGRAPHY OF THE 

MANDIBULAR RAMUS 
WITH THEPANOREX 
UNIT" 

Dental Training Center 
Washington VA Hospital 

Bronze Medal 
"SURGICAL REMOVAL OF 

THE BLADDER 
CALCULUS" 

Carrol Films 
San Jose, CA 

^^■^"""▼World's standard 

i^SZ^/Mbuikls the best 
documentary/tv newsfilm 
camera systems in the world. 

Right side 
view 
showing 
amplifier, 
earphones & 
microphone. 

'Frezzi-Cordless 
Model LVV-16 

EVERYTHING YOU NEED 

FOR PORTABLE OPERATION 

Jim Frezzolini's lightweight magnesium 
camera features an internal battery that 
runs EIGHT 400 foot rolls without plugging 
in its power cord. Specifically designed, 
lightweight, incorporating a crystal-con¬ 
trolled phase-lock DC motor drive, remark¬ 
ably silent running and extremely well bal¬ 
anced ... a must for today's filmmakers! 

Featuring 
BACH AURICON 

movements. World-famous 
for reliability 

and serviceability. 

Right side 
view 
showing 
amplifier, 
earphones & 
microphone. 

''Frezzi- 
Cordless"™ 

Model MC-571 

LET US SHOW YOU-TRY IT ON THE JOB! 
NO CHARGE OR OBLIGATION-PHONE OR WRITE AUTHORIZED REPRESENTATIVE 

•L PHOTOMART 
CINE EQUIPMENT SUPPLIERS 

6327 SOUTH ORANGE AVE. ■ ORLANDO. FLORIDA 32809■PHONE (305) 851-2780 

anmsHSQHo 
INTERNATIONAL, Inc. 

11 Caesar Place, Moonachie, N. J. Phone: (201) 939-0875 
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THIS IS THE FIRST 
WIRELESS MICROPHONE 
THAT ACTUALLY WORKS 

SOUND ONE PRESENTS 
THE NEW MICRON 100 SERIES 

featuring 

STABILITY RUGGEDNESS, RELIABILITY 

AND EVERY OTHER PROFESSIONAL 
REQUIREMENT IN A COMPACT 

FUNCTIONAL SIZE 

For more information 
about this and other 
professional products 
call or write. 
We'll also tell you about 
our other services. 

&IIJ1SI1A 

IsSHIISIn 

Sound One Corporation 
35 West 45th Street 
New York, N.Y. 10036 
212-765-4757 
Telex: Sone U1 424048 
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ELECTRA GLIDE IN BLUE 

Title Design fcy PERRI & SMITH 

produced and directed by James William G uercio 

a United Artists release 

Perri & Smith 
film & Graphic Desigi 

845 N. Highland Ave. 
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 



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 

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 l=F*CD 
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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"LET THE GOOD TIMES ROLL" 
Continued from Page 1399 

flashbacks, a vastly more sophisticated 
approach in general." 

There were some fortunate circum¬ 
stances favoring the project. Chuck 
Fries, who had been a vice president at 
Columbia had already put together a 
deal whereby Metromedia and Columbia 
would co-produce and finance suitable 
properties. Their lawyers met with 
Nader's legal representative and secured 
the rights to film the concerts. A budget 
was worked out, and what was or¬ 
iginally conceived as a television special 
became the go-ahead for a full-fledged 
feature, Gerald I. Isenberg, producer. 

Next came the problem of 
assembling a production team. Although 
other groups were interviewed, the 
assignment went to Cinema Associates, 
who had demonstrated their expertise in 
a number of successful music films, 
including Joe Cocker's MAD DOGS 
AND ENGLISHMEN and ELVIS ON 
TOUR. They were, in fact, a bit reluc¬ 
tant to do another music film, feeling 
they were becoming stereotyped with 
this type of picture, but the nostalgic 
idea advanced by Jerry Isenberg 
appealed to them. Bob Abel recalls one 
of their conversations with the Metro¬ 
media/Columbia brass: 

"What we think you want," he pro¬ 
posed, "is a sort of LAST PICTURE 
SHOW with music." 

Upon this rather vague outline, prep¬ 
arations for filming concerts at Detroit's 
Cobo Hall and at the Nassau Coliseum 
on Long Island were launched. 

Upon Pierre Adidge of Cinema Asso¬ 
ciates fell the responsibility of securing 
the necessary personnel and equipment. 
With the logistical problems of moving 
cameras, sound equipment, and a great 
number of people from city to city he 
had the invaluable assistance of Red 
Schaeffer as production manager; of all 
his production team he says: 

"We try to get the best cameramen, 
the best sound people, the best editorial 
and post-production staff, the best op¬ 
tical house available. We like to use 
people with whom we have worked 
before and on whom we can rely. 
Everyone working with us loves film 
and knows the job of every other man. 
For example, the lighting supervisor 
knows what the cameraman's problem 
is, what the sound man's problem is. 
There's no substitute for experience." 

The experience of Cinema Associates 
dictated that the film be shot in 16mm 
for eventual blow-up, both because of 
the circumstances of concert filming 
and from the standpoint of budgetary 
limitations. Thirteen cameras were used, 

mostly hand-held Eclair NPR's, adapta¬ 
ble to instant re-loading. Three cameras 
were positioned on tripods, and two 
35mm Arriflex Techniscope cameras 
were operated by remote control to 
secure long shots of the audience in 
Eastman Color Negative. As the light 
level for obtaining audience shots in a 
concert hall setting tends to be inade¬ 
quate, it was felt that the 35mm footage 
would serve as a back-up to that ob¬ 
tained by three cameramen stationed in 
the audience with hand-held Eclairs if 
their footage proved unsuitable for blow¬ 
up. 

Lenses used were 9.5-95mm Angeni- 
eux zoom lenses, though one camera¬ 
man, Dave Myers, used a 5.9mm lens 
which enabled him to get extreme 
close-up shots on stage. It was necessary 
to use high-speed Ektachrome film, 
Emulsion 7242, again because of light 
limitations. 

Nagra recorders were used to record 
the sound. A standard 16-track sound 
recorder, such as is used in the making 
of records, was placed on stage to 
record the program. Fifteen separate 
channels were assigned to the musical 
instruments, with one track reserved for 
the cue system. A separate Nagra simul¬ 
taneously recorded a sync track, and a 
third was employed as a spare. The 
people working backstage and in the 
audience also had their separate Nagra 
recorders. In addition, a mobile sound 
truck was positioned behind the stadi¬ 
um with its sound recorder and a video 
camera to monitor what was happening 
on stage. 

All this equipment and personnel 
could have led to a communications 
nightmare, and the question of control 
immediately arose. Because the Nagras 
and the Eclairs are both equipped with 
Perfectone crystal motors, interlocked 
into an exact 60-cycle speed, it was 
possible to keep them in perfect sync 
and to achieve complete freedom from 
wires and cables. 

"You could be miles away, using a 
thousand cameras, and still be in perfect 
sync," Pierre Adidge claims. 

Still, editing the concert track would 
provide a mammoth headache without 
the cue system devised by Jim Webb of 
Cinema Associates. As head soundman, 
he operated the on-stage recorder pro¬ 
viding the sync track. When he would 
press a button on his Nagra, it would 
put a tone on the Nagra and would also 
flash to strategically placed lights on the 
stage. As each cameraman started to roll 
his film, he would motion to Jim to let 
him know the start. Jim would then 
voice slate, "Cameraman A—rolling." 
The bloop tone on the track, the light 
which the cameraman would photo¬ 

graph, and the voice slate combined into 
a system which made it possible to edit 
the dailies from all eleven cameras in 
days rather than in weeks. 

Another communications problem 
arose in directing the shooting. When 
the concert music was going full-blast, it 
would be impossible for directors Sid 
Levin and Bob Abel to speak to each 
other. After much trial and error on 
previous films, they worked out an 
efficient head-set system with Swanson 
Sound which enabled them to commu¬ 
nicate with each other and with the 
various cameramen. 

There is no rehearsal for either cam¬ 
eramen or soundmen when shooting a 
concert, and this presents more prob¬ 
lems to be solved. The crew would 
arrive at an auditorium where last night 
an ice show might have been presented. 
Amidst the confusion of carpenters 
erecting a stage and the assembling of all 
the concert equipment, they would have 
to work out their assignments. Also, it 
would be necessary to supplement the 
stage lighting and that of backstage 
areas where documentary footage would 
be shot. With such lighting problems, 
Cinema Associates considers itself fortu¬ 
nate to have the services of Director of 
Photography Bob Thomas, who brought 
to this production many years of big 
studio experience which proved invalu¬ 
able. 

With ten acts and more than thirty 
musical numbers to film, a great deal of 
pre-concert homework had to be done 
in order to cover the concerts efficiently 
and, at the same time, secure the docu¬ 
mentary material which adds depth to 
the on-stage performances. Bob Abel 
outlines the necessities when he says: 

"You face the same situation in this 
type of picture as you do in a dramatic 
film which you shoot from a script. 
That is, you have to introduce people 
about whom the audience may know 
little or nothing, develop their char¬ 
acters, and make the audience care 
about them." 

Jerry Isenberg recalls a prolonged 
meeting of the directors and producers 
at which Richard Nader went over the 
program in infinite detail, discussing 
each number and filling in information 
on each performer—his history, person¬ 
ality traits, what he had been doing 
during the past 15 years or so, and the 
potential areas of conflict which might 
lend themselves to dramatic coverage. 

In addition. Directors Levin and 
Abel, along with the individual camera¬ 
men, had to obtain a more than super¬ 
ficial knowledge of their subjects. The 
case of Little Richard, whose act evokes 
near-riot hysteria in the audience, per¬ 
haps best illustrates how much pre- 
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concert probing is required for a charac¬ 
terization. When Sid and Bob met Little 
Richard on a plane, they immediately 
introduced themselves and set about 
gaining the confidence of this flam¬ 
boyant character. When they had con¬ 
vinced him that they empathized with 
him and his music, they could then 
prepare him for having a documentary 
cameraman with him in his dressing 
room. Knowing that Little Richard 
would be tense before performing, the 
directors could anticipate how this 
tenseness would erupt at the concert. 
Also, they had the dual know-how of 
cameraman Steve Lamer working for 
them. Because Steve is a former 
musician as well as a cameraman, the 
rapport he was able to establish with 
Little Richard contributed to the 
honesty of the sequences, as Steve was 
able to interview as he photographed. 
Steve also filmed the Bo Diddley docu¬ 
mentary footage, helping to achieve the 
Then/Now memories which add so 
much emotional impact to the picture. 

Phase One of LET THE GOOD 
TIMES ROLL ended when the 16mm 
concert film was cut and edited and the 
preliminary dubbing of the sound track 
was accomplished in a record-recording 
studio. Phase Two became the 
harrowing responsibility of Sid Levin, 
who, as supervising editor, had the job 
of integrating many diverse elements 
into a mosaic of visual and auditory 
ex perience. 

Although most current film-makers 
insist upon making a "statement", this 
was not Sid Levin's approach. 

"I did not want to tell anybody 
anything; I didn't care about any 
messages. I just wanted to touch people. 
At the same time, I wanted to broaden 
the base of response, so that the film 
would appeal to anyone of any age and 
of any musical background." 

In a picture with Sid's objective of 
"controlled madness", the selection of 
materials is purely subjective. Levin 
compares it to picking up pebbles on a 
beach; no two individuals will select the 
same ones. Yet he did arrive at certain 
methods. 

The first step was to look at all the 
concert film from the aspect of what 
was emotionally moving. This procedure 
alone required two or three months. 
Meanwhile, Bob Abel had been directing 
the research and culling out material 
which would make up the nostalgia 
portions of the film. As Sid received 
these pre-selected stills, or TV or news¬ 
reel footage, he would look at them, 
again from an emotional standpoint, 
letting associations suggest themselves. 
For example, Sid would see some news¬ 
reel footage of Khrushchev and associ¬ 

ate him with a particular moment in 
time in the concert film. When seven or 
eight such points of contact between 
old and new had been established, he 
would blend them together. The same 
procedure was followed in looking at 
old feature movies of the concert per¬ 
formers; old and new footage of the 
same star would come together at emo¬ 
tionally the right moment. 

"Slowly," Sid recalls, "the film took 
on a logic of its own by going through 
these small increments." 

From the beginning, the picture was 
visualized in multiple-panel treatment so 
that complementary images could be 
juxtaposed on the huge Cinemascope 
screen. In one segment, we see and hear 
the Five Satins singing "I'll be Seeing 
You", while celebrities from the '50's, 
none of whom we'll be seeing again, 
make their appearance. Marilyn Monroe 
and James Dean, Judy Garland and 
Gary Cooper, Eisenhower and Spencer 
Tracy, Adlai Stevenson and Jayne 
Mansfield haunt the old familiar places 
of the song. But again, the editor had to 
be provided with the raw material for 
his weaving of memories. 

Cut to the research team, headed by 
Andy Solt and Sylvia Mulconery, 
searching through almost defunct news¬ 
reel film vaults, commercial and private 
libraries, video clips from TV, features 
from all the major studios. Bob Abel 

looked at thousands of still pictures, 
selecting almost the same pebbles from 
the beach as would have Sid Levin. Sid 
describes their communication as being 
similar to that of a long-married couple 
who do not need to verbalize to under¬ 
stand what the other is thinking. Bob 
calls it a "Yin and Yang sort of thing." 
At any rate. Bob pre-selected the stills 
from which Sid chose the few hundred 
used, and Bob designed the sequence of 
old cars which accompany the song, 
"May be I line 

It sounds simple, reduced to these 
few words, but it led Bob Abel and his 
research army into detective pursuits 
rivaling those of the most mysterious 
whodunit. For instance, in the picture's 
beginning we listen to a '50's preacher 
decrying the evil inherent in rock and 
roll, but the research staff had to 
identify this minister to secure the 
necessary legal releases for the use of 
the old film. Someone came up with the 
information that his name was Jimmy 
Snow. A call to the ministerial associa¬ 
tion provided seven Preacher Snows—no 
first names available. One by one the 
wrong Snows had to be tracked down 
and eliminated until the correct one was 
discovered on tour with the Grand Old 
Opry. In another instance, the editors 
wanted to use footage from the movie, 
THE WILD ONE. Though it was hard 
Continued on Page 1469 

Concert producer Richard Nader discusses concert with Bumps Blackwell, Little Richard's 
conductor, as cameraman in foreground shoots a scene for "LET THE GOOD TIMES ROLL", a 
Metromedia Producers Corporation production for Columbia release. A Richard Nader 
production, it was directed by Sid Levin and Bob Abel. 



FILMING "WESTWORLD" 
Continued from Page 1421 

is true—namely, that being a doctor is 
good preparation for this, because it 
teaches you to deal with the kind of life 
that you will inevitably have. It teaches 
you to work well when you haven't had 
enough sleep. It teaches you to work 
well when you're on your feet a lot. It 
teaches you to work well with technical 
problems and it teaches you to make 
decisions and then live by them. / think 
it also has advantages in working with 
actors, because one of the things a 
doctor has to learn is to be able to meet 
a patient whom he has never seen before 
and rapidly assess him in terms of what 
kind of person he is, and not merely 
whether he's perforated his ulcer. 
You've got to be able to analyze just 
what kind of person you're dealing 
with. Are you dealing with someone 
who will take medicines if you prescribe 
them—or is he the kind of person who 
says he will, but won't? Those decisions 
get to be very important and training to 
be a doctor builds up that capability for 
assessing people rapidly which is neces¬ 
sary when it comes to working with 
actors. I'm not quite sure just how the 
transition from medicine to movies 
came about, except, as I've said, that / 
think I've always wanted to make mov¬ 
ies. When / got into medicine / was 
disappointed in a lot of ways, so it was a 
pull from one direction and a push from 
the other. 

QUESTION: As we all know, you went 
through an intermediate stage of being a 
novelist, but making a film is quite 
different from writing a novel. How 
were you able, in such a relatively short 

time, to learn the methods and mechan¬ 
ics of something as enormously techni¬ 
cal as film production? 

CRICHTON: I'd had one previous expe¬ 
rience in film directing before "WEST- 
WORLD" and that was the television 
movie, "PURSUIT", which / did for 
ABC. That was also a very difficult 
production situation—one of those situ¬ 
ations where you were glad to have 
gotten it finished at all. The cameraman 
on the project was Bob Morrison, who 
really just took care of me. In fact, a lot 
of people took care of me, including the 
actors. / learned very fast because / had 
to learn fast. There were thousands of 
things to learn, all kinds of details which 
I'd had no idea about. But / just did it 
because / had to. It was a very fast 
course. 

QUESTION: Were you able to augment 
your technical knowledge by means of 
any extracurricular study—books on the 
subject, and so forth? 

CRICHTON: For someone who was not 
brought up in film, it's very hard to get 
any kind of specific technical informa¬ 
tion about film-making—l mean, the 
sort of "case history" information that 
tells precisely how certain things were 
done. The two ways that / know of to 
learn such things are: (1) a sort of 
general explanation from someone who 
sits you down and says: "If you want to 
diffuse a lens, you can do this or 
that..." and (2) what / call the "case 
history", which is someone telling about 
what happened on a certain project— 
what problems there were and how they 
were dealt with in a specific way. The 
stuff that's in print in books is pretty 

(LEFT) Richard Benjamin is dressed in white wardrobe, with a white makeup and white hair 
spray for shooting of high-contrast scene to be electronically processed for robot POV shot. 
(RIGHT) A Ferco monorail is pressed into service for simulated dolly shot over rugged terrain. 

awful. At least, that's been my experi¬ 
ence and / gather it was Mike Nichols', 
as well, when he did "VIRGINIA 
WOOLF" as his first picture. The books 
just don't tell you very much, except 
for things like: if you choose a low 
angle it's more dramatic. That's not 
terribly valuable. But for the "case 
history" sort of thing, / found that the 
American Cinematographer is terrific. It 
was a kind of gold mine for me because 
it's full of articles telling in precise 
detail how, on specific projects, certain 
techniques were used and problems 
solved. It was difficult for me at first, 
because / didn't have the background to 
understand it, but then, after I'd be¬ 
come more comfortable with the medi¬ 
um, it was really terrifically valuable. 

QUESTION: I understand that you 
spent quite a bit of time on the set of 
"THE ANDROMEDA STRAIN" when 
it was being filmed. Did you find that 
experience helpful to you later when 
you started directing? 

CRICHTON: Bob Wise was really very 
nice about letting people watch and 
learn from what he was doing. / was just 
the writer of the book hanging around 
the set—which was a totally non-exist¬ 
ent function. But he had, as / recall, an 
AFI intern and a Director's Guild 
trainee on the project, mostly just 
watching. / had never seen any kind of a 
film made before, except during brief 
visits to stages for a few minutes. Bob 
was the first director I'd ever had a 
chance to observe at work and, in an 
awful lot of ways, he's the model I've 
retained. Bob dealt with all of the 
problems very smoothly. His particular 
style of directing is very relaxed, very 
easygoing, very personal and very well- 
organized, but without a lot of histri¬ 
onics and temper flares. That impressed 
me a lot and I've tried very hard to be 
that way, too. 

QUESTION: Without getting into one 
of those ivory-tower, esoteric dis¬ 
cussions, may I ask what you would like 
to accomplish with film. In other words, 
what is your objective in making 
pictures? 

CRICHTON: The first thing I'd like to 
say about film is that, because it's so 
expensive, it has to be supported by a 
very large audience. That's a really 
significant difference between a film 
and, let's say, a book. A publisher can 
sell 4,000 copies of a book and still 
come out all right financially, but a film 
that is seen by only 4,000 people is a 
disaster of almost unheard-of propor¬ 
tions. A much larger audience is nec¬ 
essary to make film-making commerci- 



ally viable. I'm not talking about an 
enormous commercial success, but 
rather a sort of break-even situation that 
will allow you to continue to engage in 
the activity. Therefore, the potential 
audience exerts an unmistakable pres¬ 
sure on what you do and how you do it. 
With "WESTWORLD", / chose to do 
what / regarded as a blatantly commer¬ 
cial film, and / don't think there's any 
harm in that. / believe it's possible to 
make less commercial films—films that 
are more idiosyncratic in terms of what 
the film-maker wants to say—without 
nullifying the possibility of the film's 
breaking even or becoming moderately 
successful. Television is really the mass 
audience medium, whereas, feature 
films are inching more toward special¬ 
ized audiences. My approach to licking 
the problem is that / try to do things 
that can be taken in different ways. If 
you want to look at "WESTWORLD"as 
a kind of science-fiction shoot-'em-up, 
that's fine. If you want to look at it as a 
sort of bemused allegory, you can do 
that, too. One interpretation does not 
make the other impossible. In that 
sense, my model is something like 
"LORD OF THE FLIES", which is a 
very good story on one level and a very 
profound story on the other. But it 
doesn't insist that you recognize it as 
profound. That's the sort of thing / 
want to do. 

QUESTION: Do you have any film 
plans for the future that you'd care to 
talk about? 

CRICHTON: Well, I'm having trouble 
going back to writing now. It's hard to 
sit there alone. I've been trying for 
about a month now and I'm only just 
beginning to enjoy the fact that people 
aren't walking into my office and say¬ 
ing: "Would you please make a decision 
about the color of the floors?" There's a 
lot of excitement in making movies. / 
think I've learned two things from the 
experience. One thing is that the people 
who gripe about the whole movie¬ 
making situation and claim that there 
isn't enough money, and so on, are the 
people who sabotage projects. It's really 
a phony thing, and they ought not to be 
allowed to get away with it. / think it's 
necessary to be able to work within 
your strictures, even when those 
strictures are so impossible that you're 
ranting and raving and screaming about 
the studio executives, like everybody 
else. Once you settle down, those 
strictures provide a certain sort of crea¬ 
tive impetus and the result is something 
better than if you'd been given all the 
money and all the time you wanted and 
that guy in the front office had said 

"yes" every time. That kind of disci¬ 
pline produces a tighter, more inventive 
kind of film. The other thing I've found 
is that it's really fun to make movies. 
It's so much fun! It's really awful to be 
paid for doing it. / really miss that 
excitement now that I'm writing again. / 
don't find the writing so much fun 
anymore. 

QUESTION: If you had "WEST- 
WORLD" to do over again, is there 
anything you would do differently? 

CRICHTON: / really feel that this ex¬ 
perience has convinced me more than 
ever that pre-production is the key to it 
all—especially with a tight shooting 
schedule. We had no rehearsal time— 
which is bad—and we could have used 
more test time. All of that / log under 
pre-production, and / will never do 
another picture without adequate prep¬ 
aration in that area. To the extent that 
studio executives do not understand this 
fact, they're just fools. Pre-production 
saves them money. It may cost them 
$2,000 a day, but it will save time on 
the set that often runs to more than 
$2,000 an hour. ■ 

"WESTWORLD": A STATE OF MIIMD? 
By GENE POLITO 
Director of Photography 

You will find a small sign posted 
above the starter's window at Los Ro¬ 
bles golf course which reads: "Good 
golf is a state of mind—Arnold Palmer." 
As a confessed "golf nut", I have 
reached the conclusion that Palmer's 
observation could apply equally to pro¬ 
fessional cinematographers. As a matter 

of fact, Directors of Photography have a 
lot in common with today's touring 
pros: the field is overcrowded, the 
competition is keen, the pressure is 
ever-present, the financial stakes are 
high, and the odds of coming up with a 
winner — con sistently—are staggering. 
And—oh yes!—When the chips are down 
nobody is going to make that tough 
shot for you! Herein lies the daily 
challenge which faces touring pros and 
D.P.'s alike. In retrospect I have come 
to realize that good photography—like 
good golf—is truly a state of mind. 

The reader might well ask, "What 
constitutes an ideal state of mind for 
the Director of Photography?" Perhaps 
a glimpse of "WESTWORLD" through 
the eyes of a cameraman will provide 
the answer. To begin with, "the chemis¬ 
try was good" between the director, 
Michael Crichton, and myself. It is this 
particular ingredient that is most essen¬ 
tial in the initial stages of achieving "a 
good state of mind" for the Director of 
Photography. Very often the initial 
stage involves an interview between the 
director and the cameraman, who are 
total strangers to one another, on a 
personal basis. This can be a devastating 
experience for the new Director of 
Photography who is short of material 
(credits) to talk about. (Most camera¬ 
men—including myself—have been down 
this road before. There is no shortcut, 
other than a smash-hit on your first trip 
to the plate—and the odds against doing 
this are pretty high.) Michael Crichton 
and I were total strangers when we first 
met. But neither of us lacked material 
by way of our respective backgrounds 
to provide the basis for a lively and 
interesting interview. The "chemistry 
was good" and Michael hired me to do 

(LEFT) Crichton and Polito excitedly discuss a camera angle. "The chemistry was good" between 
them, which resulted in an excellent working rapport. (RIGHT) To achieve an eerie type of light 
for night shooting, mercury vapor lamps, high in the green spectrum, were utilized. They are 
normally used for repairing freeways at night. 



"WESTWORLD". Thus, the first crucial 
element necessary to achieve a "good 
state of mind" was behind me. More¬ 
over, I could hardly wait to get into the 
script once Michael gave me a clue as to 
what "WESTWORLD" was all about. 

After reading the script for "WEST- 
WORLD", my first reaction was that I 
had stumbled onto a gold mine—in the 
sense that it promised to be a rich 
experience for a cameraman. As it turns 
out, "WESTWORLD" is the type of 
story cameramen dream about, but rare¬ 
ly—if ever—run into. "WESTWORLD" 
offered four distinctly different visual 
backgrounds within the time frame of a 
single story. I thought to myself, 
"Imagine ... an action 'western', deca¬ 
dent Rome, the Medieval era, and a 
NASA-type space-age complex ... all in 
one film!" But that is what "WEST- 
WORLD" offered me: four "photo¬ 
graphic worlds" to work in. 

PHOTOGRAPHIC HIGHLIGHTS 

"WESTWORLD" opens with a pro¬ 
logue (ahead of the credits) which has a 
rather unique format in itself. We want¬ 
ed this portion of the picture to hit the 
screen in an aspect ratio similar to the 
old Movietone News ratio (about 3 to 
4). Since the picture was shot entirely 
anamorphic Panavision, I had Panavision 

inscribe special lines on the ground glass 
in order to shoot the prologue with an 
anamorphic lens, and yet allow us to 
compose for the Movietone format. In 
the release prints the unused portion of 
the anamorphic screen was simply 
blacked out in printing. 

Following the screen credits, "WEST- 
WORLD" opens with a rather bizarre 
shot designed to "set up the audience" 
for the hovercraft sequence. In this 
instance, the hovercraft is an airborne 
vehicle (for the purposes of the story) 
that transports people to and from 
"WESTWORLD"; it scoots very low off 
the ground at speeds of about 300 mph. 
The sequence opens on a close shot of 
one of the lenses on the pilot's colored 
glasses. At this point the audience has 
no way of knowing what they are 
looking at, other than the ground whiz¬ 
zing by at tremendous speeds. We hold 
on this for a beat and then zoom back 
to a full shot of the pilot's face where 
we see what he sees—namely, the desert 
whizzing underneath him. To accom¬ 
plish this shot, we used front projection 
onto the pilot's glasses by cementing 
front projection screen material to the 
actual wearing glasses themselves. The 
only difficulty here lies in the balance; 
it's tricky, because the front projection 
image on the glasses becomes "very hot, 

very quick" and the balance between 
what you see visually projected on the 
lenses of the glasses, as opposed to the 
overall key light falling onto the pilot's 
face, becomes deceiving. There is no 
formula for this and I must confess that 
the results were based on an educated 
"guess" exposure-wise. It turned out 
great! 

One of the main characters of 
"WESTWORLD" happens to be a gun¬ 
slinger who, in turn, happens to be a 
robot. The part is played excellently by 
Yul Brynner. Michael Crichton wanted 
the gunslinger's eyes "to look like elec¬ 
tronic eyes" at a certain point in the 
film. Michael and I discussed various 
possibilities to achieve this effect. Tests 
were made using a variety of contact 
lenses which were silver-coated to pro¬ 
duce varying amounts of reflectivity: 
50% transmission, 50% reflectance; 80% 
transmission, 20% reflectance; 20% 
transmission, 80% reflectance, and so 
on. At first I was certain that by using a 
front projection configuration I could 
achieve the best results simply by shoot¬ 
ing through a 50-50 mirror and project¬ 
ing a light beam directly into Yul 
Brynner's eyes on the same optical axis 
as the camera (using the mirror). I was 
wrong; it does not work that way. Then 
Continued on Page 1474 

AWARD WINNING 
Control of Color Printers 

Absolute, precise and dependable color control for 
your continuous color printers now available. The 
money-saving Spectra^ Film Gate Photometer takes 
the guesswork out of producing consistently top 
quality prints — all without costly, time-consuming 
film tests. 

Write or call us to arrange for a trial in your lab, with 
your personnel, to save your money! 

SCTHA. ® Film Gate Photometer 

f/S PHOTO RESEARCH 
A Division of KOLLMORGEN Corporation 

3000 North Hollywood Way 
Burbank, California 91505 
(213) 849-6017 Cable: SPECTRA 
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Now’s the time... 
Update Your NPR System 
To Accurate Crystal Synch 

Perfectone 
STILL THE BEST PRICE 

AUTHORIZED U.S. DISTRIBUTOR 

Suggested 
List Price 

235000 

U.S. SALES SERVICE: PERFECTONE AMERICA FOREIGN: 

5229 Vantage Avenue, North Hollywood, California 91607 PRODUCTS PERFECTONE S.A. 

(213) 877-1060 2500 Bienne • Switzerland 

MILLER’’ 
ALWAYS ONE STEP AHEAD 

* 

* 

The new Senior “F” and 
to supplement 

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. 

Light Professional Tripod Heads 
present “Miller” Lines. 

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

Send for a rental rate schedule! 

333 West 52nd Street 
New York, N.Y. 10019 

LOCATION VANS, PROPS, GENERATORS, 
RENTALS / SALES / SERVICE 

INC 

FIRM 

STREET. 

Gentlemen: Please send me 
a free copy of your rental rates. 

* ■ CITY STATE ZIP ■ 
333 WEST 52nd ST., N.Y., N.Y. 10019 (212) Cl 6-5470 L j 

NOW STARRING 
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/ . 

FEATURING 
A CAST OF OVER 40 DIFFERENT NAME BRANDS OF FILM EQUIPMENT, 

SUCH AS ARRIFLEX, WEAVER-STEADMAN AND AKAI VIDEO- 
ALL IN STOCK AND READY FOR IMMEDIATE PERFORMANCE. 

FROM THOSE WONDERFUL PEOPLE WHO GAVE YOU “FERCO NEW YORK” 

DIRECTED BY EXPERIENCED FILMMAKERS AND PRODUCED 
WITH A SKILLED STAFF THAT IS WILLING AND ABLE 
TO GIVE YOU THAT SAME KIND OF PROFESSIONAL 

SERVICE SEEN EXCLUSIVELY AT FERCO. 

X \\ 
XV \ 
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TIFFEN 
FINEST FILTERS AVAILABLE TODAY 

VIEWING FILTER 
Permits the visual interpretation 
of shadow and highlighted de¬ 
tails corresponding to the films 
emulsion. Interchangeable fil¬ 
ters available. With neck chain 
and pocket case. Please use 
stock numbers when ordering. 
#1—B&W Viewing Filter 90-50 
#2—Color Viewing Filter 

ND 2-0 
#3—Color Viewing Filter 

(High Speed Film) 

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. 

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 4V2" 
diameter too! 

UIJ J dI 

RECTANGULAR 
FILTERS 

for Arri 16 matte box. Avail¬ 
able in all colors and neutral 
densities 0.1-1.0. 

71 Jane Street, 
Roslyn Heights, L.I., N.Y. 11577 
Dealers throughout the world. 

CREATORS OF DISTINCTIVE IDEAS 
AND DESIGNS FOR 
SPECIAL PHOTOGRAPHIC EFFECTS FOR 
MOTION PICTURES AND TELEVISION 

TITLES - GRAPHICS • MINIATURES 
BLUE BACKING - INSERTS 
MATTE PAINTINGS - OPTICALS 
SPECIAL UNIT PHOTOGRAPHY 

Main Office: PARAMOUNT PICTURES 

5451 Marathon Street, Hollywood, Calif. 90038 
(213)463-0100 
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NIGHT 
VIEWING 

DEVICE 

Neither rain nor snow nor sleet 
nor 

... can now stay you from inconspicuous docu¬ 
mentary photography or surveillance. The 
Javelin Night Viewing Device amplifies light the 
same way a sound amplifier amplifies sound. 
No supplemental illumination is required. The 
Night Viewing Device allows an observer to see 
events occurring at scene illumination levels 
lower than starlight.   

The Javelin Night Viewing Device 
comes with a 10X magnifying eyepiece 
for direct viewing. Adaptors for most 
popular cine and still cameras are 
available. It will also adapt to most 
Vidicon T.V. cameras. Operates for 
50-60 hours on standard “A” batteries. 

MODEL 221 
apollo lasers 

javelin 
division 

Available for rental and sale from 

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 

WE TRUST 
Precision Cine/Optics 

Jim Freeman of MacGillivray/Freeman Films 

Producers of "Five Summer Stories" 

Directors, Photographers, Editors of "Above San Francisco" 

"99% of our shooting is on remote locations. We need to 
be absolutely sure of the reliability of our equipment. In 
our 10 years experience with Century, never once have 
they failed us! With Century's service, we no longer worry 

about the accuracy of our lenses, WE KNOW! 

CENTURY PRECISION OPTICS is the most specialized zoom lens repair facility in the world. Experts 

in Angenieux and virtually every type of zoom lens. 

25 YEARS OF PROFESSIONALISM IN MOTION PICTURE OPTICS 
Write or call our service manager, Steve Manios 

Zoom Lens Repairs 
Angenieux Specialists! 

10661 BURBANK BLVD. NORTH HOLLYWOOD, CALIFORNIA 91601 (213) 766-3715 
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ACADEMY GROUND-BREAKING 

Continued from Page 1417 
A 

The history of the American film and 
that of Southern California are intimate¬ 
ly intertwined. The elegance and diversi¬ 
ty of Wilshire Boulevard and the civic 
achievements of the City of Beverly 
Hills are well known. We look forward 
to being a part of this city, growing with 
it, and, hopefully, adding in small meas¬ 
ure to its lustre. 

"We are pleased that the Mayor of 
Beverly Hills, whose husband, George 
Seaton is a past president of the Acade¬ 
my, is here to welcome us to her city. / 
should like to introduce Mayor Phyllis 
Seaton." 

Mrs. Seaton expressed her great 
pleasure in having the Academy estab¬ 
lish its new headquarters in Beverly 
Hills, after which, with the help of Mr. 
Taradash, Mr. Mirisch and a three- 
handled shovel, she officially broke 
ground for the new building. 

The Academy has been headquar¬ 
tered at its current address, 9038 Mel¬ 
rose Ave., for 27 years. Additional 
offices have been leased in a nearby 
building because of lack of space. 

General contractor for the new build¬ 
ing is Buckeye Construction Co. Archi¬ 
tect is Maxwell Starkman, A.I.A. ■ 

Shooting 
near 

Atlanta? 

RENT* or BUY from 
the South's complete 
equipment source. 

I 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. 

• 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. 

chlarfta Film Equipment Rentals^ 
1848 BRIARWOOD ROAD, N.E. 

ATLANTA, GEORGIA 30329 
404/633-4101 
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FILMING "FOUR CHILDREN" 

Continued from Page 1411 

If you’re thinking Arriflex... 

think 
Camera Mart. 

SONOREX INTERLOCK 
PROJECTOR 

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

ARRIFLEX 35mm CAMERA 
Model 11-C incorporates the latest 

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

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

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

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

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

Write for descriptivejiterature. 

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

RENTALS o SALES o SERVICE 

rest of the scene to make it work. 
The segment on Chris Twyman, the 

boy who lives in the inner city, was 
handled in a completely different style. 
Every scene for this segment was hand¬ 
held, and no fill light at all was used. 
The resultant image, of course, is very 
harsh and looks just as I hoped it would. 
I tried to make use of a lot of down 
angles with longer lenses to pile things 
up. Hand-held scenes with long lenses 
are usually bad news, of course, but 
here they worked quite well. In one 
scene we placed the camera right on the 
sidewalk and racked to the 120mm end 
of the lens to get a view of Chris as he 
appeared to walk right up out of the 
sidewalk, due to the compression of the 
long lens. Since the camera was sitting 
on the sidewalk, this scene was too 
steady and we had to introduce a bit of 
shake so it would match with the rest of 
the sequence. 

In another sequence we watched 
Chris box with his brother as a group of 
neighborhood kids cheered them on. 
After getting enough angles and cut 
material with the zoom, I changed to 
the 5.7mm lens. This was the only time 
I used it in this segment. I made sure the 
closure was shut on the eyepiece and 
just held the camera in my hands waist 
high and had both boys box with it. The 
lens almost got KO'd, but when the 
footage was intercut with the other 
material and sounded, that angle made 
the sequence. 

The final segment was on a young 
Mexican/American migrant farm 
worker. It was to be filmed on a farm in 
the central region of Ohio where 
thousands of migrant workers come 
each year at harvest time. Arrangements 
had been made for us to film on a 
certain farm. The migrant situation, of 
course, is notorious for the poor work¬ 
ing and housing conditions afforded the 
laborers by some farmers. Shortly after 
we began filming a truck pulled up 
driven by the rather red-neck brother of 
the farmer who had given us permission 
to film. I guess the man was not aware 
of our arrangements because he 
attacked us with a hammer! When he 
was done he had hit Robertson in the 
stomach twice, driven the hammer 
through a four-foot reflector held by 
my assistant cameraman, Hie Agopian, 
and smashed the Arriflex I had on a 
shoulder pod at the time. It seemed the 
man, a Marvin Detling by name, liked 
film crews even less than he did migrant 
workers. 

At any rate, a week later, with new 
arrangements and a rented camera we 
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headed for another farm. This time 
things went much smoother. For this 
segment I wanted to play up the flat 
sameness of the land, and I used a 
25mm lens for the majority of scenes. I 
composed exteriors low in the frame, 
giving about two-thirds to sky and 
one-third or less to the ground line. I 
never used frame devices for any vista 
shots either. I tried to capture a same¬ 
ness to the scenes in this segment. The 
fact that cloudy weather prevailed for 
most of this part of our schedule helped 
a lot too. 

FOUR CHILDREN was shot in 
16mm on type 7252 stock. I used an 
Arriflex BL, but with a 1200' magazine 
in most cases. This is my personal 
preference. Production on a film of this 
type moves rather fast and I feel the 
slight extra weight is more than offset 
by fewer reloads and less chance of 
running out of film in mid-scene. Our 
lens complement consisted of an 
Angenieux 12-120mm zoom, and a 
Tegea 5.7mm super-wide lens. We took 
along a complement of Mole-Richardson 
quartz lighting equipment and, of 
course, a Nagra with various mikes for 
sound recording. The entire picture was 
shot with a small crew out of preference 
rather than necessity, due to the subject 
matter. We felt that the less disturbance 
we made, the better. In addition to Tom 
Robertson and myself, we had an 
assistant cameraman, and a soundman. 

When I heard that FOUR 
CHILDREN had won the first place 
gold medal in the Ethnic and Cultural 
Documentary category at Atlanta, I was 
very pleased, but not overly surprised. 
It's a very good film! But, of course, it 
was worked on by a number of very 
talented people. Tom Robertson pro¬ 
duced it, made an excellent choice of 
the four kids, and wrote a beautiful 
script. Hie Agopian was my capable 
assistant cameraman, and Don Regens- 
burger handled both location recording, 
and all post-production sound work. 
Incidentally, the only original tracks 
used in the final mix involved dialog. All 
other tracks were post-dubbed. Over 50 
loops were pulled to "Foley” sound 
effects, and the end result is the 
smoothest sounding job I have ever 
heard for a television production of this 
type. 

Narration is by Jack Gwyn. An orig¬ 
inal score and songs were composed and 
performed by Rob Reider, a most 
talented singer and musician. Negative 
cutting was done by Daniel Louis. 
Cinema Research handled the main title 
optical work. 

In retrospect, FOUR CHILDREN 
was an interesting and exciting project 
to direct, shoot, and edit. ■ 

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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By MICHAEL HARRIS 
Producer/Director, 

HMS FILM CORPORATION, Tampa, Florida 

Special Jury Award-SILVER MEDAL 

For twenty-six years the nuclear- 
ravaged Bikini Atoll in the South Pacific 
has remained undisturbed, unexplored, 
and unphotographed. When I finally 
obtained permission from the Federal 
Government to lead a civilian motion 
picture expedition into the historic area, 
I knew I would need the best people 
available. 

The dangers would be extreme: infes¬ 
tation of man-eating sharks was report¬ 
edly the highest in the world, hazardous 
radiation still lingered on in many plac¬ 
es, and the sunken wrecks were filled 
with live explosives. 

The challenges would also be magnif¬ 
icent: filming in the darkened depths, 
200 feet below the surface, to record 
the colorful spectrum of light and eerie 
shadows amid monstrous warships. 

The result would be an exciting 
cinematic adventure titled "DEADLY 
FATHOMS", with dramatic narration 
by Rod Serling, and a totally original 
music score by Paul Lavalle, conductor 
of the Radio City Music Hall Symphony 
Orchestra. 

We would be giving the world its first 
glimpse of the infamous atomic grave¬ 
yard at Bikini and a close-up view of 
what man and his more than twenty 
nuclear bombs had done to Mother 
Earth. 

Flexibility was a key factor in decid¬ 
ing which film gauge to use. The deci¬ 
sion to go with 16mm, and eventual 
blow-up to 35mm for theatrical release 
meant that members of the film crew 
had to be tops in their respective fields. 
We couldn't afford to play games with 
poor exposure, careless camera work 
and sloppy sound recording. Everything 
recorded on film would be greatly exag¬ 
gerated when blown up, and had to be 
as slick as possible. 

Fortunately, the crew members 
turned out to be the very best. They 
were not only highly professional, but 
tremendously innovative, a quality that 
is essential in a spontaneous and unpre¬ 
dictable production like this one. 

Another aspect that challenged our 
imaginations and creativity was the use 
of World War II stock footage. Months 
were spent gathering film from the 
National Archives, Navy Department 
and Air Force, to precisely match sever¬ 
al sequences of ships and planes found 
on the floor of Bikini Lagoon. But, it 
was all worth the time and effort. 
Juxtaposition of stock shots and new 
footage has created a ghostly trip 
through time and space. 

We selected Technicolor to handle 
our enormous deluge of lab work, Adri¬ 
an Mosser's Cineservice, Inc. to tackle 

the challenge of blowing our film up to 
a high-quality theatrical print, and Mod¬ 
ern Film Effects to do opticals and 
titles. 

"DEADLY FATHOMS" will go into 
national release very soon. ■ 

Underwater filming crew for the HMS Film Corporation production of "DEADLY FATHOMS", 
winner of Special Jury Award—Silver Medal at the Sixth Atlanta International Film Festival. 
(Front left) Rick Frehsee, (Front right) Bruce Mounier, (Back left) Van Smith, (Back right) Bob 
Cheffer. 

TOPSIDE PHOTOGRAPHY 
OF"DEADLY FATHOMS" 
By NORMAN J. VIRAG 
Topside Cinematographer 

"How would you like to go to the 
South Pacific to shoot a documentary 
film?" 

That was the question put to me one 
day over the phone by Mike Harris, 
Producer and Director of "DEADLY 
FATHOMS". 

It didn't take me long to make up 
my mind. I anwwered with a question. 
"When do we leave?" 

In less than six weeks, I was loading 
up the essential equipment to cover all 
topside requirements, including an Auri- 
con Cine-voice 16mm camera with F&B 
Ceco conversion to double-system 
sound, a Bolex REX 5 with a 10mm 
lens, and a 12-120 Angenieux lens. 

I decided to shoot ECO 7252 for all 
daytime sequences and EF 7242 at 
night. Both film stocks worked 100% of 
the time, and luckily, I went through 
the entire expedition without one film 
jam in the cameras. 

My assignment began in Honolulu, 
where we shot initial boarding and 
preparation sequences. I decided to 
shoot as much film as necessary to 
capture the flavor of each sequence, and 
to give the editor ample footage for 
cutting. 

We had made arrangements with 
Technicolor for processing and work¬ 
printing before our departure. A courier 
would fly back with each week's shoot¬ 
ing, wait for the original to be proc¬ 
essed, and return with the color work- 
print. Avery old, silent 16mm projector 
was taken along for us to screen the 
workprint. 

I cataloged every roll of film shot, 
sequence by sequence, a precaution that 
proved to be invaluable when the film 



(LEFT) Filming 200 feet beneath the sea for "DEADLY FATHOMS". (CENTER) Expedition mini-sub prepares to "land" on deck of aircraft carrier 
U.S.S. Saratoga. (RIGHT) Deep inside the hangar deck of the Saratoga, divers discover U.S. Hellcats, dive bombers and torpedo bombers in good 
condition, after 26 years underwater. 

(LEFT) Cal Hayashikawa recovers ornate plate from sunken Japanese ship. (CENTER) Film crew, with camera and battery pack, return to the 
decompression line after deep dive. (RIGHT) Mounier, with camera and 1000-watt battery pack, filming on superstructure of Saratoga. 

(LEFT) Diver Van Smith peers into barrel of one of the big 12-inch guns on the battleship U.S.S. Arkansas, at a depth of 150 feet. (CENTER) Diver 
with live torpedos inside hangar deck of the Saratoga. (RIGHT) Diver examines fighter and bomber planes inside hangar deck of the Saratoga. 

(LEFT) Overcome by curiosity, one of the divers "tries out" the cockpit of a Hellcat. (CENTER) Film crew descends from the support ship, trailing 
their light cables behind them. (RIGHT) Filming the sharks that abound in the seas surrounding Bikini atoll. 



The new camera-mounted underwater lighting system developed by Cinematographer Bruce 
Mounier, as a result of his filming experiences in the production of "DEADLY FATHOMS". The 
compact battery pack which powers the rig is mounted under French-made Spirotechnique 
16mm camera. 

went into editing. I exposed more than 
11,400 feet of film over a six-week 
period at many Marshall Island loca¬ 
tions. 

Fletcher (Scoopy) Smith was my 
sound man. He also served as a grip for 
the divers—a job that everybody han¬ 
dled at one time or another in the 
course of filming. 

Our biggest problem with sync shoot¬ 
ing was the umbilical cord which attach¬ 
es the camera to the Nagra tape record¬ 
er. There is only a limited amount of 

space on a ship, which made moving 
around very difficult. The microphone 
had to be wrapped with a 2" thick 
styrofoam pad to cut the wind noise. 
However, this did not seem to affect 
any of our recordings. We also used an 
inline bass filter to help reduce wind 
noise. 

All the photography on board the 
ship was hand-held. I carried the Auri- 
con loaded with a 400' magazine with 
the aid of a body-brace on one shoulder 
and the Frezzolini 100D power-pack on 

the other shoulder for balance. I esti¬ 
mated the combined weight of the 
equipment being carried at around 42 
pounds. 

Most of the photography was done 
during very high light conditions, which 
meant shooting mostly between F/11 
and F/8. The high light condition posed 
the problem of dark eye sockets. But, 
we had to live with it, since it was 
impossible to light each subject during 
shooting. Only a few of the sequences 
had to be re-staged. Other than those 
obvious spots in the film, the complete 
production was shot as it all happened, 
when it happened. 

I concentrated primarily on the div¬ 
ers preparing for each dive and their 
eventual return to the surface. Sound 
man Fletcher Smith and I had to be 
ready at all times to capture the action 
on the spot. Since there was no real 
indication what they would find below 
the sea, or what unexpected situation 
might develop, this cinema verite style 
of shooting really kept us on our toes. 

When stopped down to F/8 or F/11, 
the Angenieux lens is very hard to focus 
while shooting. To counter this difficul¬ 
ty, I mounted date rings on my lens for 
both F-stop and focus control. These 
helped immensely when filming hand¬ 
held sequences. Seeing the first work- 
printed rushes, I was very pleased to see 
how well this technique worked. Out of 
the 11,400 feet of film I exposed, only 
200 feet was overexposed, out of focus, 
or unusable. 

Each evening, I cleaned and loaded 
all my equipment, so that it would be 
ready for the next day's shooting. One 
day, Director Mike Harris and I headed 
for an island to shoot footage on the 
beach. It happened to be a fairly rough- 
water day, and our 16' runabout 
bounced all over before we reached 
shore. We finally made it, set up the 
camera on the tripod to shoot, and I 
noticed that my viewfinder was com¬ 
pletely fogged. Apparently, some water 
had gotten into my camera case during 
our rough ride to shore. We hadn't 
carried any tools to the island, for 
repairing the lens, so Mike and I decided 
to return to the ship. We loaded the 
equipment back into the runabout and 
started to shove off, but couldn't get 
the motor started. We had left word on 
the ship that we would be back in a few 
hours, so nobody got very excited when 
we didn't return. I decided to get my 
equipment out of the runabout and 
back on shore. 

The afternoon sun was disappearing 
and the ship had still not noticed our 
overdue absence, so I decided to walk 
the length of the island for help. It was 
well past dark before I arrived at the 

Bruce Mounier shown with light package and camera combination used for underwater filming. It 
consists of one self-contained battery pack and cable lights connected to a surface power supply. 
The system could either be camera-mounted or hand-held by the diver/cinematographer. 
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construction site on the other end of 
the island. A foreman radioed the ship, 
explaining our situation and asking that 
we be picked up. 

Next morning, I got out my acces¬ 
sory tool bag, which includes a wild 
assortment collected over the years, and 
proceeded to take apart my Angenieux 
zoom lens. I had never taken a zoom 
lens apart before, let alone in the middle 
of the Pacific, thousands of miles away 
from Precision Optics. 

I discovered several droplets of water 
near the rear of the lens. Not wanting to 
disturb the elements, I decided to leave 
the lens out, under shade, for the water 
to dry. This worked . . . but left several 
water spots on the elements. I very 
carefully cleaned the lens with the lens 
cleaner and reassembled it. I hoped that 
all my efforts had not damaged the lens. 

I mounted the zoom back on the 
camera, tested it with a short piece of 
film and souped it on the island. I found 
everything to be functioning properly. 
My makeshift optical workshop in mid- 
Pacific had been a success. But, I 
wouldn't recommend it as a normal 
procedure. 

Another problem during our filming 
was rough seas. Having to shoulder-carry 
the camera while shooting sync sound 
ended up being quite a challenge. Since 
I knew the film was going to be blown 
up to 35mm for theatrical release, it was 
even more important to have a steady 
camera, as all movement is accentuated 
during this step-up. 

I had taken forty-eight 5” rolls of 
Scotch 111 14" tape to use on the Nagra 
recorder. I have used this stock for years 
without any problems of stretch, and 
this trip was one of the toughest assign¬ 
ments on men and equipment. We ex¬ 
perienced no problems at all with this 
tape and every scene was in sync all the 
way through every take. The Nagra 
performed as expected ... a fantastical¬ 
ly reliable machine! 

The Auricon is not equipped with an 
internal slate system, so we had to use a 
clapboard. I was very particular that 
each scene be recorded correctly on 
each slate, and again, this information 
proved invaluable during editing. I 
know, because I also edited the film. 

This was a grueling assignment for 
both men and machines, testing their 
strength, courage and reliability. ■ 

UNDERWATER PHOTOGRAPHY 
FOR"DEADLY FATHOMS" 
By BRUCE MOUNIER 
Cinematographer and Underwater 
Lighting Director 

When HMS Film Corporation of 

The DC-6 used on the expedition unloads submarines, decompression chambers, diving and 
filming equipment in Majuro, the political and population center of the Marshall Islands. 

Tampa, Florida asked me to handle 
underwater filming and lighting on their 
feature film, "DEADLY FATHOMS", I 
quickly accepted, not realizing the chal¬ 
lenges and hazards we would be facing. 

Luckily, I had been unknowingly 
preparing for the problems of the Bikini 
expedition for a long time. Two years 
had been spent working on my own 
documentary film, "SEARCH FOR 
THE BLUE HOLES", concerning the 
discovery and exploration of uncharted, 
shark-infested depressions in remote 
areas of the Great Bahama Bank. It was 
this unique experience, filming at great 
depths in dark, dangerous waters, that 
provided me with an extensive back¬ 
ground in tough lighting situations. 

But, even with that experience be¬ 
hind me, there would be a whole slate 
of new problems on the expedition to 
Bikini. For the past twenty-six years, no 
one had successfully filmed the ghostly 
wrecks at the infamous atoll test range. 
Besides the threat of dangerous radia¬ 
tion levels, filming had been prevented 
by deep water, poor lighting conditions, 
and extremely heavy shark infestation. 
The area is also rather inaccessible to 
most divers, being situated more than 
500 nautical miles from Majuro, the 
capital of the Marshall Islands in the 
South Pacific. In addition, until 1968 
the U.S. Government had prohibited all 
civilians from entering the area. 

To obtain the high-quality image 
necessary for a theatrical feature of this 
magnitude, a superior lighting system 
was essential. It would be required to do 

things that no other underwater movie 
lighting system had ever been required 
to do. I selected a system that I had 
developed and constructed while filming 
the documentary on "blue holes". 

It consisted of one self-contained 
battery pack and cable lights connected 
to a surface power source. The system 
could either be camera-mounted or 
hand-held by the diver/cinema¬ 
tographer. 

The battery pack was constructed of 
a polyvinyl chloride tube, 10" in diam¬ 
eter and 22" long, with 25 high- 
discharge NiCad 24 amp-hour cells 
weighing 80 pounds. Under water, the 
unit weighed in at 20 pounds. 

The light head and reflector were 
machined from an 8"-diameter bar of 
aluminum and contained three 350- 
watt, 30-volt, Sylvania quartz lamps 
with a dry reflector covered by a 6" 
glass dome, with a flood beam of 65° to 
90°, operating at 1,050 watts for a 
continuous time of 25 minutes. 

The cable system was made up of 
450 feet of 10-2, polyvinyl chloride- 
covered electrical cable, with flotation 
buoys every fifteen feet making the 
cable slightly positive. A special "Y" 
connection with two 100-foot lengths 
of 12-2 cable was added with Electro 
Oceanic connectors at each end for 
underwater plugging/unplugging of the 
two light fixtures. This gave us a total 
cable length of 550 feet. 

The light fixtures of the cable system 
are the "in-water" reflector type, utiliz- 
Continued on Page 1462 
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Mixed Media-GOLD MEDAL 

By RICHARD TAYLOR 
with AUGUSTUS BORGHESE 

There are three big strikes against 
every independent film-maker, especial¬ 
ly those outside the major film-making 
centers. There's the old "Catch-22” of 
the film business, "We'll let you make a 
film, if you show us an example of your 
work, to prove you can make a film." 

"But this is my first attempt at this 
type of film." 

"We'll just have to see an example of 
your work." 

"But this is my first attempt...!" 
Most of us have heard it before—strike 
one. 

The second problem is purely physi¬ 
cal. Films cannot be made without 
equipment, and you have to know how 
to use the equipment. 

"You want to make a dramatic film? 
All sync sound! Where are you going to 
find the sound equipment, enough 
lights, the actors; who is going to write 
the script?" 

Sound familiar? Strike two. 
Last problem, and certainly the big¬ 

gest—films cost money. Lots of money. 
Very few film-makers are independently 

(ABOVE LEFT) Comic book covers, designed by Steve Snyder, used as props in the film. (CENTER) Actor/artist Steve Snyder with Director 
Richard Taylor. (RIGHT) Exterior of the Comic Book Institute. (BELOW LEFT) Frame blow-up: Interior of Comic Book Institute. This scene was 
shot with the 5.7mm lens. (CENTER) Snyder is bombarded by one of the many black powder "ray blasts" used in the film. (RIGHT) "The Rock" 
drags Snyder. This effect was created by having someone drag Snyder along, and then covering the person with "The Rock" by means of the bi-pack 
process. 



(LEFT) "The Volt", a walking electrical charge, approaches Snyder. (CENTER) "The Volt" blasts Snyder with a healthy electrical shock. (RIGHT) 
Snyder, having been dumped into a water-filled quarry, swims to what he thinks is safety, only to be confronted by "The Rock", who is waiting on 
the bank to give him a bad time. Extremely precise balancing of color tones and exposures was necessary in order to make these combined animation 
and live-action scenes credible. 

wealthy. Very few people give poverty- 
stricken film-makers money to make 
films. Strike three—you're out! 

To anyone who has tried to put a 
film together, none of this is new. This 
is the story of our struggle to overcome 
these obstacles. It's not any real answer 
to the problem; luck had a lot to do 
with it. 

Strike one was the easiest. I was 
lucky enough to get a job making films 
right after I graduated from college. 
Through a general lack of interest in 
film by the station's management, I had 
almost complete control over these 
films. One of my efforts won the 
Special Jury Award at the Atlanta Film 
Festival. We had the ''ace in the hole," a 
film to show. But it was a documentary. 

and I was talking about a drama. Think¬ 
ing ahead, I'd put as much drama in my 
documentary as possible. I went as far 
as adding a duel between two gladiators. 
How that ever got into a film about an 
artist is worth another article, but I 
could get around the first problem. I 
had proof I could make a film. 

Strike two wasn't bad either. Equip¬ 
ment? Well, I was located in southern 
Indiana, not exactly the film capital of 
the world, but, I was also located in the 
middle of Indiana University. With a 
little begging and borrowing we had 
access to an Eclair NPR, Nagra IV and 
some lighting equipment. There was also 
an Oxberry animation stand on campus. 

Did I know how to use this great 
selection of film gear? Well I had an 

award-winning picture that I had filmed, 
written and edited. 

So much for strike two. I could get 
equipment and use it. What more could 
you ask for? 

Money! And I did ask—with little 
success. Plenty of ambition, lots of 
ideas, experience to carry them out— 
and nothing. Nothing at all. I spent a 
year entertaining my friends with all my 
script ideas. Their general reaction was, 
"Gee, that would make a great film!" I 
thought so too; why didn't anybody 
else? 

Then in June 1972 I said goodbye to 
strike three. I found a folder in my 
mailbox. It had floated from depart¬ 
ment to department until, since nobody 
knew what else to do with it, it ended 
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(LEFT) Animation combined with live-action, showing "Mr. Strength" stalking the hero. (CENTER) "The Cockroach", clinging to a corridor wall of 
the Comic Book Institute, gives the hapless Snyder a swift kick. Precisely timed co-ordination of animated and live action was necessary to make this 
effect believable. (Right) "The Cockroach" discovers that Steve has dropped his keys. Dialogue of animated characters was expressed by means of 
typical comic strip "bubbles". 

(LEFT) Snyder threatened by "The Black Viper". The viper is an animation cel bi-packed with the live-action scene. (CENTER) A scene showing 
"The Viper" firing a ray blast at Snyder. The ray itself is an animated dot of light that travels from the gun barrel to the target. (RIGHT) The blast 
itself, actually a black powder charge, explodes next to the terrified Snyder. 

pfctOpiP 
KEYS! 



(LEFT) Director/cinematographer Richard Taylor takes a meter reading before shooting scene with Steve Snyder. (RIGHT) Taylor at the Oxberry 
animation stand carefully brushes dust from one of the cels. The production of this intricate mixed-media animated/live-action film was enormously 
complicated and required the utmost precision at every stage. 

up in my box. Station KRLN in Austin, 
Texas, was setting up the Southwestern 
Creative Film Center on a $200,000 
grant from the Corporation for Public 
Broadcasting. They were giving grants 
up to $5000 to independent film¬ 
makers, and there were no restrictions 
on subject matter! Drama was in! Be¬ 
lieve me, this is very unusual in public 
television. But who cared? MONEY! 

I pulled out about ten scripts I felt I 
had to shoot immediately. The other 
fifty could wait. I chose the most 
complicated of the ten, entitled “COM¬ 
IC BOOK". I cleaned it up a bit and 
sent it off with a copy of my other film. 
Three weeks later I had the grant. 

I had two problems right away. In 
desperation to get the money I had 
pruned the budget down to the bone. I 
promised a thirty-minute film, thirty 
percent of which was to be full-scale 
animation combined with live action, 
that would cost $2100. That was my 
first lesson: Have some self-confidence 

in your work. I could have gone for the 
full $5000, but I chickened out. I was 
to learn later that this was a big mistake. 
Problem number two: it couldn't be “I" 
anymore, it had to be "we”. I was going 
to need help—lots of it. 

I went over my script again, it went 
like this: College student Ralph Baggit 
drives up to a huge vault-like building. 
Outside is a giant sign reading “Comic 
Book Institute.” Baggit drives down a 
long underground ramp and through an 
enormous metal door that raises to 
admit his car. The inside of the Institute 
is a huge concrete tomb. Baggit meets 
the librarian, a severe woman about a 
foot taller than himself. He tells her he 
is writing a thesis on the evils of comic 
books. They are destroying the moral 
fiber of America's youth. The librarian 
leads Baggit through winding tunnels to 
a vault full of old comic books. Here, 
alone, he continues his tirade against 
comics, speaking into a tape recorder. 

“The darkest blot on this thoroughly 

decadent industry was Mighty Fine 
Comix Group, published from May of 
1949 to January 1952. These criminals 
were responsible for publishing such 
garbage as Mister Strength, The Volt (an 
electric man). The Cockroach (a six- 
limbed, orange-costumed maniac who 
delights in stomping his victims sense¬ 
less); The American (who would rather 
not get involved); Waterman; and the 
gigantic stone man. The Rock." (A 
comic book is shown for each charac¬ 
ter.) 

But all these characters (satires on 
familiar comic heroes) pale next to the 
supreme villain, The Black Viper. 

After a verbal attack on all these 

"super-heroes”, Baggit looks up and 
finds himself face to face with The 
Black Viper, in animated form! 

The rest of the film was to be an 
exciting chase, the Viper after Baggit, 
with the Viper harassing his victim with 
a ray-gun. During the chase Baggit meets 
all the comic characters he has de¬ 
nounced. They are also in animated 
form. None of them will help him. In 
fact all express extreme displeasure at 
his very presence. The chase leads to a 
spectacular finale and a twist ending. 

One look at that script and I knew I 
was in trouble. All that in six months 
for $2100! 

My first job was to get my crew. My 
film assistant, Augie Borghese would act 
as soundman and producer. Two friends 
interested in film, Paul Brown and Mike 
Orloff, would work as assistants and 
grips. Steve Snyder, one of the best 
natural cartoonists I've ever known, had 
the tough job—the graphics. It was 
Steve's job to draw all six covers of the 
“comics" in full color, and they had to 
be totally realistic. He also had to draw 
three full inside pages of these comics, 

As "The Black Viper" zaps Snyder, black powder blast rigged by special effects expert Roy 
Weddle is exploded. Cinematographer Taylor hand-holds the Eclair NPR to shoot the scene. 



(LEFT) In this gag shot, "The Rock" terrifies Snyder by lifting him high overhead. (RIGHT) During a break between scenes, all is forgiven. Snyder 
cozies up to "The Rock" by offering him a cold drink (which he can't swallow because of his gravel throat). "The Black Viper" sits sulking nearby, 
while Taylor discusses set-up for the next scene with producer/soundman Augustus Borghese. 

all the signs in the institute, the opening 
and closing titles, and the biggest job of 
all, the animation. He did it all beauti¬ 
fully. 

The crew assembled (and let me 
state here that all of us did a little of 
everything. There were no single jobs. 
We all handled equipment, set up lights, 
etc.). Now we had to scout locations. 
For the Institute we finally chose the 
University's new basketball stadium. We 
wanted the building to be desolate and 
alone, surrounded by rolling fields. Al¬ 
though the stadium was surrounded by 
the university on three sides, it was built 
on a slight hill. With the camera set low 
and the empty parking lot stretching 
out before us, the proper bleak atmo¬ 
sphere was obtained. 

The concrete basement of the sta¬ 
dium served as the Institute's interior. It 
was full of long corridors and huge 
rooms, and there was a long under¬ 
ground ramp leading to a huge metal 
door. "Baggit” could drive his car right 
into the Institute. The exteriors were 
filmed within a thirty-mile radius of the 
university. The largest limestone quarry 
in the world is nearby, and we used its 
deep pools and unusual rock formations 
for the Waterman and the Rock se¬ 
quences. There was a convenient woods 
next to the university swimming pool. 
The pool was loaded with outdoor A.C. 
outlets and we were able to shoot all 
our night scenes night-for-night, thanks 
to the nearby power source for our 
lights. Baggit meets the Volt in these 
woods. Finally, a strip mining area 
provided a desolate hilly location for 
the climax of the film. 

These locations proved far more im¬ 
portant than one might think. The 
physical surroundings set a mood, creat¬ 
ed a feeling that really helped the film 

along. Often the scenery will inspire 
ad-lib ideas that prove better than those 
of the script. This happened several 
times, as you'll see later. 

With our locations found and film 
tests completed, we started casting. 
Luckily there were only three parts, 
Ralph Baggit, the Librarian and the 
Blacky Viper. The Viper was originally 
going to be all animated, but when we 
realized that he appears in more than 
half of the film, we had to give that idea 
up. Instead, he first appears animated 
then changes into a real character. The 
transformation scene turned out to be 
one of the most impressive scenes in the 
film. In another economy move, Mike 
Orloff would play the Viper (a non¬ 
speaking part since all the comic charac¬ 
ters speak with comic style "voice 
bubbles"). 

We now had the problem of creating 
an outfit for the Viper. My wife, Kathy, 
sewed up a black body suit and a 
flowing red-lined cape. The red stock¬ 

ing-like boots and briefs were purchased 
at a lingerie counter. We got some 
pretty weird looks! "I'd like the largest 
pair of red panties you have please!" A 
huge black hat and an army surplus gas 
mask completed the costume. Total 
cost—about $15. 

Tall, attractive Anita Pedersen, a 
student, would play the Librarian. I had 
spotted her in the hall one day and she 
looked the part, so I asked her to read 
for it. She was perfect. That left us with 
Ralph Baggit. We tried actor after actor, 
professional and amateur—none worked. 
I was getting desperate! Then I saw our 
artist, Steve, joking with the script and 
delivering some of the lines. Fantastic! 
There was Ralph Baggit right under our 
noses. The cameras were ready to roll. 

The photography was going to be 
difficult because we were lacking a good 
supply of a very important item—lights. 
For the most part we used two Color- 
tran Mini-Pro kits, consisting of six 
Continued on Page 1456 

(LEFT) The crew sets up for low-angle close shot of "The Black Viper", chief villian of the piece. 
Note Eclair NPR on homemade low-boy. (RIGHT) Doug Babb, composer of the electronic 
musical score, works at the Moog Synthesizer with Producer Borghese to create special sound 
effects. 



(LEFT) Formally attired crowd packs the Grand Ballroom of Atlanta's Stouffers Inn for Awards Banquet. (CENTER) Members of Board of Advisors 
and honored guests join J. Hunter Todd at main banquet table. (RIGHT) Producer John Peckham alternates with Todd in announcing the awards. 

(LEFT) Jamil Delhavi accepts Interfilm Award medal for Best Student Film, "THE GUITARIST". In addition to cash award from Interfilm 
Productions, he received Mini-Pro Lighting Kit, courtesy of Berkey/Colortran. (CENTER) Hollywood Producer Roger Corman accepts Gold Medal 
for "LA PLANETE SAUVAGE", Best Animated Feature. (RIGHT) Mik Derks gleeflully holds coveted Silver Phoenix statuette, while co-director 
Steve Poster makes acceptance speech in acknowledgement of Best Short Subject award for "ANOTHER SATURDAY NIGHT". 

In this fanciful illustration for an article on the Atlanta Film Festival, which appeared in the August 1973 issue of PLAYBOY Magazine, Scarlett 
O'Hara and Rhett Butler (as played by Vivien Leigh and Clark Gable in the film version of "GONE WITH THE WIND") return to their hometown, 
Atlanta, to sip a julep and watch the Festival screenings. Reproduced courtesy of PLAYBOY Magazine. Copyright © 1973 by PLAYBOY. 



ATLANTA FILM FESTIVAL 
Continued from Page 1393 

short, "BALLET ADAGIO” by that 
inspired film artist, Norman McLaren of 
the National Film Board of Canada. The 
Canadian features include "U-TURN", 
"KAMOURASKA” and "ONCE UPON 
A HUNT". 

The "biggie" of the group is 
"KAMOURASKA", an ambitious peri¬ 
od melodrama that features impeccable 
performances by Genevieve Bujold and 
a strong supporting cast, superb photog¬ 
raphy by Michel Brault, and very solid 
production values. Despite all of these 
plus elements and the fact that the 
script was adapted from a best-selling 
novel, I find the film's content to be 
disappointing. In my opinion it is little 
more than a glorified soap opera con¬ 
cerning a group of people toward whom 
it is impossible to feel the slightest 
sympathy, let alone empathy. The jazzy 
flashback editing is also out of key with 
the film's mood and does little to clarify 
the coherence of the story line. I regret 
to say that, to me, the vehicle seems like 
a great waste of a lot of very fine talent. 

"THE PAPER CHASE", a finely 
wrought film that manages to be both 
intelligent and entertaining, rates high 
with the audience, as does "THE LAST 
AMERICAN HERO”. The latter, having 
to do with the son of a moonshiner who 
becomes a drag-race champion, is a 
solidly authentic slice of Americana, 
with a sharply drawn characterization 
by Jeff Bridges and excellent perfor¬ 
mances by Art Lund, Geraldine Fitz¬ 
gerald and Valerie Perrine. 

Two animated features score heavily 
with the audience. The first, American 
International's "HEAVY TRAFFIC", 
was created by Ralph Bakshi (who also 
gave us "FRITZ THE CAT") and it is a 
dazzling satirical send-up of all the 
standard mores of modern society. The 
second, "THE SAVAGE PLANET", is a 
stunning French-Czechoslovakian co¬ 
production with an allegorical theme. It 
features an intricately shaded style of 
animation that is totally unique. 

I am happy to note that "VISIONS 
OF EIGHT", Wolper Productions' film 
of the Munich Olympic Games, as seen 
through the eyes of eight internationally 
famous directors, is very well received 
by the audience. Knowing that I was 
one of the many cameramen involved in 
the shooting of the picture, Hunter 
Todd, in a sudden inspiration, asks me 
to tell the audience a bit about the 
making of the film, prior to its screen¬ 

ing. What can I really say about a 
project of such sweeping magnitude, 
without going on for hours? I cite a few 
basic facts about the production, and 

then tell the audience: "Confucius said 
that one picture is worth 10,000 words. 
So, with that in mind, I'll turn 'VI¬ 
SIONS OF EIGHT' over to the tender 
mercies of the projectionist—and I hope 
you'll enjoy watching it as much as I 
enjoyed working on it." 

And I think they did. 
I must say that I found the Bulgarian 

film, "THE GOAT HORN" to be abso¬ 
lutely fascinating. The period is the 
17th Century and the action takes place 
in a small highland village of Bulgaria, 
then suffering under Ottoman rule. It is 
a quite unusual and highly dramatic 
story, extremely well acted and beauti¬ 
fully photographed in a stark black and 
white style. I find the medieval customs 
portrayed in the film to be most exotic 
and interesting. 

"CHARIOTS OF THE GODS", 
though a touch too long, is another 
feature that holds me and the rest of the 
audience practically spellbound. It is an 
expertly made in-depth documentary 
based on the book of the same name by 
Erich Von Daniken and deals with the 
many tangible evidences on Earth sug¬ 
gesting that this planet was visited by 
extraterrestrial beings centuries ago. 
One doesn't have to be a space-freak to 
find this film excitingly provocative. 

It has been my experience that, 
during the course of each Festival, there 
is one particular program that complete¬ 
ly captivates the audience, creating an 
atmosphere of pure magic. This year, 
surprisingly enough, that program turns 
out to be the one featuring a screening 
of Valentino's "SON OF THE SHEIK". 

The evening begins with Hunter 
Todd's introduction of famed New 
York organist Lee Erwin, who will play 
the original score accompanying the 
silent Valentino film. The theatre is 
packed with people, most of whom 
were not born until at least a quarter of 
a century after Valentino's death. Er¬ 
win, caressing the mighty non-Wurlitzer 
organ, swings into an overture which 
turns into a mystifying duet when a 
playerless gold grand piano (complete 
with Liberace candelabra) rises out of 
the orchestra pit and tinkles out the 
tune along with him. The crowd goes 
wild. 

But there is yet another surprise in 
store. Todd announces that an unpro¬ 
grammed two-reel Charlie Chaplin com¬ 
edy titled "BEHIND THE SCREEN" 
will now be shown. And so it is, to the 
accompaniment of a witty score by 
Erwin. The young viewers in the audi- 
Continued on Page 1481 

American Cinematographer Editor Herb Lightman takes time off from judging chores on the 
Final Grand Awards Jury to tape a half-hour interview with Jim Whaley for "CINEMA 
SHOWCASE", television series produced by Danny Royal at Atlanta's WETV (Channel 30). The 
same station carried a 12-hour Festival program on the last day, including "Best of the Festival" 
screenings and live coverage of the Awards Banquet. 
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small lights. We also used several 1000- 
watt quartz lights for the big rooms. 

The main entrance room in the Insti¬ 
tute measured about 200' by 100', with 
a 30' ceiling. For this shot we used the 
natural fluorescent lights and filled with 
our quartz. We had the six 650's and 
four 1000's. We used EF 7241 film for 
most of the shots with fluorescents, 
since this film gave us the best color 
rendition under these lights and its ASA 
of 160 gave us the fastest emulsion 
available. 

We used no filters. Of course, the 
quartz lights are balanced for 3200K 
and 7241 is a daylight film. We had four 
dichroic filters for the Colortrans and 
we used these units to key the actors. 
The 1000's were left unfiltered out of 
necessity, and the strange color effects 
actually helped establish the weird 
mood we tried to create for the place. 

To emphasize the "bigness" of the 
Institute we used a 5.7mm lens shooting 
from a low angle. This lens can really be 
abused, so we tried to keep its use to a 
minimum. It also presented a problem 
in light placement. The large entrance 
room was really just a flat-sided con¬ 
crete box. There were a few corridors 
leading off to the sides and we "hid" 
the lights in these. But the ultra-wide- 
angle 5.7mm lens can literally see 
around corners! We ended up with lights 
under the car, behind pillars and even 
behind the actors. 

Because of the vast areas of our 
"sets" and the lack of lights, I would 
often let areas go dark. This helped 
break up the dull gray concrete walls 
and, combined with our "color" effects, 
gave otherwise dismal settings a little 
life. These dark areas would normally 
have been a problem, since reversal film 
tends to accentuate the contrast, wiping 
out any subtlety in the shaded portion 
of the scene. This is especially true of 
EF film. 

We eliminated most of the problem 
by post-fogging the film. This tended to 
bring out much of the detail that would 
normally have been lost. We generally 
fogged to a base density of about 2.6. 
The fogging was done with our Eclair 
NPR. The shutter was set to 90 degrees 
and the lens was removed. The light 
source was a 650-watt quartz lamp. To 
get the correct base density, .25 foot- 
candles of light were needed. To get this 
low a level we taped a 2.0 ND Filter 
over the lens mount and focused the 
light source through frosted glass. It is 
always dangerous to handle your origi¬ 
nal more than necessary, in this case 
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running it through the camera twice, 
but we felt the control we had in the 
fogging was worth the risk. 

All outside locations were filmed 
with ECO 7252. For night scenes we 
used EF 7242. I used the dichroic filters 
on the Colortrans and obtained a bluish 
cast that simulated moonlight nicely. 
Shooting at night is tricky. I'm afraid I 
used a little too much light, a very easy 
thing to do. It's hard to set a low light 
level and then underexpose by one or 
two stops, especially for a cameraman 
used to working in documentaries. Our 
night scenes look a little too "lit" to be 
totally convincing. 

One of the things that to me always 
separates an amateur film from a profes¬ 
sional-looking product is camera move¬ 
ment. A simple dolly at the right time 
can add immeasurably to your film. 
Unfortunately we had no budget for 
any type of dolly. Augie turned inven¬ 
tor and built several wooden platforms 
onto which we could attach the head of 
our NCE tripod. This platform was then 
placed on an ordinary garbage cart and 
held down with 20-pound stage weights. 
These carts can be located in almost any 
large building and, if you can find one 
with good wheels, they make a very 
smooth dolly. We used sheets of ply¬ 
wood to smooth out any rough floors or 
ground. 

I learned a lot as director and cam¬ 
eraman on this film. The most impor¬ 
tant thing was to keep things simple. 
Simplicity in your direction and camera¬ 
work. For example, we had a scene 
where Steve is searching his car for his 
keys. He can't find them and slams the 
car door in disgust. He looks up and 
there is the Viper standing twenty feet 
from the car. A simple scene, the first 
one we shot—and shot, and shot! I took 
the sequence from every angle I could 
think of. Close-up, medium shot, long 
shot, dollies, we did them all. When I 
got the film back and started to edit it, I 
discovered there was no way it would fit 
together! Each shot was fine, but they 
didn't work as a group. We went back 
and shot the whole sequence in two 
shots, one from the inside of the car as 
Steve rummages through it, then cutting 
outside, with the car in the distance. 
The Viper's feet step into the fore¬ 
ground of the scene as Steve slams the 
car door. He looks up and reacts. It 
worked beautifully, and the camera 
placement and lighting greatly enhanced 
the drama of the situation. 

To a director-cameraman used to 
working in documentaries, this simple, 
basic film rule can be amazingly hard to 
grasp. He is used to shooting many 
scenes, often disjointed and incomplete, 
and then piecing them together at the 
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editing table. The documentary film 
tends to be a collection of short 
"events” held together by the fact that 
the viewer knows the subject matter of 
the film. In a film using dramatic 
narrative the director must "flow" his 
scenes together. Tiny details necessary 
to tell the story must fit into the film 
naturally. Each scene must fit together 
to form a coherent sequence. You can't 
use the filmic "shorthand" employed in 
documentaries. Each shot must be 
thought out and planned. To the docu¬ 
mentary director used to shooting now 
and planning later, his usual approach 
can be a disaster in a dramatic film. It 
took a week of shooting before I really 
obtained satisfactory footage. 

We found that, as the shooting pro¬ 
gressed, our scenes became longer. We 
tended to use camera movement, light¬ 
ing and the actors moving within the 
frame to make the sequence work. This 
method worked better than the massive 
editing of many tiny shots. These long 
takes gave us more time to set our 
lighting and rehearse camera move¬ 
ments. It also helped our actors stay in 
their characters. Nothing is more frus¬ 
trating for an actor than to do a long 
dramatic scene in twenty, ten-second 
shots. Of course you also often need 
short shots and quick cutting to en¬ 
hance an action sequence or create a 
dramatic effect. We used this system to 
pace the film. Long scenes with slow 
dolly shots were used during the slower- 
paced dialogue scenes, while the action 
and chase sequences were made up of 
shorter, quicker shots. A simple basic 
method used since film began. It is 
amazing how you can forget these basics 
when you have a crew and actors 
waiting on your every word, rented 
equipment using up your budget and 
you're trying to get the exposure for the 
scene and set up the camera movements 
for the next shot. That was my big 
lesson: plan ahead. If you know what 
you want to do when you get there you 
don't waste time on location. It can save 
days of frustrating reshooting. 

The animation turned out to be a 
bigger job than we thought. First, Steve 
acted out each shot in pantomine. 
Those shots had to be as steady as 
possible or the animated characters 
would "cycle" or move slightly within 
the frame. Our Eclair had a single 
registration pin and it kept the film 
steady enough. It wasn't perfect, but I 
doubt that it could be done any better 
in 16mm. After we had our master shots 
done, I took them over to the Oxberry 
and rotoscoped each frame. The frame 
is projected down onto the compound 
table and I simply hand-traced each 
frame. It was an incredibly time- 
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consuming job, but necessary. We had 
scenes like the Cockroach kicking Steve 
in the stomach. I traced Steve's exact 
body position at the time of the kick 
and the number of the frame where the 
kick occurred. I took all these tracings 
back to Steve who then drew the 
characters in the correct position. Steve 
had never done animation before, so I 
showed him the basics of movements, 
the number of cells necessary to move a 
character's arm from one position to 
another, etc., but once he got into it he 
picked it up on his own. Steve drew and 
inked each cell and my wife and I spent 
several months painting them in. This 
was a real job, since most of the 
characters have highly complex and 
colorful costumes. 

The finished cells and the master 
shots were then taken back to the 
Oxberry and were combined by means 
of the bipack process. 

This is a simple (but again time- 
consuming) process, and it is very hard 
to explain. Basically the master film and 
raw stock are placed in the Oxberry 
camera so that it acts as a simple 
printer. The underlight of the animation 
stand acts as the "printer" light. Each 
cell is opaqued black on the back. When 
the cell is placed on the stand it blocks 
out part of the light; it becomes, in 
effect, a matte. You run through each 
frame this way. If you processed the 
film now, you would have a print of 
your original with a black space the 
shape of the character on each frame. 
But instead of processing it, you wind 
the film back to the beginning, take out 
your original master, and reshoot the 
sequence, using the same cells, with the 
top lights and a black background. Now 
the color figure is inserted into your 
black space. If your top lighting and 
print light are balanced and you make 
each run exactly the same it all works 
fine. After much trial and error we got 
it to work. 

An animation scene that always 
draws comment is one in which Steve 
grabs the Rock and is dragged along by 
the character! People are always looking 
for wires or some other method of 
pulling Steve along. Actually it was far 
more simple. Steve grabbed me, and I 
pulled him along. We just superimposed 
the Rock over my figure. I literally hid 
behind him! 

To make the Viper's gun more im¬ 
pressive I wanted it to shoot out a ray. 
We used black powder charges, set off 
electrically, to provide the explosions of 
the raygun's "hit". The ray itself was to 
appear as a dot of light that would 
travel from the gun barrel to the target. 
We again rotoscoped each of these 
scenes to get the correct position of the 
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gun and target. I then drew the "pel¬ 
lets" of light, in sequence from the gun 
to the explosion, on clear acetates. The 
background was opaqued. This series of 
dots was then photographed on the 
Oxberry on high-contrast film. Depend¬ 
ing on the distance and perspective, 
these ray blasts usually lasted five to 
twenty frames. To complete the effect, 
I simply cut the ray effect into the B 
roll and they printed over the scene as a 
superimposure in the final print. 

Steve turned out to be as good an 
actor as he was an artist. It was a very 
physical role. All the stunts in the film 
are for real. The most dangerous one we 
called the "slide for life". As I said 
before, the location setting will often 
suggest ideas to be used in the film. In 
this case I thought it would be great if 
Steve escaped from the Institute by 
sliding under the huge metal door just as 
it closed. Steve practiced until he could 
slide under with inches to spare. We 
then filmed it about ten times and the 
last take was great. Slowly the door is 
coming down. When it is only about a 
foot from the ground, Steve slides under 
and the door slams shut missing his head 
by an inch! We weren't too worried, 
since the door had a stop button in case 
Steve got in trouble. Then, right after 
the last slide, the building superintend¬ 
ent came running out and informed us 
that the door weighed 21/2 tons and that 
it had fallen three times in the last 
week! Steve was rather pale for several 
days. 

The only stunt Steve couldn't handle 
was a fall off of a forty-foot cliff into a 
lake. He can't swim. I hesitated to use a 
double but I couldn't see drowning our 
star. Paul Brown looked something like 
Steve with his long hair and beard, so 
we used him and did the sequence with 
long shots. No one seemed to notice 
and, in fact, at the premiere, Steve's 
parents asked him if he had learned to 
swim for the film. 

One evening we had a little run-in 
with the local police. Our lights attract¬ 
ed their attention and as they pulled 
into the woods to check things out the 
Black Viper stalked from the bushes, 
ray gun raised high, eyes glowing green. 
Needless to say we got a write-up in 
next morning's paper. About the only 
other mishap occurred during the film¬ 
ing of one of the many explosion 
scenes. Steve had all the hair on his 
chest burned off when we used a little 
too much powder. About that time he 
decided to give up acting and devote his 
life totally to art. 

We tried to do as much location 
sound recording as possible. Often 
things that sounded terrible on location 
could be saved back in the studio. If 
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you can, record everything. You never 
can tell when you might be able to use 
the sound. 

Sound is often almost forgotten. It 
tends to be treated as a necessary 
inconvenience by many young film¬ 
makers. To make a film work you often 
have to put as much work into your 
sound track as you do into your photog¬ 
raphy. Again, it is the little, subtle 
things that make it stand out. After an 
explosion just misses Steve in a large 
open field, I put in the distant barking 
of a dog, as if the sound awakened him. 
The scene takes place at sunset and the 
barking creates just the right mood as 
Steve runs away from the camera. Al¬ 
though the photography is effective in 
the scene, that one little sound effect 
makes it work twice as well. 

I could go on and on about our 
problems, but if you get the chance to 
do this type of film you'll make most of 
the same mistakes we did and work out 
your own solutions. I'd just keep it 
simple, plan ahead and find a good crew 
and you'll make it. 

We finished six months behind sched¬ 
ule, over a year after we started. Luckily 
I had a good crew. They all stuck 
around, they all put one hundred per¬ 
cent of their time and effort into this 
project. Without people like that you'll 
have a tough time getting your film 
done. The budget? Forget it. I was at 
least a thousand over. We had to make 
the film the way we wanted it; we had 
to do it right. This often meant reshoot¬ 
ing scenes, changing the script, renting 
the right equipment, anything expen¬ 
sive—we did it. It all added up, but it 
was worth it. We ended up with a 
polished, professional-looking film. It 
was a lot more work than any of us ever 
imagined, but we are all ready to try 
another film anytime. There's just one 
problem, we need to find the money to 
make it. You see, if we could just locate 
someone who would be willing to put 
up enough ... ■ 

Credits: "Comic Book" 
RICHARD TAYLOR—Cinematographer, 

Director, Editor 
AUGUSTUS BORGHESE—Producer, 

Soundman 
STEVE SNYDER—Actor, Graphic Artist 
MIKE ORLOFF—Actor, Assistant Soundman, 

Grip 
PAUL BROWN—Stunts, Assistant Soundman, 

Grip 
DOUG BABB—Electronic Sound Effects 

Now that we’ve made a 
superior shoulder pod, 
we want some superior 
shoulders to try it on! 

Now, cameramen can get the 
kind of maneuverability or 
freedom they’ve been look¬ 
ing for in a shoulder pod. 
The new Lisand Shoulder 
Pod features full adjustabil¬ 
ity. It adjusts 5 different 
ways. To any camera angle. 
Or any cameraman’s body. 
And leaves hands free at all 
times to zoom ... iris ... or 
focus, no matter what kind 
of flat base camera is used. 

What’s more, its all alum¬ 
inum constructibn keeps its 
weight down to a mere 3V2 
lbs., for the easiest handling, 
ever. And precise machined 
parts give it a beautiful look 
and perfect fit that puts it 
in a class by itself. 

Put your best shoulder for¬ 
ward in a Lisand Shoulder 
Pod. 

MACHINE 
•CORP. 

Lisand 
Free literature and prices, 
write or call: 

352 River Rd./Edgewater, NJ. 07020 
(201) 943-5600 
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for AN IMATION/TITUNG/FILMSTRIP: the thriftfax camera stand: 

Accurate. Versatile. Moderately-priced. Made and guaranteed by 
FAX Company, producer of the first/only combination 12/16 Field 
Disc, used in the thriftfax stand — and available separately. Ask for 
full details. H Animation Cameras — Single-Frame Drives . . . 
Animation Supplies: Tell us your needs or ask for price-lists. 

FAX COMPANY 
475 S. Santa Anita Ave., Pasadena, Calif. 91107 — 213/681-3084 

Major Networks Brighten Up 
TV News Shows 
... with s4n£ SocUUtu 
Dichroic Lighting Filters 

GUARANTEED Not to Fade 
Beyond Kelvin Color Specifications 

The Art Bodkins Dichroic Lighting Filters permit him 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. 

These unique filters can withstand 1200°F, are water resistant, 
and are color-balanced 5600°K±400°K. They come in all sizes, too. 

The Art Bodkins Dichroic Lighting Filters can be obtained for sale 
or rent from most leading dealers. For further information 
write to: 

>4nt OPTICS INC. 

Manufacturers of heat-free lighting equipment 
77 Summer St., Boston, Mass. 02110 
(617) 542-1944 Cable: Bodkins 

FILMING “DEADLY FATHOMS" 
Continued from Page 1449 

ing 1,000 and 2,000 watts in a compact 
design. The reflectors slide up and down 
on aluminum tubes for beam adjust¬ 
ment. A custom designed O-ring sealed 
quartz tube, which can stand a thermo 
shock of 800° Fahrenheit, covers the 
lamp. This protects the lamp and the 
diver, if the lights are on when entering 
the water. 

The lamps were Sylvania 1,000-watt 
and G.E. 2,000-watt, 3400K. There was 
only one lamp failure on the expedition, 
which occurred when a 1,000-watt lamp 
exploded violently. The custom quartz 
tube withstood the force of the ex¬ 
plosion, with no damage apparent. 

All cabled lights were operated on 
the ship's D.C. power, regulating voltage 
to receive 125 to 130 volts. 

Tube cameras, manufactured in 
France by La Spirotechnique, were used 
for most underwater filming. The cam¬ 
eras had Beaulieu movements, which 
operated with perfect registration at 24 
fps under the most severe climatic con¬ 
ditions. They were equipped with 
9.5mm fixed-focus Angenieux lenses, 
with an Ivanoff underwater correction 
system allowing 60° coverage. For fram¬ 
ing, I used a Seacor optical viewfinder, 
which worked especially well on tight 
shots. A thorough familiarity with the 
system was required for moving shots, 
fast action and shooting in close 
quarters. 

I used a Weston direct reading light 
meter enclosed in a housing of my own 
design mounted next to the viewfinder. 
This allowed me to follow the reading as 
the scene changed, while simultaneously 
framing the subject. 

The only other special diving equip¬ 
ment used for filming was a Scubapro 
buoyancy compensator to achieve neu¬ 
tral buoyancy when shooting with 
heavy battery packs at various depths. 

One of the most important aspects of 
filming the ships at Bikini was physical 
conditioning. All the diver/cinematog¬ 
raphers had to be in top shape. Almost 
all of the descents were decompression 
dives requiring double air tanks, protec¬ 
tive wet suits and complete gear. Heavy 
lighting equipment was used on all dives 
and a great amount of stamina was 
needed to swim to a depth of 180 feet, 
and then a distance of 600 feet along 
the side of a wreck. 

One major problem we encountered 
was having the support divers in the 
right place at the right time to light the 
subjects being shot. Nitrogen narcosis 
caused serious disorientation at great 
depths, affecting coordination and judg¬ 
ment. To complicate matters, the flota- 
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tion buoys on the power cables were 
compressed by the extreme water pres¬ 
sure, making the cables very difficult to 
handle. They would easily become 
tangled in the wreckage, slowing the 
underwater lighting operation. 

With time for only two decompres¬ 
sion dives a day, we couldn't afford for 
our efforts to be wasted. To speed 
things up, I began using camera- 
mounted lights, considered by many to 
be an impossible apparatus. However, 
the results can be excellent if the 
equipment is handled right and if the 
support divers are in top physical condi¬ 
tion and know their business. 

The total weight of the electrical 
cord was well over 250 pounds. At 
times it was necessary for the entire 
crew to lend a hand. Even Producer/ 
Director Mike Harris donned mask, fins 
and snorkel to keep the cable from 
getting tangled near the surface. The 
two primary support divers, Bob Chef- 
fer and Van Smith, were extraordinarily 
competent at 180 feet—well into the 
narcosis zone—fighting to keep the 
cords clear of obstructions. 

Danger was always imminent and on 
one dive, we had a very close call. I felt 
a jerk on my cable, looked back and saw 
Dr. Norman Ahl, support diver and 
expedition physician, signaling frantical¬ 
ly. He was out of air and on the verge of 
panic. My first thought was of my own 
safety, but I quickly gained presence of 
mind and handed Dr. Ahl my extra 
"octopus” regulator. Holding him by 
the shoulders, I escorted him up to 
support diver Calvin Hayashikawa at 100 
feet. Cal continued working to keep the 
doctor from panicking while guiding 
him to the decompression station, and 
safety. 

Inside the U.S. Aircraft carrier Sara¬ 
toga, at a depth of 130 feet, and 200 
feet back inside the flight deck, total 
darkness enveloped our cameras. I used 
the two camera-mounted lights totaling 
3,000 watts, plus the diver-held battery 
pack with 1,050 watts, which also 
served as a safety light in case of power 
failure on our support ship above. 

It was an eerie experience, swimming 
through a darkened tomb laden with 
aircraft, live bombs and deadly torpe¬ 
does—all in battle-ready condition. 

We had to film quickly, letting the 
cameras roll as we swam, because our air 
bubbles loosened the rust and silt from 
the bulkheads, making the water turbid. 
Framing and metering had to be done 
instantly while moving through the 
wreckage and support divers had a 
difficult time keeping the cables clear. 

For one sequence of the film, we 
moved into shallow waters to cover the 
unusual and strangely abundant fish life 

photographic 
proeo/zor 
 for every color need 
Allen Products offers you a choice of 19 different models. All reliable, 
all competitively priced. And the photographic processing quality is 
superb. Whatever your processing requirements, you can count on 
Allen equipment to do the job. To find out more about our processors, 
lab layout program or service and parts support, pick a process and 
then talk with an Allen Products Representative or send for literature. 

COLOR NEG/POS 4 models 16/35mm 14 to 160fpm 

ME-4/ECO 
EKTACHROME 

4 models S8/16mm 40 to 90fpm 

E-4 EKTACHROME 3 models 35/46/70 mm 6 to 27fpm 

EKTACHROME- 
KODACOLOR C-22 

7 models 35/70/90 mm 2.5 to 40fpm 

KODACOLOR II 1 model 16mm(110) 6fpm 

180 Wampus Lane, Milford, Conn.06460 Tel: 203 874 2563 

THE NEW JOHN CHILE6 

COMPLETE 

$199.00 
JOHN CHILES ASSOCIATES 

3410 Galilee Road 
Jacksonville, Florida 32207 

Phone 904-398-7922 
or 904-398-5068 

INTRODUCTORY OFFER 
12/8.4 Volt 4 A.H. for 

ARRIFLEX 16BL/16S/16M 

Built in charger 8V to 30V. 
Up to 8 Amp Hours. Available 

for all professional cameras. 

BALANCED RECHARGABLE 

NICKEL-CADMIUM BATTERIES 

Protected with integral 

overload circuit breakers 

POWER BELT 
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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 

UNIVERSAL S® 1?®M 
30VDC @ 8A = 25 minutes 

Sun Gun operation 
16VDC @ 4A = 3600 feet 

35mm film 
12VDC @ 8A = 7200 feet 

16mm film 
8VDC @ 8A = 7200 feet 

16mm film 

LEO-PACK Model 1750A $395 

LEO-PACK Model 1750B 
30 Volt only $315 

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 pounds. 

Call or write NOW for information. 
LEOPOLD ENTERPRISES SOUTH, INC. 
P.O. Box 4543, Ft. Lauderdale, Fla. 
33304 • (305)764-1315 
Canadian Distributer: Photographic Analy¬ 
sis Ltd., 8 Brian Cliff Drive, Don Mills 
Ontario, Canada 

present in the atomic test range area. 
Our large support vessel could not move 
close to the diving area because of reefs. 
In this situation, I used the 1,050-watt 
camera-mounted battery pack, a setup 
which I also used extensively for free¬ 
dom of movement in obstructed areas. 

The unit produced a great deal of 
water resistance on a 500-600-foot swim 
along the side of a wreck. I never made 
it back to the decompression station 
with very much air and always had to go 
to a spare tank. The results we got on 
film, however, made the discomfort and 
trouble worthwhile. 

The only film stock utilized was 
7252 and 7242. I used an 85 Wratten 
filter with artificial lighting because the 
underwater picture tends to be cool. 
The warmer spectrum achieved with this 
light and filter combination has con¬ 
siderably more eye appeal. 

In reviewing the results, it became 
obvious that 7242 gives much more 
depth of field and sees more picture 
underwater in very poor lighting condi¬ 
tions. I only wish I had used 7241 for 
these situations and said to hell with 
concern over grain. Even a grainy pic¬ 
ture with good depth and color has 
more audience appeal than a fine grain 
picture with a flat or hazy subject. 
Fortunately, all the footage in “DEAD¬ 
LY FATHOMS” is both sharp and 
colorful. It turned out that grain was 
nearly non-existent. 

The many unique filming situations 
experienced on the “DEADLY FATH¬ 
OMS" project taught us a lot. I have 
since developed a more compact hous¬ 
ing for a Bolex Pro camera with a 
400-foot magazine and an extremely 
wide-angle 8mm fixed-focus lens which 
has been dome-corrected. The reflex 
automatic metering system has also 
proved to be a plus, especially for deep 
water filming using artificial light. 

For underwater lighting, I have devel¬ 
oped a smaller and lighter battery pack 
weighing only 36 pounds. It produces a 
continuous 700 watts for 40 minutes or 
1400 watts for 15 minutes. The smaller 
pack gives a diver more freedom with 
less exertion when using a camera- 
mounted system. ■ 

FILMING THE 
ATOMIC GRAVEYARD 
By RICK FREHSEE 
Underwater Cinematographer 

It's difficult to comprehend the pho¬ 
tographic problems in filming ship¬ 
wrecks, many of them over 600 feet 
long in 180-200 feet of water. There are 
photographic problems, logistical prob- 
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lems, problems in communicating with 
models and light men, diving and envi¬ 
ronmental problems, not to mention 
limited bottom time and decompres¬ 
sion. Fortunately, we have been able to 
find at least partial solutions to many of 
these problems. 

Our underwater cameras are LaSpiro- 
technique Film 60 models, inspired by 
the Cousteau integral designs and made 
in France. The basic mechanism is a 
Beaulieu with 200-foot spools and a 
water-corrected 9.8mm, F/1.8 Ange- 
nieux lens. 

The outer body of the camera is a 
PVC tube, O-ring sealed at both ends 
and can be checked for air tightness 
with a bicycle pump through a valve on 
the camera. The fact that the camera 
requires no bulky external housing is 
almost fundamental to the design for a 
good underwater movie camera and its 
tube-shape is much easier to move 
through the water and to properly 
frame the subject. 

A brief explanation of the water- 
corrector in front of the lens is neces¬ 
sary in order to fully appreciate the 
optical capabilities of the system under¬ 
water. The corrector is an invention of 
A. Evanoff, a French optical designer 
and the patent is held in the U.S. by D. 
Rebikoff. The front port, that is the 
part touching water, is flat. However, 
the opposite side is concave, which acts 
in kind of a reverse telephoto effect. 
Besides correcting for magnification dis¬ 
tortion underwater (and in the process 
restoring the original focal length of the 
lens), the Evanoff corrector reportedly 
doubles the depth of field of the lens at 
any given F/stop. This seems to be so, as 
the Angenieux lens is fixed-focus and 
there are plenty of shots that I made at 
Bikini with the lens wide open and you 
can see sea whips and other soft corals 
bouncing off the lens protector, inches 
away from the lens, in pretty good 
focus. 

A lens of 9.8 millimeters underwater 
(about 90-degrees acceptance) is just 
barely wide enough for shooting sub¬ 
jects like the monumental shipwrecks of 
the atomic graveyard. We could have 
used 5.7 millimeters on many occasions. 
Just to get the big guns on the U.S. 
battleship Arkansas in frame, for exam¬ 
ple, you had to be at least ten feet from 
your subject. Ten feet might be a short 
camera-to-subject topside but under¬ 
water it's just about maximum distance 
possible to get any color saturation and 
detail in your images. 

It is also a hell of a long distance to 
throw artificial illumination. Under¬ 
water, light is attenuated—that is, ab¬ 
sorbed and scattered significantly in 
short distances. As a rule of thumb on 

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. 
Phone 215-345-1944 

*ATTACHMENTS OR ACCESSORIES NOT INCLUDED 

MANUFACTURING CO., INC. 

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 

AMERICAN CINEMATOGRAPHER, NOVEMBER, 1973 1465 



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. 
Consistently. 

What’s more, it lets 
you cut right on the image 
line, so you never lose a 
single frame. 

Ordinary splice leaves a bump on 
the film and a jump on the screen. 

The Hahnel wedge-shaped splice 
is invisible on the screen. 

And cementing is 
easier, too: there’s a light 
right under the spot where 
the film-ends meet. 

For single- and 
double-perforated 16mm 
films, magnetic, optical or 
silent. All for a low price! 

Hahnel also makes 
motorized super-8 and 
standard-8 splicers and 
editors. All are unfair to 
hand labor. 

UNFAIR 
TO HAND LABOR. 

AIC Photo, Inc., Carle Place, N.Y. 11514. For more information write Dept. CK 

ECO - 7390 The ultimate film reproduction in 
sharpness, color & silversound 

ECO - EF Excellent low contrast print rendering 
7369 with silversound for TV or projection. 

16mm EKTACHR0IVIE ECO 7252 

16mm ME-4 PROCESSING 

16mm COLOR WORKPRINTING (1 Day Service) 

16mm RELEASE PRINTING 3400K-5400K 

16mm OPTICAL SOUND TRANSFER 

16mm SILVERSOUNDTRACK APPLICATION 

16mm ULTRASONIC CLEANING 

16mm CREATIVE EDITING (Kern Table) 

16mm CONFORMING A6B ROLLS 

16mm CREATIVE SOUND PRODUCTION (Interlock) 

16mm POSTFOGGING OF EF 

16mm TITLES & ART WORK 

16mm OPTICAL PRINTING 

CHANNEL 8 COLOR LABS 
905 JACKSON STREET/P.O. BOX 1410 

TAMPA, FLORIDA 33601/813/229-7781 

the amount of light needed for under¬ 
water filming, it is always at least four 
times what is needed topside for a 
comparable scene. This is based on the 
idea that 50 percent of the light is 
absorbed from the light source to the 
subject, and 50 percent of the remaining 
light is absorbed from the subject to the 
lens. These figures are average for clear 
water and are over and above the 
normal inverse square law of light fall- 
off that is used topside. This is why 
Bruce's 4000-plus watts of light were 
nothing more than minimal for shooting 
everything but closeups on the atomic 
shipwrecks. We had a half-dozen com¬ 
mercially manufactured 350-watt under¬ 
water lights on hand. Besides the prob¬ 
lem of their being constantly flooded, 
350-watts underwater 200 feet deep 
won't light up the inside of your ear. 

Also, because of the fantastic prob¬ 
lem of lighting, a fast lens is essential. 
F/1.8 was again minimal lens speed. We 
couldn't have shot “DEADLY FATH¬ 
OMS" if our lenses had been a stop 
slower. I don't think I am exaggerating 
when I say that half our underwater 
footage was shot at F/1.8. 

How do you show an entire 800-foot 
shipwreck in 200 feet of water? Well it 
is real simple. You don't. And anyone 
who thinks he can doesn't understand 
underwater shooting. On extremely 
good days in the clearest water in the 
world you might be blessed with 200 
feet of lateral visibility. That's like 
trying to shoot in a rain storm on land. I 
don't care how clear the water is, your 
eye can't see a whole battleship under¬ 
water and neither can the camera. 

To help establish the mammoth size 
of the shipwrecks and to help give them 
continuity we panned, followed divers 
while they swam, filmed as we swam, 
and shot the shipwrecks in sections. 
Shooting dramatic silhouettes whenever 
possible also helped us to establish large 
subjects in frame. 

Fortunately, with our fixed-focus 
lens and water-corrector we have no 
focus problem. For framing and compo¬ 
sition we rely on an accessory optical 
viewfinder mounted externally on the 
top of our cameras. It is made by Seacor 
in San Diego and is intended as a 
viewfinder for the Nikonos 35mm un¬ 
derwater still camera fitted with a spe¬ 
cial 21mm lens. A 9.8mm lens on a 
16mm camera is so close to a 21mm 
lens on a 35mm camera that we can use 
them very nicely for our cine-cameras. 
To be quite truthful, though, I rarely 
use my viewfinder at all anymore, ex¬ 
cept perhaps to establish the boundaries 
of a scene before I start filming. It is 
easier to just look over the tube and 
visualize the field angle. This sounds 
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difficult, but really, we don't lose many 
scenes at all because of poor framing. In 
addition, I like to see what's to either 
side of my composition; to see what 
might be swimming in and out of the 
frame. I suppose there is no substitute 
for through-the-lens viewing, but I have 
yet to see an underwater system with a 
good through-the-lens viewer. 

We rely heavily on our light meters, 
which are Weston Pixie meters—direct 
reading, naturally, and sealed in an 
underwater housing. The Weston Pixie is 
a selenium rather than a CDS cell, which 
I prefer because of the slight "memory'' 
or retention of the light reading by the 
CDS cell. The meter is mounted on top 
of the camera and we have to look 
almost through it to look at our subject. 

With a little practice you can change 
aperture as fast as it occurs on the meter 
(our cameras are set up so that we can 
change aperture easily while we film). 
There is one scene where I filmed Cal 
Hayashikawa swimming from the bot¬ 
tom up to me in mid-water and then on 
towards the surface, carrying an ornate 
Japanese dish he has recovered from one 
of the ships. We used artificial lighting 
up until he reaches mid-water and then 
he becomes a dramatic silhouette the 
rest of the way towards the surface. The 
scene takes less than half a minute and 
runs the gamut from F/1.8 to F/16. 

My choice in film for underwater 
work is 7252. However, more often 
than not, I don't get my choice. 7242 is 
a blessing, and again, without it half our 
underwater footage at Bikini would not 
have been possible. There are some who 
say 7242 is too contrasty, but much of 
the time underwater we are looking for 
ways to improve contrast anyway. 

Bruce and I both have a free-moving 
style in filming underwater. We like to 
move, swim around and film. But this 
has to be done very tastefully and very 
carefully, so as not to get your audience 
seasick. We take great pride in being 
able to keep our cameras steady while 
swimming. It is very easy to get camera 
"shimmy" while trying to film and kick 
with fins. It takes a lot of practice to be 
smooth. A pair of relatively soft flippers 
and the basic tube shape of the Spiro 
camera are great aids here. 

Two pieces of diving equipment, 
besides the obvious, that we couldn't do 
without in underwater filming are a wet 
suit and a buoyancy compensator. An 
underwater cameraman cannot function 
if he is cold and as long as the water 
temperature is anything less than body 
temperature, he is fast losing body heat 
and energy. The necessary protection is 
a wet suit and that goes for filming 
under tropic seas, as well. 

The buoyancy compensator might be 

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 

■ 1/10 degree temperature 
^  

FRIGIDHEdT IHDUSTRIES 
Box 12037,1401 21st Avenue South 
Nashville, Tenn. 37212 
Telephone: (615) 383-4255 

CAMERA CREWS/PRODUCTION ASSISTANCE ANYWHERE IN THE WORLD 

.(he _ 
(impel 

converts smooth 
surfaces into steady 

camera mounts 

Properly mounted on smooth, strong 
surfaces, the Limpet will safely support 
cameras weighing up to 40 lbs. Three 
suction pads, actuated by individual levers, 
secure the mount. The Limpet itself adjusts 
through an angle of 110°. Or, it will take Arri 
ball-type panheads. Either way, it provides 
good, steady pictures from a variety of 
vertical, horizontal or angled surfaces. 

It’s essential back-up equipment for every 
location camera crew! 

Write for literature. 

ARRI 
ARHICLEX COMPANY OF AMERICA 

P. 0. Box 1050, Woodside, N.YU1377 

1011 Chestnut St., Burbank, Ca.91502 
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mi HIIU 
in super-8 
photography 
from high speed to time lapse... 
Cine-8...The only Super-8mm camera with 
speeds from single pulse to 250 frames per 
second! A truly professional instrument that 
makes sharp, clear, studio quality pictures. 
Ideally suited to the film professional who 
demands flexible and reliable performance. 
Featuring: * Pin registered movement 
♦ Reflex viewfinder *"C" mount lenses 
* Standard super-8 cartridges * Rugged- 
ized construction 
All this and a complete line of accessories at 
a very modest price. For more information 
call or write: V VISUAL INSTRUMENTATION 

CORPORATION 
239 West Olive Avenue 

Burbank, Calif. 91502 • (213) 849-7333 

Now you can convert any movie camera with cable release socket- 
most cameras with remote control—all still cameras with motor or 

spring drive—to professional Time-Lapse equipment. 
TWO WAYS TO GO: PulsAR or TIME-TRIGGER 2.TM Build your personal system 
around either. Add our SolAR SWITCH, ANIMATOR, POWER PACK, REMOTE 
CONTROL—any component you need for the results you want. 

Our equipment is priced realistically, made in the USA and 
it works! We guarantee it—in writing. Nothing comparable 
at any price. The big PulsAR Kit is under $325. 
See these Time-Lapse systems at your Dealer. For 
information or technical assistance, please contact 
Customer Service in Seattle. 

1000 First Ave. S./Seattle, WA 98134/206 623-5383 

AMERICAN 
GENERALI 

PRODUCTS' 
INC. 

Designers/Manufacturers 
of the Ultimate System. 

described as a glorified safety vest or 
"Mae West”. But, its function is to 
adjust the buoyancy and, therefore, the 
weight of the diver-cameraman during 
the dive. With a BC vest properly used, 
it's never necessary to swim hard to stay 
neutral in the water regardless of depth 
or load. 

Filming "DEADLY FATHOMS" was 
a real test of the diving capabilities of 
our crew. A good cinematographer can 
take scuba lessons and, if he's got the 
camera and lighting equipment, he 
might get some damn good footage in 
30 feet of water. But put him in a full 
wet suit with 85 lbs of double tanks on 
his back, two regulators, strap on safety 
lights, a buoyancy compensator, assort¬ 
ed gauges, decompression meters and 
plastic slates, tell him to keep track of 
his own bottom time, calculate his 
decompression, carry a camera and bat¬ 
tery pack or lights and drag cables 
through 200 feet of water to the bot¬ 
tom—and see what happens. 

God bless our Bikini crew. They did 
this and more, day after day and night 
after night (that's right, night dives too). 
The topside crew ran generators and 
compressors nearly around the clock 
and our underwater crew kept dragging 
those cables down to us. 

We pretty much stuck with the same 
crew for each dive. After we had 
worked together for a week or so, we 
fell into a successful pattern or routine 
that spelled success. Bruce Mounier and 
myself would carry cameras and lights. 
Bob Cheffer and Van Smith would pick 
up cables directly behind us so that 
there would be no problems with cables 
snagging that might interrupt a scene. 
Two others, usually Cal Hayashikawa 
and Norman Ahl tended cables in mid¬ 
water (that mid-water cable job was a 
beaut when there were sharks around). 

The cables were a necessary nuisance. 
On one dive they became badly fouled 
and we were running short of time. We 
had to leave them for our next dive. 

A big limitation in filming deep 
under the sea is safe bottom time. A 
diver can only remain underwater ten 
minutes at 150 feet before stage decom¬ 
pression, stopping at shallow depths 
underwater to breathe off saturated 
nitrogen, is necessary. According to the 
dive tables, a 200-foot dive is not 
possible without decompressing. We of¬ 
ten made 30-minute dives to 200 feet 
and then paid for them dearly by having 
to undergo more than an hour of 
decompression. By the end of six weeks 
we had actually spent more time decom¬ 
pressing than we had filming, the aver¬ 
age depths of our dives being more than 
150 feet. But, we also had more than 
30,000 feet of film in the can. ■ 
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angemeux 
offers the widest selection 
of zoom lenses and 
interchangeable viewfinders 
including the most advanced 
automatic iris system for 
the professional 
motion picture industry 

17-68mm f/2.2 

12-120mm f/2.2 

Automatic Iris 

Orientable" 
viewfinder 

Available from leading camera manufacturers 
and their dealers throughout the world. 
For further information and technical specifications call or write... 

angenieux corporation of america 
440 Merrick Rd„ Oceanside, N Y. 11572 • (516) 678-3520 
13381 Beach Ave., Venice, Calif. 90291 • (213) 821-5080 

"LET THE GOOD TIMES ROLL" 

Continued from Page 1435 

enough to catch its star, Marlon Brando, 
and secure his release, there were eight 
other people on motorcycles in the 
scene. Who are they? Where do you find 
them? Are they members of the Screen 
Actors Guild? Extras? Day players? 
Problems multiply. 

The legal staff for Metromedia/ 
Columbia took a negative view of the 
use of old material. In their clients' best 
interests, they advised using only film to 
which they had legal access, namely the 
concert film. However, Producer Isen- 
berg authorized the editors to use any¬ 
thing they wished, hoping that some¬ 
how the legal problems could be re¬ 
solved. When old footage of Chuck 
Berry was unobtainable for legal 
reasons, a crew spent a week in St. 
Louis getting the sequence of Chuck 
Berry reminiscing about his old bus, 
probably a more effective contrast than 
the old film would have been. Everyone 
agrees that while the legal problems 
were enormous, some trails have been 
blazed through the legal jungles so that 
future film-makers will benefit from the 
precedents established with this picture. 

While the time-consuming process of 
research and editing was taking place, 
back in the executive offices the natives 
were growing restless. Deadlines for the 
picture's completion had come and 
gone. A great deal of money, many 
thousands more than had been pro¬ 
jected originally, had been spent for 
material and services, yet no completed 
film was available for viewing. Unlike 
the usual film, there were no daily 
rushes, no pages from a script accom¬ 
plished, and this situation makes very 
nervous the people whose money is on 
the line. While Sid Levin was somewhat 
protected from executive impatience in 
his fragile creative endeavors. Producer 
Jerry Isenberg's responsibilities in¬ 
creased. He was exhorted to exert more 
control over the frenetic activities at 
Cinema Associates, and to see that 
Pierre Adidge kept the picture rolling 
efficiently. 

At the peak of activity, Cinema 
Associates had in operation three KEM 
editing tables, one Steenbeck editing 
table, one Moviola flat bench, five 
16mm Moviolas and two 35mm Movi¬ 
olas, along with the army of people to 
man them. The post-production depart¬ 
ment, presided over by Glen Farr and 
Bert Lovitt, was required to account for 
the vast amount of material, old and 
new, and to keep the flow going 
technically. 

Their office was literally papered 
with 40 to 50 clip boards hung around 

INTRODUCING 
new heads to 
create with. 

Ronford 
PRECISION CAMERA HEADS 

Fluid cushioned free head 

Fluid damping increments 
controlled by series of levers 

in both pan and tilt 

Fits standard 35mm Arri bowl fitting 

Recessed circular spirit level 

360° scale on pan 

Smooth braking on pan and tilt 

Sealed fluid system 

FOR PURCHASE OR HIRE THRU 

THESE DISTRIBUTORS: 

In the East: 

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

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 West: 

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

Sales: (213)985-5500 Rentals: (213)466-3561 
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WESTERN 
CINE? 

because... 
Western Cine's capabilities in pro¬ 
cessing and printing are limitless 
because we are continually re¬ 
searching newand better techniques 
for serving you. That’s one reason 
why we’ve grown big. 

But we are also staffed with 
people ... good people who know 
and understand your needs... 
people whose skills and desires are 
bent on delivering quality work, 
excellent service and a full measure 
of value. Try us and see! 

• EASTMAN 
INTERNEGATIVES 
with COLOR CORRECTION 

• EASTMAN 
COLOR POSITIVE 
RELEASE PRINTING 

• COMPUTERIZED 
PRINTING 

Complete 
Producers' Services! 

COLOR PROCESSING 
— VIDEO TIMING 

“FRONT-END SERVICE” 

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

SOUND RECORDING, DUBBING, 
MIXING 

EQUIPMENT RENTAL & SALES 

A quality-oriented lab — 
WC-11 We do the job right! 

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

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

the room, each relating to a specific 
subject. On every piece of paper was 
recorded the subject, its source, its 
intended use, its backing (i.e., 35mm, 
16mm, positive, negative), key numbers, 
and where it was at the moment. In 
addition, there was kept a flow chart of 
4x5 cards recording the stages of 
progression: Was the sequence cut? Ap¬ 
proved? At blow-up? In sound editing? 
Music cutting? Requiring re-shooting? 
Glen and Bert handled arrangements for 
sound re-recording at Todd-AO. They 
secured the old studio footage used, but 
because these were fragments of an 
entire picture, they lacked key numbers 
for transferring syncing information. 

“It was like working on an animated 
cartoon,” Glen Farr says, "because 
matching negative for old footage had 
to be done by eye-matching, frame by 
frame.” 

At this period, the over-all view at 
Cinema Associates was similar to a 
military headquarters when an invasion 
is in preparation. Jerry Isenberg recalls 
these days of controlled chaos by 
quoting Richard Nixon, who has a bit 
part in LET THE GOOD TIMES ROLL. 

"I was just there when the bombs 
were falling.” 

Another function of the post-produc¬ 
tion department was supervising the 
blow-up at Cinema Research. Commu¬ 
nication with the optical house was 
facilitated by the experience the two 
firms had had in working together on 
previous blow-up features, including 
ELVIS ON TOUR, which was released 
while work on LET THE GOOD TIMES 
ROLL was progressing and which em¬ 
ployed similar blow-up formats. The 
mode sheets used were a valuable tool, 
and the complex multi-panel effects 
could be ordered simply by number 
rather than by detailed description. In¬ 
cluded in the specifications, along with 
mode changes, were detailed count 
sheets itemizing changes in density, 
color balancing, filtering, differing 
image sizes. 

Hal Scheib at Cinema Research feels 
that too few clients are aware of the 
complexity of producing a quality 
blow-up, particularly when multi-panels 
are utilized and when techniques have 
progressed in sophistication far beyond 
mere enlargement from 16mm to 
35mm. He says, 

“The audience watching LET THE 
GOOD TIMES ROLL does not see one 
frame of original material; the entire 
show is from the dupe negative we 
manufactured, yet this must not be 
apparent to the viewer. The picture 
contains 1805 scenes, which is 21/2 to 3 
times the number usual in one film, and 
384 format changes.” 

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. PIL0T0NE OR DIGITAL 
SYNC, REEL-T0-REEL OR CASSETTE 

resolving 

Super 8 magnetic film is now available to the 
filmmaker who already owns a sync sound 
system. The Super8 Sound Recorder does not 
necessarily obsolete any existing equipment 
or, more importantly, any existing footage 
since it will automatically resolve sound from 
most original sync tracks, Pilotone or Digital, 
Reel-to-Reel or cassette. 

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 
— Super8 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 

$595. Bankamericard and Master Charge are 
accepted. For a technical description and 
order forms, please write to: 

Super8 Sound 
77 HURON AVENUE. CAMBRIDGE. MASS. 02138 
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One Tota-Light covers three walls from 
the fourth wall. 
One Tota-Light covers four walls from 
the corner of a room. 
Gull-wing reflector design provides 
exceptionally wide, even, bright light 
pattern. 
Lights behind itself— 220°maximum 
vertical beam angle. 
Delivers up to 150 fc at 10 ft., over a 
wide 909square beam angle. 
Reflector doors compensate for 
"fall-off" in eye lighting. 
Interchangeable 500, 750, 
1000 watt quartz lamps. 
Soft, bright umbrella locks into light 
without accessories. 
Wide range of durable, pre-cut gels 
for diffusion, daylight conversion, 
special effects. 

Gel frame locks directly into Tota-Light. 
Mounts atop doors, open or closed, 
as well as on stands and clamps. 
Gaffer-tapes to walls and windows. 
Up to 8 Tota-Lights stack on one stand 
or clamp for "single" source. 
Tota-Light pans and tills 360° 
Snap on, flexible shafts attach small 
flags and reflectors to Tota-Light, 
clamps and other components. 
Snap-together flags and reflectors 
"grow" for precise light control. 
Lightweight components fold up to a 
fraction of their in-use sizes. 
Tota-Light "system" components are 
available individually and in a broad 
variety of unusually compact kits. 
For information, see your Lowel dealer 
or send for our brochure, n 

421 West 54th Street New York 10019 (212)05-6744 

In order to understand the innovative 
blow-up methods used on this picture, it 
is necessary to give some historical 
background. The wide-screen projection 
of a finished blow-up feature has in¬ 
creased in popularity because it lends 
itself to multiple images in simultaneous 
appearance. However, the standard 
35mm frame with its 1-1.33 ratio does 
not conform to the wide screen with a 
ratio of perhaps 1-2.30. If the 35mm 
frame was cropped to the proper pro¬ 
portion, this magnified fraction of per¬ 
haps one-third tended to appear ex¬ 
cessively grainy. By squeezing the 
selected portion of the frame by means 
of an anamorphic lens, the image was 
compressed to improve the definition 
and the squeezed 35mm frame could be 
unsqueezed in wide-screen projection, as 
in the Cinemascope and Panavision 
processes. 

On such blow-ups as the historic 
WOODSTOCK, Cinema Research duped 
the 16mm original onto 35mm Techni- 
scope, as this two-perf stock, approxi¬ 
mately half the normal 35mm frame, 
approximates the wide screen propor¬ 
tions. A second dupe negative was made 
from this at Technicolor, in which the 
Techniscope frame was squeezed to 
standard 35mm proportions. This, then, 
could be unsqueezed for wide-screen 
projection, but involved an extra optical 
generation and a resultant loss of quali¬ 

ty. 
The seemingly impossible dream of 

Cinema Associates, both for ELVIS and 
LET THE GOOD TIMES ROLL, was a 
one-step blow-up, eliminating one gener¬ 
ation, and one which could be processed 
in any laboratory in the country. 
Cinema Research accepted the challenge 
and acquired a Panavision anamorphic 
lens, but for it to be used on the optical 
printer, the optics had to be modified. 
Through Research Products, the associ¬ 
ate company of Cinema Research, the 
necessary engineering was done. For the 
first time, the 16mm images could be 
duped in squeezed or compressed form 
directly onto the 35mm stock, and the 
one-generation blow-up had a quality 
improvement of at least 50%. This was 
particularly important when the 70mm 
blow-up was made for both domestic 
and foreign release. 

Before the film ever gets to the 
optical printer for blow-up, however, 
very painstaking preparations must be 
made in the line-up department. Every 
piece of film was checked via the color 
analyzer for color balance, as there is 
little opportunity for making correc¬ 
tions at the lab. Scanning the film must 
be meticulous so that the particular 
portion of the frame selected for use 
will be visually harmonious with the 

(213) 466-3561 / (213) 985-5500 
TWX: 910-321-4526 • Cable: GORDENT 

FOBfl 
TRIPOD 

The Foba tripod is an all-metal 
professional motion picture tripod 
with a Pro Jr. flat-top plate which 
accepts Pro Jr., O’Conner C and 
50, Miller F and Pro (with slight 
modification) heads. Made in 
Switzerland by precision crafts¬ 
men, the Foba features unique 
tubular adjustable legs which al¬ 
low the tripod to be used in stand¬ 
ard or baby positions. Foba comes 
complete with triangle-type leg 
locks and elevating riser plate. 
Maximum height is 62"; with 
riser, 73". Minimum height, 
18Weight, 16 lbs. 

FEATURES: 
• Adjustable riser plate. • Pat¬ 
ented individual adjustable legs. 
• Triangle-type leg locks. • Indi¬ 
vidual or simultaneous adjusting 
of legs. • Modularly constructed 
for easy repair or parts replace¬ 
ment. • Weatherproof. • Combi¬ 
nation rubber and spiked tipped 
legs. • Flexible leg adjustment for 
shooting of uneven terrain. 

Price: $289.00 

aiangordon enterprises me. 
1430 N. Cahuenga Blvd. Hollywood, Calif. 90028 
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all under one 
umbrella 

MOTION PICTURE 
EQUIPMENT 
SPECIALISTS 

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

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

Angenieux Eclair Neumann 
Arriflex Electro-Vo ice O'Connor 
Arrivox Guillotine Oxberry 
Beaulieu Magnasynch Permacel 
Beyer Maier-Hancock Revox 
Bolex Miller Sennheiser 
Canon Minerva Shure 
Cinema Products Moviola Spectra 
Colortran Nagra Sonorex 

Zeiss 
For more information on MotionPictureEquip- 
ment, Sales, Service & Rentals, call or write 

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

20015 (202) 244-3800 

BRENNER 
C I INI E® 5 O U INI D 

Div. of Ritz Camera Centers 

Please mail me additional information: 

□ Service □ Sales □ Rentals 

Name  

Address  

City  

State Zip  

others used. 
As this picture employed such a wide 

variety of old stock—35mm black and 
white newsreel prints, 35mm black and 
white film incorporating stills, 35mm 
black and white kinescope, 35mm flat 
and anamorphic color negative, 16mm 
black and white and Ektachrome— 
unusual care had to be taken in relating 
scenes from these various materials so 
they would be compatible with others 
on a multiple panel. For example, it is 
difficult to maintain on color film a 
good neutral black and white which 
does not lean towards the blue or the 
sepia. The scenes must be checked and 
double-checked so that their length con¬ 
forms to the exact frame. Extremely 
accurate timing was especially im¬ 
portant because most of the scenes were 
done to music or with lip-sync; if the 
scene were even 2 or 3 frames out, the 
whole thing would have to be re-made. 
If the mode specifies a six-panel scene, a 
mistake on any one of them means a 
complete re-make. The fact that so few 
re-makes were required is a testimony to 
both the pre-optical and camera depart¬ 
ments at Cinema Research. 

Reviewers of LET THE GOOD 
TIMES ROLL are unanimous in praising 
the effectiveness of the picture's mirror 
images. When we see Chubby Checker 
doing the twist in duplicate or watch Bo 
Diddley's two feet in a six-panel chorus 
line as they tap out the rock-and-roll 
beat, the impact is enormously magni¬ 
fied. The absence of frame lines in the 
multiple panels is another "first” Cine¬ 
ma Research agonized to achieve. Ex¬ 
tremely exacting film mattes had to be 
accomplished to eliminate the 
separating bars between panels, but se¬ 
curing this effect has opened up a new 
and exciting option to film producers of 
the future. 

Other problems faced the optical 
printer operator. The use of Ekta¬ 
chrome 7242 is not the shooting medi¬ 
um Cinema Research recommends for 
blow-up, as 7252 emulsion gives better 
quality, but the high-speed emulsion 
was required because of the light limi¬ 
tations of concert-hall filming. The 
zoom lenses, also necessary in concert 
conditions, do not provide as sharp an 
original as might be obtained in con¬ 
ventional filming. Of course, all film 
required Cinema Research's exclusive 
liquid gate in the optical printer to 
eliminate scratches. 

On a six-panel sequence, the film 
must travel through the printer twelve 
times, once forward and once back for 
each panel. The possibilities for error 
are enormous, particularly with the 
pressures inherent at this stage of 
production. The painstaking blow-up 

FILM 
PRODUCERS 

PROGRAMMERS 
Motion Pictures 

Television 

Cable TV 
Advertising Agencies 

Studios 

E Television 

actbook 
Can Open Doors to Your Best 
Prospects in Television and 

Cable TV for Your Film, 
Tape and Videocassette 

Productions and Services. 

The Factbook (in its 28th 
year) is the most authorita¬ 
tive and orderly reference of 
facts and figures on Televi¬ 
sion, CATV and allied fields 
ever compiled. 

More than 400 pages given to 
CATV Systems, list ownership, 
address, phone, personnel, 
number of subscribers, popu¬ 
lation, channel capacity, sta¬ 
tions carried, equipment, cur¬ 
rent and planned originations 
for each system. 

One entire volume with a full 
page devoted to each com¬ 
mercial U. S. television station 
on the air, shows Grade A & B 
contour maps, circulation 
(county-by-county), color ca¬ 
pabilities (studio & mobile), 
key personnel, ownership, ad¬ 
dress, phone, rates, network, 
national sales reps, technical 
facilities. 

110 Directories, Over 1900 
Pages in Two Big Volumes 

The new, up-dated, 1973-74 
Television Factbook is now 
available for immediate mail¬ 
ing-$49.50 per set ($44.50 per 
set for 5 or more at the same 
time.) I Write or phone collect: 

Department A 

Television Digest, Inc. 
1836 Jefferson Place, N.W. 
Washington, D. C. 20036 

(202) —872-9200 

Examine at no cost for 10 days. 
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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 1/4". 
■ Pan and tilt packed with special fluid and 

factory sealed. 
■ Height 5", weight 32ozs. 
■ Ball Leveling tops available. 
■ Miller Equipment is used throughout the 

world by leading photographers, film and 
television studios. 
Write for a tree Brochure and prices on all 

Miller tripods and accessories. 
DEALER INQUIRIES WELCOME. 

CANADIAN DISTRIBUTOR 

CAMERA 
SUPPLY LTD. 

1055 GRANVILLE STREET 
VANCOUVER 2, B.C. 
TELEPHONE: (604) 685-5331 

process unfortunately comes toward the 
end of the schedule when patience is 
wearing thin and money is running out. 
Even with time pressures, however, this 
blow-up was done in about 21/a months, 
and the effects were accomplished at a 
cost which would have been prohibitive 
with a 35mm original. 

Almost a year after the original 
concert filming, the picture, completed 
section by section, was eventually ready 
for theatre showings. It had been like 
giving birth to the elephant which the 
blind men found very difficult to 
describe. Jerry Isenberg insists they 
employed the LeMaze childbirth 
method of breathing deeply to minimize 
the pain of production, but still the pain 
was acute. Like childbirth, though, the 
agony is only dimly remembered in the 
joy of creation. 

Sid Levin feels that the synthesis of 
ideas and techniques from this picture 
have added to the vocabulary of film- 
making, much as new words enter a 
language to make it more expressive. He 
hopes to use hand-held Eclairs and 
Nagra recorders in making dramatic 
scripted pictures both more believable 
and more economical to film. Jerry 
Isenberg believes he can make wider use 
in future films of the type of format 
changes used in LET THE GOOD 
TIMES ROLL by not employing the 
entire wide screen for intimate close-up 
scenes. Pierre Adidge hopes to put his 
production know-how to work on an 
"easy” kind of picture, one made from 
a good old-fashioned script. Hal Scheib 
is grateful for exciting new effects tech¬ 
niques to offer to the customers of 
Cinema Research. Chuck Fries is explor¬ 
ing the possibilities of other 16mm 
blow-ups now that he is convinced the 
quality can be so good. 

If all those involved in the pro¬ 
duction of LET THE GOOD TIMES 
ROLL still find it hard to agree on the 
importance of their various contribu¬ 
tions, they are unanimous about one 
thing. To a man, they say: 

"I'd never want to make a picture 
like this again. But I'm glad we did it." ■ 

W W W T ▼■V T T W W WW"W 

To Classified Advertisers 

Copy deadline for classified ad 
vertising is the 1st of month, < 
preceding publication date. Mail \ 
copy and remittance to cover 
cost to 

AMERICAN CINEMATOGRAPHER \ 
1782 No. Orange Dr. 
Hollywood 28, Calif. 

ffS I Photographic 
mm Equipment 
■■■ Service, Inc. 

Nationwide field 
REPAIR SERVICE 

all major equipment specializing in: 

Printers / Optical Effect Step 
Stands / Animation • Film Strip • Slide 

SALES 
New and Previously Owned 

Optical Printers and Animation Stands. 
Write for our currently available 

equipment bulletin. 
We manufacture the 

“LIQUITECH” Wet Gate and distribute 
Neilson • Hordell printers and stands. 

We institute 

COMPUTERIZATION SYSTEMS 
of new and existing 

Optical Printersand Animation Stands. 

Phone or write now for more 
information, product brochures, 

specifications and equipment bulletin. 

(914) 235-2720 
695 Main Street / New Rochelle, N.Y. 10807 

UF M/SMITH- ivr rV VICTOR 
Model 710 

HI-FI STUDIO LIGHT 

New iWrth-Victor Hi-Fi Quartz Studio Lights are 
made to meet the needs of the most discrimi¬ 
nating professional photographer. Housing is of 
Double Wall Aluminum which provides coolness, 
strength and light-weight. They are high quality 
lights for photography or T.V., and are ideal for 
Key, Fill or Punch Lighting. Focusing lever ad¬ 
justs the light from a 15° spot up to a 60° 
flood. Write for complete specifications and 
price sheet. 

MODEL 710 HI-FI STUDIO LIGHT 
(less lamp)  $35.00 

MODEL 711 BARN DOORS   13.50 
Single and Double Scrims available 

AT YOUR PROFESSIONAL DEALER 

SMITH-VICTOR CORP. 
Griffith. Indiana 46319 
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IC-30 * 
Solid State 
amplifier for 
film editing 

$130. 

* All Solid State, integrated Circuit Design 

Free Editing Equipment Cata¬ 
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FILMING "WESTWORLD" 
Continued from Page 1438 

we tried various ways to light the eyes 
by resorting to some of the techniques 
used in commercials vis-a-vis a huge 
white surface with a small hole cut out 
for the camera lens. This proved to be 
too time-consuming and was discarded 
in favor of conventional lighting. Which 
brings up this point: when the chips are 
down, and the time is fast running out, 
some of the best answers to the worst 
problems seem to emerge almost by 
sheer magic. I am sure there are those 
who will agree that some of the best 
work done in motion pictures is done 
under the pressure of time . . . and lack 
of funds. At any rate, we found that 
contact lenses with 20% transmission 
and 80% reflectance served our purpose 
the best without resorting to "exotic 
lighting techniques". 

More about the gunslinger (Yul Bryn- 
ner): There is a point in the story where 
the gunslinger (a robot, remember) is 
sent in for "repair". The trick here was 
to put the "real" Yul Brynner on an 
operating table for "inspection of mal¬ 
functioning circuitry". Then, by camera 
magic, we show the gunslinger's face 
being lifted off, revealing all of the 
electronic circuit boards in his skull. 
During the pre-production stages of 
"WESTWORLD" a make-up man was 
flown to Paris to meet Yul Brynner for 
the purpose of casting his face. There¬ 
fore, when we got to this sequence, a 
plaster replica of Yul's face had been 
prepared in such a manner as to allow 
the facial portion to be removed to 
reveal all the "electronic guts" which 
were supposed to make him function as 
a robot. Needless to say, plaster and 
human skin do not have anywhere near 
the same characteristics. In order to 
"match" the "live" Yul Brynner to his 
plaster reproduction, I worked for al¬ 
most two hours (on production time!) 
with the aid of two make-up men and a 
Polaroid camera until the Polaroid stills 
of the plaster replica matched closely 
enough to the "real" Yul Brynner in 
texture and color. The results were so 
close that it even gave the guys in the 
lab a "shock" when his face was re¬ 
moved! (The audience responded right 
on cue, too.) 

The gunslinger was "repaired" in 
"Robot Repair"—a NASA-type complex 
complete with all sorts of exotic equip¬ 
ment, including a laser machine. This set 
was enormous and occupied the entire 
Stage 25 at MGM studios in Culver City; 
a stage measuring approximately 117 
feet by 195 feet. It was encompassed 
for 360 degrees by a white cyclorama 
backdrop, 40 feet high, from the stage 
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of Photography 
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floor to the rafters. Some of the shots 
we had planned required the use of the 
Panavision wide-angle 30mm and 40mm 
lenses. This, in turn, meant that any 
thought of conventional lighting decks 
would be out of the question; the lights 
themselves would be in the picture, 
since we would be shooting to the very 
top of the cyclorama. Therefore, I 
decided to light this entire set with a 
soft-type of general overhead illumina¬ 
tion. For this purpose we scrounged all 
over the MGM lot for all of the "chick¬ 
en coops" we could find. Most of them 
had not been used for years. We gath¬ 
ered them all up and had them repaint¬ 
ed, reswitched, and re-globed. Each 
"coop" contained ten 1000-watt silver- 
bowled globes; each coop was arranged 
to switch on 2, 4, and 4 globes (total 
10,000 watts) to give us complete con¬ 
trol. Naturally, on certain scenes, we 
used floor lighting equipment to supple¬ 
ment the general overhead lighting— 
where possible. The "chicken coop" 
arrangement produced about 125 foot- 
candles evenly distributed over the en¬ 
tire set. This entire lighting scheme not 
only provided a "natural look", but 
enabled us to make 360-degree pan 
shots and countless camera set-ups per 
day. 

In the Control Room of "WEST- 
WORLD" we utilized a number of "live 
TV monitors". Original footage that we 
had shot was transferred to V2” tape for 
this purpose and the photography was 
done with Panavision's special "old Bell 
& Howell threshing machine" which has 
been equipped with a shutter that 
eliminates "roll bars". Our shots were 
arranged in such a manner as to avoid 
any "looping" of dialogue due to the 
use of such a noisy camera; for dialogue 
scenes we simply switched to the Pana¬ 
vision PSR Reflex sound camera and 
avoided the TV monitors. Since I had 
photographed a picture called "COLOS¬ 
SUS" for Universal using 17 "live TV 
monitors" (in color), the problem of 
setting up the color bars and selecting 
the proper exposure was really drawn 
from that prior experience; I did it as 
before—namely, exposed for 75 foot- 
candles at a stop of T/3.2, forcing the 
development one full stop. 

The remaining interior sets on this 
production posed no particular prob¬ 
lems in terms of lighting, with the 
exception of one set in the castle. Here I 
had to use three Titan arc lamps because 
of the tremendous throw involved. On 
most of my sets, my fill light consisted 
of "bounce light". The method em¬ 
ployed here is quite simple and very 
effective. I used styrofoam boards (pure 
white) about one-inch thick. The size of 
these styrofoam boards varied depending 
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WildlifeTVseries, National Geographic 
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DAN GIBSON PRODUCTIONS 
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Electronic Synchronizer 
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equipment. 

One unit for lip-sync filming, view¬ 
ing rushes, editing, mixing, transfer¬ 
ring, projecting and optical printing. 
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interlock for even the most esoteric 
equipment configurations. Consult 
with us before you say it can’t be 
done. 
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cal editing supplies. 

Write for brochure 

Inner Space Systems 
102 W. Nelson St., W.A.S.T.E. 

Deerfield, Wisconsin 53531 
608-764-5900 

on the usage. For example, I had some 
boards that measured 48" x 48" and 
others that were 8 feet x 8 feet. These 
styrofoam sheets can be obtained in 4-x- 
8 feet sizes. Since they are feather¬ 
weight, it is an easy material to use for 
bounce light. I found that PAR-64 
"six-lites" were the most practical light 
to use for this purpose and they provide 
maximum control through individual 
switches in increments of 1000-watts. 

A word about the "Whitney foot¬ 
age". Some of the scenes in "WEST- 
WORLD" required the gunslinger's 
P.O.V., as seen through his "electronic 
eyes". A chap by the name of John 
Whitney, Jr. has devised an ingenious 
method of taking original camera foot¬ 
age and converting the image into a 
fascinating mosaic pattern of varying 
shapes and colors. The trick here is to 
provide original camera footage which 
contains sufficient "contrast" to pro¬ 
duce a good computer facsimile. We 
made tests of certain key sequences to 
arrive at a contrast that would be 
suitable. For example, we had Richard 
Benjamin made up completely in white: 
white make-up, a white western ward¬ 
robe, complete with white gloves, and 
white hair spray. He looked as though 
he had fallen into a barrel of flour! But 
that is the kind of contrast that seemed 
to work best for us on this particular 
sequence. Other shots (exteriors) were 
put through the computer to achieve a 
similar effect. The visual effect really 
"set up the audience" for a believable 
robot gunslinger P.O.V. 

On some of my exterior shots I 
deliberately left the 85 filter off the 
camera. This is interesting; for years I 
have heard that you should never shoot 
"day exterior" without the 85 filter. 
Well, on "WESTWOR LD"—through 
sheer necessity—I learned something; 
you can do it—and successfully. The 
problem was as follows: We had shot a 
major sequence (the "shoot-out" remi¬ 
niscent of "High Noon") on an overcast 
day. The sequence could not be com¬ 
pleted on that particular day. The fol¬ 
lowing day turned out to be beautiful—a 
bright sunshiny day. How do we 
"match" the missing cuts? I talked the 
situation over with Michael Critchton 
and explained that I had learned from 
Stanley Kubrick that he had shot "A 
CLOCKWORK ORANGE" entirely 
without the 85 filter. Moreover, I ex¬ 
plained to Michael that if we could 
shoot our missing cuts after the sun 
went down—in the flat, shadowless type 
of light one gets at twilight—we ould 
"match" our overcast day's footage. To 
do this meant shooting a little footage 
each day over a period of a couple of 
days since the "magic hour" does not 
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HOLLYWOOD CINE 
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last long. However, we were able to 
“extend the magic hour" by eliminating 
the 85 filter; we picked up additional 
exposure in doing so. The MGM lab 
even gave us "color-corrected dailies" 
on the scenes that were shot without 
the 85 filter and I doubt that even the 
trained camera eye could detect the 
difference between those scenes shot 
"with" the 85 filter and those shot 
"without the 85". Interesting? I 
thought so at the time and I have since 
employed this technique on other as¬ 
signments where daylight scenes normal¬ 
ly would be out of the question. 

A word about the production staff 
on "WESTWORLD". The rapport be¬ 
tween a cameraman and the production 
staff is no small matter when it comes 
to creating a "good state of mind". I 
cannot remember any prior assignment 
where there was a better rapport be¬ 
tween the production staff and myself. 
The assistant director and unit manager 
were one and the same person: Claude 
Binyon, Jr. Although we had never 
worked together before, it became ap¬ 
parent that Claude was a very knowl¬ 
edgeable person in many areas—particu¬ 
larly, in relating to the needs of the 
cameraman. He was instrumental in 
setting up a line of communication—on 
a day-to-day basis—between the direc¬ 
tor, the cameraman, and the production 
staff that I have never experienced 
before. We all worked as a team which, 
in turn, created a wonderful feeling that 
eventually rubbed off on everybody. 
Part of this was due in no small measure 
to Michael Crichton himself, who 
seemed to bring out the best in every¬ 
body from the floor-sweeper on up! He 
is the type of director who gets the 
creative juices flowing. In my case, all of 
these factors contributed to a "good 
state of mind". 

Aside from being a beautiful example 
of teamwork at all levels, "WEST- 
WORLD"—considering its scope—was 
brought in at the modest cost of $1.25 
million in 32 shooting days. A great deal 
of credit should go to the Production 
Designer, Herman Blumenthal for his 
ingenuity in constructing some enor¬ 
mously gorgeous sets on a shoe-string 
budget. We had fun making this picture 
and everybody connected with it felt 
that it showed up on the screen. Could 
it be that "WESTWORLD" is a state of 
mind for the beholder? ■ 

CREATING THE SPECIAL EFFECTS 
FOR "WESTWORLD" 
By JOHN WHITNEY, JR. 

When I met Brent Sellstrom, the 
post-production supervisor of "WEST- 
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WORLD", he had a problem: to find a 
technique to represent, on film, the 
point of view of a machine. The script 
called for the audience to see the world 
as a robot gunfighter, played by Yul 
Brynner, saw it. This "robot POV" was 
supposed to consist of a series of ani¬ 
mated colored rectangles. It could not 
be done by any known special effects 
technique. Something new was required. 

It occurred to me that the scanning- 
digitizing methods employed by Jet 
Propulsion Laboratory on their Mariner 
Mars flybys could be used here. Basical¬ 
ly, in this system, an image is broken 
down into a series of points, and the 
gray-scale value for each point deter¬ 
mined. A numerical value can then be 
assigned to each point, and a new image 
reconstituted electronically. Similar 
techniques have been devised in com¬ 
puter science to enable computers to 
"read" handwriting. X-rays, seismic 
data, and so on. It is the kind of 
technology that allows a computer to 
tell the difference between a "P" and an 
"R". 

Once the computer has "read" the 
image and converted it to a series of 
numbers, there is tremendous flexibility 
in what the computer can then do with 
this numerical information. The image 
can be reconstituted with different con¬ 
trasts, different resolutions, different 
colors. We can enlarge, stretch, squeeze, 
twist, rotate it, position it in space in 
any way. In fact, the only limitations 
are imposed by the creative talents of 
the person operating the machine. 

That is, if such a machine is available 
at all. This was my first problem: 
tracking down scanning and playback 
hardware. At first it appeared that I 
would have to do all the scanning on a 
machine in Houston, and all the play¬ 
back at the Jet Propulsion Laboratory 
in Pasadena. That was an inconvenient 
solution, and also expensive: JPL esti¬ 
mated that machine time for playback 
would cost $100,000—for two and a 
half minutes of motion picture film! 

In any case, that was five times my 
total budget, so another approach was 
required. Quite by chance, while doing 
some other work at Information Inter¬ 
national, Inc., in Los Angeles, I dis¬ 
covered that they had developed, over 
the last four years, a prototype image- 
processing system suitable for my needs. 
Critical was the fact that their hardware 
could handle sprocketed 35mm film 
with the necessary registration. 

That was a lucky break. 
After making financial arrangements 

with the Information International man¬ 
agement, I began work on the programs 
with Russ Ham and Dean Anschultz of 
that company. To their credit, they 
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rapidly wrote excellent and flexible 
programs. 

These programs instructed the com¬ 
puter to scan production footage, frame 
by frame, and convert it to numerical 
information. The computer then 
clumped the information to produce a 
new image composed of an array of 
squares. (Actually, the computer con¬ 
structed an image of rectangles, but 
because the production footage was 
shot in Panavision, when unsqueezed, it 
would appear as squares.) 

I then entered a crucial phase of 
testing. Although we knew, in principle, 
that the system would work, there were 
major questions about how best to 
achieve the desired effect. An early 
consideration was how large to make 
our rectangles—in other words, the reso¬ 
lution of the image. We wanted coarse 
resolution, but obviously the perceived 
resolution in a theater depends on the 
size of the projected image and the 
viewer's distance from the screen. I 
made several projection tests in differ¬ 
ent-sized theaters, and from this deter¬ 
mined the best resolution for our pur¬ 
poses. That turned out to be an image 
composed of 3600 rectangles. 

Our next problem was shooting cri¬ 
teria: we had to decide what qualities of 
production footage were important for 
a good computerized image. (Since all 
the computer work would be done in 
post-production, this was very impor¬ 
tant.) We found the system worked best 
for medium and close shots; that it 
worked best for lateral action; that it 
worked best for shots with good con¬ 
trast and color separation. 

These considerations led us to make 
up special costumes for our principals— 
all-white costumes for dark back¬ 
grounds; black costumes for light back¬ 
grounds; and red costumes for exterior 
shots. Production footage intended for 
the computer would be shot with actors 
wearing these costumes. 

This testing phase ran for two 
months, and then the first scenes began 
to arrive from the film. As they came in, 
I had the MGM optical department 
make black and white color separations 
from the camera negative. Each separa¬ 
tion was individually scanned, data- 
processed, and stored on tape. The next 
stage was tape playback on a high-reso¬ 
lution oscilloscope, and the resulting 
image rephotographed. This process was 
done frame-by-frame, for each color 
separation, for each scene. 

It was a slow business, requiring 
about one minute per frame, or about 
eight hours for a ten-second sequence. 
But it was also exciting to be there, 
especially during the scanning. You 
would be sitting in this big room with 

Mid- South 
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Kentucky 
Complete producer's assistance services 
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Locations Logistics 

ASMAN-TODD 
PRODUCTIONS 

517 West Ormsby (502) 635-5636 
Louisville, Kentucky 40203 

FILMING FACILITIES 

ASIAN FILMS 
72, JANPATH, N .DELHI-1 

Cable : Moviphoto, 
New Delhi (India); 
Telephone : 47995 

For Bolex Cameras: 
• Long Telephotos & Accessories 

. Angenieux 12 to 120s & 9.5 to 95s 

LENS SUPPORTS 
"• br°,h”r* Din Film Associates 

9 Worster Ter., Weymouth, MA 02188 

ASIA Hr 
FARMS FILM COMPANY 

612 MARINA HOUSE, HONG KONG 

• Production Management Service 
• Professional Crews 
• Camera and Equipment Rentals 
• Complete 16/mm & 35/mm 

Production Facilities 

■ 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 

Time Framing rate 1 per second variable 
1 anca to 1 every 45 hours. Motor does Lapse NOT run between shots. Made for 

Control Arriflex 35 IIC S.F. Motor & FB 
. Mount. Coming soon units for 

Unit 16MM Arri “S” & “M" units 
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893 Belmont, N. Vancouver, B.C. CANADA 
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IN CANADA 
Editing a cinch with the KEM time saving 
Film Editing Tables (4, 6, and 8 plate models). 

Phone or Write: 

UBRO FILM TECHNICAL SALES & SERVICE 
19 Sealcove Drive, Etobicoke 652 
Toronto, Ontario, Canada (416) 621-2679 

MONTREAL, CANADA I Complete Producer’s Services I 
Film Crews—Sound Stage—Sound Studio 
Editing—Kem & Steenbeck—1 6mm & 35mm 

Lighting, Grip & Camera Equipment 

BRISTON FILMS LTD—(514) 527-2131 
1310 Lariviere, Montreal 133, Que. Canada 

SHOOTING IN CANADA? 
Rent from the complete rental house OCINEQUIP 

Camera^nd'6 

Equipment Rentals 
41 Scollard Street. Toronto.Ontario.Canada. Phone 920-5424 

QUALITY 16mm PRINTS 
v OUR SPECIALTY J 

Satisfied customers coast to coast 
B&W • Kodachrome • Ektachrome 

Color Interneg • Positive 

TEKNIFILM. INC. 
1923 N.W. Kearney St. ^ 
Portland. Oregon 97209 
(503) 224-3835 

..CUT! PRODUCTIONS 

COMPLETE EDITORIAL SERVICES 
FOR 16 & SUPER 8 

PLEASE CALL: (213) 876-0336 
3625 Regal PI., Hollywood, CA 90068 

black acrylic 

Focus Puller 
angenieux 12-120 or 9.5-95s 

follow focus faster easier 
roductpry price $13.95; K) day 

money bgCK guarantee, order, direct 
Din Film Associates 

9 Worster Ter., Weymouth, MA 02188 

the lights off and all this equipment 
around you, and there would be several 
monitors—graphics display terminals—all 
showing the newly digitized image at 
the same time so wherever you looked 
you would see the image. It was quite 
amazing, going from the analog world of 
35mm to this digital, electronic world. 

We had our usual share of foul-ups 
and mishaps. Contrast control was very 
delicate, because it had two phases— 
contrast was partially determined in 
scanning, and partially in rephotography 
of the digitized image. Because we were 
working with color separations, a shift 
in contrast altered our final colors. This 
made it very tricky. 

Once I had the rephotographed color 
separations, I took them to my own 
optical printer to recombine them. Here 
I had more testing, and further discus¬ 
sions with the director on how they 
should be recombined. After a great 
deal of testing with different filters, and 
printing the records different colors, we 
settled on an approach that would give 
the most natural colors. 

Even so, I was making adjustments in 
each sequence, right up to the time of 
negative cutting. There are fourteen 
computer sequences in the final film, 
and each was really treated individually. 
On some, contrast had to be changed; 
on some, we zoomed electronically; on 
some, we increased resolution; and on 
four sequences we printed only the red 
record. 

Toward the end, we were operating 
under terrible time pressures, and from 
my standpoint some of that is reflected 
in the color quality of the final prints. 
However, audiences seem to respond 
enthusiastically and well. 

As time goes on, and the computer 
systems which do this work become 
faster and cheaper and smaller, it should 
be possible to think of an "electronic 
optical printer" with broad applications 
in feature films, commercials—in fact, 
any visual area. Actually, my work on 
"WESTWORLD" suggested many more 
possibilities than we were able to ex¬ 
plore, and there are certainly many 
others yet to be imagined. ■ 
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OPTICAL PRINTER 
J5mm SLIDES OR 16mm (8 or S8 optional) $680 

ANIMATION MOTOR $148 

MULTIPLE FRAME PRLSETER 250 

BOLEX H8 SUPER 8 CONVERSION 159 

ACME CELL PUNCH 165 

J-K CAMERA SERVICE 
3908 highstieet,oakland,cali94619-(415) 531-5070 

For Professional Equipment in 

PHILADELPHIA, 
O. H. HIRT, INC. 

39 N. 11th St. • Phila, Pa 19107 
(215) 923-0650 

CANADA’S largest and most complete 
rental house 

CINEVISION 

2000 Northcliffe Ave. 
Montreal, Quebec 
(514) 487-5010 

2264 Lakeshore 
Blvd. West 

Toronto, Ontario 
(416) 252-5457 

S££C//U/SrS! 
Any Quantity... BEST Prices 

CtW-CAtifi fa. 
8764 Beverly Blvd , Hollywood, Calif 90048 (213) 652 7357 

ALL MOVIE LAB SERVICES 
16mm, Super 8, Regular 8 

Write for free brochure 

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. 

Call (213) 466-1 333 
1033 N. Cole Ave. 
Hollywood, Calif. 90038 

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 
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HOLLYWOOD’S OLDEST 

FILM SCHOOL 
NOW ACCEPTING ENROLLMENTS 

FOR OUR NEXT 

MOTION PICTURE COURSE 
CAMERAS • SOUND RECORDING 
LIGHTING • EDITING • EFFECTS 
COMPOSITION • SCRIPTING • ETC. 

DAY OR EVENING CLASSES-ENROLLMENT LIMITED 

IDAJNnXTY ROUZER 

STUDIO 

7022 Melrose Avenue, Hollywood, California 90038 

Request Brochure HC (213) 936-2494 

If it’s worth saying 

it’s worth saying into 

a Shure Microphone 

CIR "Guillotine" in CANADA 

is available from 

ALEX L. CLARK Ltd. 
3751 Bloor St. West (416) 231-5691 

Islington M9A-1A2, Ontario 

NOBODY makes BETTER 16mm 

COLOR POSITIVE PRINTS 
-thanTEKNIFILM! 

• Small enough to give you 
PERSONAL ATTENTION 

• Large enough to meet your 
DEADLINES-40,000 ft./shift 

TEKNIFILM, INC 
1923 N.W. Kearney • Portland, Oregon 97209 

Telephone 503/224-3835 

TRY US ON YOUR NEXT PRINT ORDER 

Sales • Service • Repairs 
All types motion picture, camera, sound, 
editing, laboratory and projection equipment 

CINECRAFT INTERNATIONAL Inc. 
11 Caesar Place (201) 939-0876 

Moonachie, N.J. 07074 

J 

COMPLETE LABORATORY AND 
POST PRODUCTION SERVICES 

FOTO-KEM 
INDUSTRIES, ll\IC. 
"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 
876-8100 3215 Cahuenga West 

Hollywood, Calif 90028 

ATLANTA FILM FESTIVAL 
Continued from Page 1455 

ence laugh themselves silly at the zany 
antics on the screen, proving once again 
that Chaplin's superb pantomime is 
timeless in its comedic impact. 

Next to appear on the screen is Steve 
Poster's hilarious short, "ANOTHER 
SATURDAY NIGHT" (see American 
Cinematographer, Sept. 1973). It is an 
outlandish modern-day spoof on "SON 
OF THE SHEIK" and serves as a perfect 
appetizer for the main event. 

When the real "SON OF THE 
SHEIK" finally fills the screen, it turns 
out to be a beautiful print, with scenes 
tinted in gold, blue, green, sepia and red 
to match the changing moods of the 
action. As Lee Erwin plays the melodic 
original score on the mighty organ, the 
young audience quickly suspends dis¬ 
belief and sits enthralled as Valentino, a 
larger-than-life romantic figure, swash- 
buckles across the screen, making pas¬ 
sionate desert love to Vilma Banky and 
vanquishing scores of "bad guys" in fine 
pre-Errol Flynn style. 

It is absolutely amazing how well this 
film, made in 1926, holds up with a 
contemporary audience. Valentino, a 
truly charismatic presence, gives an ex¬ 
cellent performance (and one that 
doesn't spark any laughs in the wrong 
places). George Fitzmaurice's direction 
is strong and sure. The photography, by 
the late George Barnes, ASC, is beauti¬ 
fully lighted and appropriately dreamy. 

When it's over, we all stumble out of 
the theatre in a golden haze. It has, 
indeed, been a magic evening. 

I am invited to see a screening of a 
picture entered in the Film Market. It is 
a low-budget feature called "NO PLACE 
TO HIDE" and adds up to 86 minutes 
of well-made action-suspense melo¬ 
drama. The most interesting thing about 
it, technically, is that it was filmed in 
Super-16. 

Except for a very few scenes that 
were obviously soft in the original, it is 
perfectly sharp and clear. Several of the 
others attending the screening are 
amazed when I tell them that it is a 
blow-up from 16mm. 

The film's producer, Robert Schnitz- 
er, tells me that the available budget 
would not have permitted shooting in 
35mm, but that—the final excellent 
result notwithstanding—he had a very 
rough time persuading technicians in 
New York that there was such a thing as 
Super-16. According to what he tells 
me, they preferred to believe that it 
didn't exist. 

I find it hard to understand why this 
format (which could prove to be such a 
boon to low-low-budget production) has 
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BOLEX ACCESSORIES 
i 24-Frame Sync. Camera motor—115V 
i Var. Speed Battery Camera motor—24V 
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STEVENS ENGINEERING CO. 
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CANADA 
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ARRIFLEX Motion Picture Equipment 
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3269 American Drive (416)677-3243 
Mississauga, Ontario, Canada L4V 1B9 
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reduction and enlarging for color and B&W films. 
Please write for information and prices: 
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Eastman Color Black & White 
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CenCoast Film Systems, Inc. 
Nation Wide Service 
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For the best in quality and service 

RUSSELL FILM 
LABORATORIES 

Complete 16mm Lab 

Color and black & White processing 

Sound recording 

Editing 

Printing 
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Same day service on Ektachrome 
processing and work prints 

RUSSELL FILM LABORATORIES 
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• 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 

PROFESSIONAL LAMINATED 

MAGNETIC STRIPING 

SUPER 8’ 
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$.04 Per Foot—300 Ft. Min. Chg. 

19929 MAPES AVE. 
CERRITOS, CA 90701 

FAST SERVICE-FREE BROCHURE 

Complete 16mm & 35mm color & b&w 
processing and printing. Eastman COL¬ 
OR Ektachrome processing. Magnetic 
sound striping for 16mm-8mm and 

  Super 8 mm. 
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film treat¬ 
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Optical 
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QUEBEC 1085 St. Alexander St., Montreal, Quebec 
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1600 BROADWAY, NEW YORK, N.Y. 10019 
(212) 246-0865 

been so totally ignored in America— 
especially since it has been used success¬ 
fully for the production of more than 
50 features in Scandinavia during the 
past few years. 

On the last day of the Festival, 
WETV Television (Channel 30) goes on 
the air at 2 p.m. with what will be a 
12-hour marathon Atlanta Film Festival 
telecast. All during the afternoon and 
early evening it will show films compris¬ 
ing "The Best of the Festival". Then, at 
10 p.m., it will join the network and 
switch its live cameras to the Grand 
Ballroom of Stouffer's Inn to telecast 
the Awards Banquet until midnight- 
then, back to the movies. 

In the meantime, all afternoon, the 
Final Grand Awards Jury has been 
meeting to complete the judging for the 
top awards. This year the Jury consists 
of critics Liz Smith (Cosmopolitan) and 
Charles Champlin (Los Angeles Times), 
Stanley Paley of Playboy Productions 
and myself-with J. Hunter Todd sitting 
in as "tie-breaker". 

Gold, silver and bronze medals in the 
75 film, tape and film strip categories 
have already been voted by the hard¬ 
working "Committee of 100", made up 
of that many local experts in media and 
communications, whose names are kept 
secret so that they cannot possibly be 
pressured by vested interests bucking 
for awards. 

Now it's time for the Final Grand 
Awards Jury to decide on the "biggies": 
the Golden Phoenix (Best of Festival), 
Silver Phoenixes (best in each of six 
major divisions), the Special Jury 
Awards and best individual achieve¬ 
ments in such fields as direction, acting, 
cinematography, etc. 

We approach the task diligently and 
there is much discussion, but our actual 
individual choices are made with a 
surprising degree of unanimity. 

At 7 p.m. a smartly attired crowd of 
approximately 600 people gathers in the 
hotel's reception hall for cocktails prior 
to the Awards Banquet. The banquet is 
held in the elegant Grand Ballroom, 
which serves as a fine setting for it. 

Undaunted by the fact that Dick 
Cavett could not be present to an¬ 
nounce the awards, as promised, Huntef 
Todd takes on the chore himself, helped 
out by producer John Peckham and 
yours truly. Despite the fact that there 
are almost 300 separate awards to be 
made, the presentation moves briskly 
along. As each award is announced, a 
stunning young lady presents the medal 
to the winner and escorts him to the 
photographic facility to have his picture 
taken. 

One of the most popular awards, 
judging from audience applause, is the 

I Shooting in Fort Lauderdale? 
Complete Mobile Unit / Motion Picture 
& TV Lighting / We also service the 
Southeast & Midwest. Call us! 
Jim Latham & Bert Bertolami 

Advance Producers Services 
PO Box 6444 (305) 989-2151 
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... and everywhere 
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RODNEY E.CAVIN 
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ONE DAY SERVICE ON ECO 
16MM PROCESSING-PRINTING-SOUND SERVICE 
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DESIGNERS AND MANUFACTURERS OF “PRECISION 
MOTION PICTURE SYSTEMS” — SUPER-8 — PRINT¬ 
ERS—16/D8 SLITTERS — 16-35 INTERLOCK PRO¬ 
JECTORS — B&H MODEL J&D FILM PRINTER CON¬ 
VERSIONS TO SUPER-8 —QUAD 8. 
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CANOGAPARK, CA 91306 

POSCO 
color media 

ROSCO, PORTCHESTER, N.Y. 10573 

LINWOOD DUNN, ASC 
Former Head of RKO Studio Effects Dept. I CREATIVE I 

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 
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MOVIES FROM SLIDES 
Dissolves, Pans, zooms to areas as small as 
W, using computerized Oxberry Animation 
Stands. 
Send for information, free film chart, pocket 
slate, field guide and sample film. 

Animated Productions, Inc. 
1600 Broadway (212) CO-5-2942 

New York NY 10019 

Joseph IPestheimer. A.S.C. 

TITLES. TRAILERS. INSERTS AND OPTICAL EFFECTS 

FOR MOTION PICTURES AND TELEVISION 
HO 6-8271 

736 Seward St., Hollywood, Calif. 90038 

HARRY WALSH, A.S.C. 
for FLORIDA filming 

Supplying Visiting Producers with Crews, 
Equipment, Locations etc. over 25 years. 

2711 San Domingo Coral Gables, Florida 
Phones—(305) 446-0566 and (305) 446-0811 

If it’s worth saying 
it’s worth saying into 
a Shure Microphone 

NICAD® — BATTERIES 
IN STOCK 

CALL 

305 945 4253 
2013 N E 160 TH ST rrowam N MIAMI BCH FLA 33162 

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 

Interfilm Award for Best Student Pro¬ 
duction. It goes to Jamil Delhavi for his 
moving "one-man” short, "THE GUI¬ 
TARIST", which he wrote, produced, 
directed and acted in. He receives a cash 
grant from Interfilm Productions (Hunt¬ 
er Todd's production company), plus a 
portable Mini-Pro Lighting Kit, compli¬ 
ments of Berkey Colortran, Inc. 

At the close of the banquet, I am 
approached by three distinguished gen¬ 
tlemen, one of whom is carrying an 
exotic-looking object. They introduce 
themselves as Asgeir Long, Pall Stein- 
grimsson and Ernst Kettler. They are 
three Icelandic film-makers who have 
just won a Gold Medal for their film, 
"DAYS OF DESTRUCTION", a stun¬ 
ning 27-minute documentary record of 
the volcanic eruption on Heimaey, an 
island just off the south coast of Ice¬ 
land. I recall listening to news reports of 
how the 5,000 inhabitants of the island 
were evacuated in four hours, with 
nobody killed or injured. 

The three gentlemen very kindly tell 
me that American Cinematographer is 
their "Bible" and they present me with 
the "exotic object", which turns out to 
be a chunk of lava from the scene of the 
eruption. Curiously sculptured by cata¬ 
clysmic forces, and richly colored in 
tones of red, brown and gray, the piece 
of lava is an incongruously beautiful 
memento of a very tragic experience. I 
am deeply touched by the thoughtful¬ 
ness of these men in bringing me this 
unique souvenir all the way from 
Iceland. 

And so, the Sixth Annual Atlanta 
International Film Festival comes to a 
close. 

This has been a banner year. The 
Festival has broken all past records for 
the number of entries (more than 
2,000) and categories (75). It has 
launched the very important Film Mar¬ 
ket, which has been highly successful in 
bringing film-makers into direct contact 
with buyers and distributors of film. It 
has presented an exhibition of the latest 
production equipment and a series of 
interesting seminars. It has managed all 
this with taste, style, showmanship and 
a refreshing informality. 

It is, in my opinion, one of the most 
important film forums in the world, 
because it cuts across the entire spec¬ 
trum of production—from TV commer¬ 
cials to features, and including every¬ 
thing in between. This year it has 
presented 170 superlatively good films 
in an atmosphere that epitomizes the 
magic of the motion picture. 

Where does the Atlanta Film Festival 
go from here? The people responsible 
are already working on that. 

Just wait until next year! ■ 

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 

‘P\ PALMER 
in CANADA 

is available from 

ALEX L. CLARK Ltd. 
3751 Bloor St. West (416) 231-5691 

Islington M9A-1A2, Ontario 
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PROFESSIONAL 
UNDERWATER 
PHOTOGRAPHY 

(415) 841-0555 
A Stan Waterman/ 
Al Giddings Enterprise 
6853 Buckingham Blvd., Berkeley, CA 94705 

MOVIOLA SALES, 
SERVICE & RENTALS 
Free estimates, shipping con- I 
tainers, quick service. 

■■■FILM ASSISTANCE 
11946 N.E. 151st St., Miami, Fla 
■ 331 62 (305) 944-7494 

SHOOTinG m Contact Jim Grattan for 
top equipped crews. Single 

 and doubie system. 
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PDATTAN 1440 st- Catherine Street, West 

Suite 507. Montreal 107, P. Q. Canada. 
PRODUCTIONS (514) 878-9638 

KINGSWAY: 

CANADA’S 

POST-PRODUCTION 

EQUIPMENT 
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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 

dfEENBECKD 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 
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in CANADA 

is available from 
ALEX L. CLARK Ltd. 

3751 BloorSt. West (416) 231-5691 
Islington M9A-1A2, Ontario | 

□XBERRY 
Division of Richmark Camera Service, Inc. 

Tel. [212] 585-0730 
Cable OXBERRY, N.Y. 
516 TIMPSON PL., BRONX, N.Y. 10455 

OPTICAL 
PRINTERS 

LIQUID GATE 

ANIMATION 
& FILMSTRIP 
EQUIPMENT 

If it’s worth saying 
it’s worth saying into 
a Shure Microphone 

FREE CATALOG 
16mm Super 8 8mm 
"Quality + Economy" 

W^OTOG«^'CC° 
Dept. A 

Box 223, New Hyde Park, New York 11040 

vtdt) 
ULUMVIM. 

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 

PROJECTORS 
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 

STATEMENT OF OWNERSHIP, MANAGE¬ 
MENT AND CIRCULATION. (Act of August 
12, 1970: Section 3685, Title 39, United 
States Code) 

1. Title of Publication: AMERICAN 
CINEMATOGRAPHER. 

2. Date of Filing, September 26, 1973. 
3. Frequency of issue: 12 Times a Year. 
4. Location of known Office of Publica¬ 

tion: 1782 North Orange Drive, Hollywood, 
California 90028. 

5. Location of the Headquarters or Gener¬ 
al Business Offices of the Publishers: Same as 
4. 

6. Names and addresses of Publisher, Edi¬ 
tor and Managing Editor, Publisher: A.S.C. 
Holding Corporation, 1782 North Orange 
Drive, Hollywood, California 90028; Editor: 
Herb A. Lightman, Same as above. 

7. Owner (if owned by a corporation, its 
name and address must be stated and also 
immediately thereunder the names and ad¬ 
dresses of stockholders owning or holding 1 
percent or more of total amount of stock. If 
not owned by a corporation, the names and 
addresses of the individual owners must be 
given. If owned by a partnership or other 
unincorporated firm, its name and address, as 
well as that of each individual must be given). 
A.S.C. HOLDING CORPORATION, 1782 
North Orange Drive, Hollywood, California 
90028. 

8. Known Bondholders, Mortgagees, and 
other Security Holders owning or holding 1 
percent or more of total amount of Bonds, 
Mortgages or other Securities: None. 

9. For optional completion by publishers 
mailing at the regular rates (Section 132.121, 
Postal Service Manual). 39 U.S.C. 3626 pro¬ 
vides in pertinent part: “No person who 
would have been entitled to mail matter 
under former section 4359 of this title shall 
mail such matter at the rates provided under 
this subsection unless he files annually with 
the Postal Service a written request for 
permission to mail matter at such rates.” 

In accordance with the provisions of this 
statute, I hereby request permission to mail 
the publication named in item 1 at the 
reduced postage rates presently authorized by 
39 U.S.C. 3626. 

(Signature and title of editor, publisher, 
business manager, or owner): 

Herb A. Lightman, 
Editor 

10. For completion by nonprofit organi¬ 
zations authorized to mail at special rates 
(Section 132.122, Postal Manual). (Check 
one): The purpose, function, and nonprofit 
status of this organization and the exempt 
status for Federal income tax purposes: Have 
not changed during preceding 12 months; 
Have changed during preceding 12 months; (If 
changed, publisher must submit explanation 
of change with this statement.) 

11. Extent and nature of circulation. A. 
Total No. copies printed (Net Press Run): 
Average No. copies each issue during preced¬ 
ing 12 months, 18,550; Actual number of 
copies of single issue published nearest to 
filing date, 18,550. B. Paid circulation: 1. 
Sales through dealers and carriers, street 
vendors and counter sales: Average No. copies 
each issue during preceding 12 months 3,730; 
Actual number of copies of single issue 
published nearest to filing date, 3,922.2. Mail 
subscriptions: Average No. copies each issue 
during preceding 12 months, 13,276; Actual 
number of copies of single issue published 
nearest to filing date, 13,684. C. Total paid 
circulation: Average No. copies each issue 
during preceding 12 months, 17,006; Actual 
number of copies of single issue published 
nearest to filing date, 17,606. D. Free distri¬ 
bution by mail, carrier or other means: 1. 
Samples, complimentary, and other free 
copies; Average No. copies each issue during 
preceding 12 months, 1044; Actual number 
of copies of single issue published nearest to 
filing date, 444. 2. Copies distributed to news 
agents, but not sold; Average No. copies each 
issue during preceding 12 months, 0; Actual 
number of copies of single issue published 
nearest to filing date, 0. E. Total distribution 
(Sum of C and D): Average No. Copies each 
issue during preceding 12 months, 18,050; 
Actual number of copies of single issue 
published nearest to filing date, 18,050. F. 
Office use, left-over, unaccounted, spoiled 
after printing. Average No. copies each issue 
during preceding 12 months, 613; Actual 
number of copies of single issue published 
nearest to filing date, 500. G. Total (Sum of E 
& F—should equal net press run shown in A); 
Average No. copies each issue during preced¬ 
ing 12 months, 18,550; Actual number of 
copies of single issue published nearest to 
filing date 18,550. 

I certify that the statements made by me 
above are correct and complete. 

(Signature of editor, publisher, business 
manager, or owner): 

Herb A. Lightman, 
Editor 

★★★★★★★★★★★★★★★ 

SERVICE 
ECLAIR AND ARRIFLEX 

Motors, Lenses, Etc. 

FACTORY TRAINED BY ECLAIR 

1213) 469-1551 
6572 Santa Monica Blvcf. 

^Hollywood, Calif. 90038 

★★★★★★★★★★★★★★★ 

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 

C world” 
KC Mark of Quality  

Color Reproduction Co. 
7936 Santa Monica Blvd. (213) 654-8010 

Hollywood, Calif. 90046 

MICROFILMED 
BACK ISSUES OF 

AMERICAN CINEMATOGRAPHER 

4^ Per Page- 

Sold only by complete issues 

1921 through 1967 available 

UNIVERSITY 
MICROFILMS 

EDITORIAL SERVICES 
300 N. ZEEB RD. 

ANN ARBOR, MICHIGAN 48106 

REV ftCOUW Iternative. 

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. 

MITCHELL MARK II 35mm reflex camera, 
25, 35, 50, 75mm Super Baltar lenses, Studio 
finder, 2-1000’ magazines, variable speed, 
sync, high-speed motors, follow focus unit, 
accessories, cases. Excellent condition. 
$8,600. AMERICAN CINEMATOGRAPHER, 
Box 1767 or (212) 581-1916. 

ECLAI R-NPR, serial No. 2308, Beala crystal 
motor, two magazines, IMAREC Angenieux 
finder, Cine 60 belt battery, two cases. 
$7500. Virtually unused, cherry condition. 
Phone (415) 626-5596. 

ARRIFLEX OUTFITS —35mm I I C , 
25-250mm power Angenieux, 18mm, 28mm, 
50mm Schneiders, 32mm Cooke, variable & 
constant motors, 3-400’ mags, O’Connor 
tripod, $4500. 16mm Arri M, 17-70mm 
Berthoit, 10mm, 15mm, 25mm Schneiders, 
2-400’ mags, constant motor, Halliburton 
case. $2500. Both excellent. FORDEL FILMS 
(212) 992-5000. 

HOUSTON FEARLESS 40’/Min. 16mm, S-8 
ECO/ME-4 Color Processor. Good condition. 
Removing to install larger machine. Backing 
scrubber, sound applicator and flow meters 
included. $12,000. EVERGREEN FILM 
SERVICE, 1658 Willamette, Eugene, Oregon 
97401. 

BOLEX—Rex-5, including finder, 10mm 
Switar, 17-85mm Vario-Switar compact 
zoom, MST sound motor, BX-55 power pack, 
electric camera grip, matte box, filters, Bolex 
aluminum case, Bolex ball leveling tripod, 
recently purchased, one owner, superb condi¬ 
tion—$1,500 (313) 851-6208, evenings. 

ECLAIR Beala Crystal sync motor—Remote 
cord and cradle $1450, plus tax in California. 
KEN ALLAN, (415) 564-2886.* 

MOY 16mm edge numbering machine ex¬ 
cellent condition $1500. Corning Model 12 
PH meter used once $400. ARNIE’S MOVIE 
SERVICE, 2648 No. Campbell, Tucson, Ariz. 
85719 (602) 795-3964. 

BEAULIEU R-16BA: electric grip; three 1000 
MA batteries; 12-120 zoom; .95 Ang. 1” lens; 
sync generator; 200-ft. magazine; case; $1950 
firm. NAGRA III BPH (new); Sennheiser 
MKH805 (new) with windscreen & fishpole; 2 
Electrovoice RE15 mikes; Shure portable 4 
chan, mixer; Jensen 205S synchronizer; 
$1850 firm. EDITING EQUIPT.: Maier- 
Hancock viewer; Precision 2-gang synchro¬ 
nizer w/mag. hd. and counter; Guillotine 
splicer; butt splicer; 2 Edequip rewinds; $450. 
MR. CAIN (707) 546-7573. 

ARRIVOX-TANDBERG Tape Recorder, like 
new, mains unit, mike $600. DAVID 
RHODENHISER, 496 Fort Hill Street, Macon 
GA 31201. (912) 746-3178. 

KODAK MAGNETIC-Optical 16mm pro¬ 
jector model AV12M6 (latest model, with VU 
meter) Serial #AO 2193. Used four times— 
Perfect $875. Cramer reversal B&W processor, 
$400. B&H slotted 70 DL camera, $100. 
(715) 423-5035. 

NIKOR 16mm rack & tanks complete, $179. 
Jobo super-8 $125. Cramer 16 B&W proces¬ 
sor, rev. or neg. $250. FILM ASSISTANCE, 
1946 NE 151st St., Miami, Fla. 33162. 

SACRIFICE Arri S Outfit. Body, v/s motor, 
16/25/75mm Schneiders, 2 400’ mags., matte 
box, filters, Cine 60 battery belt, fibre case. 
All in good shape, ready to shoot. $2100. A-D 
PRODUCTIONS, 832 Halekauwila, Honolulu 
96813. (808) 537-4115. 

STEENBECK editing machine, convertible 
16mm/35mm, 4-years old, excellent condi¬ 
tion; Eclair ACL camera with Angenieux 
12-120mm lens and all accessories: Nagra IV 
recorder with crystal sync and Sennheiser 
shotgun mike. MIKE GRAY, 8944 Crescent 
Dr., L.A. 90046 (213) 650-6654. 

NAGRA 4.2, QFM, QSLI, QGX, ATN2, QCL, 
SLO, QSV, $4000 value, $3200. Mint. 
Moviola, 16 picture, 2-16 sound Excellent 
$4700, List $3300. FILM ASSISTANCE, 
1946 NE 151 St., Miami, Fla. 33162, (305) 
944-7494. 

ECLAIR NPR, 12-120mm, CIBLO motor, 
Cine-60 belt, filters, cases, 3 year old, excel¬ 
lent condition, $6500. (213) 985-9437, eve¬ 
nings. 

LABORATORY PRINTER-PROCESSORS. 
8/16mm Lower Friction Production Machine 
for any process. Houston L-16/35mm and 
L-16R Labmasters. Model-J Printer, etc. (607) 
797-8823, COLOR LAB, P.O. Box 304, John¬ 
son City, NY 13790. 

100% BATTERY powered color tv camera 
plus backpack color 1/2”, vtr $6,000. No a/c 
wires. JON BECKJORD, Video California 
(415) 776-6703. 

ECLAI R-NPR, crystal motor, universal finder, 
magazines $6,500. Eclair-NPR, Ciblo motor, 
12-120 lens, magazines $5,500. Eclair Cam- 
erette in Aquaflex housing, $3,900. Eclair 
CM-3, lenses, motor, magazines, $2,500. Arri- 
-BL with 9.5-95mm lens $6,800. Magnetic 
system for BL, $1,500. Reflexed Auricon 
400’ outfit, $1,800. New Auricon magnetic 
heads, $365. Bolex H-16 with 3-lenses $375. 
Vario-Switar 18-860E zoom lens, $350. Movi¬ 
ola UL-20-CS editor, $1,900. Moviola URS 
squawk box, $45. Editing bench with re¬ 
winds, $175. JAN Xenon 16mm projector, 
amplifier, $850. Ask for our Free, complete 
list. COMQUIP, INC. 366 S. Maple Ave., Glen 
Rock, N.J. 07452. (201) 444-3800. 

FULTON 16mm B&W film processor. Model 
R16-8. 8 and 10 fpm sprockets. Very good 
condition, includes $150. Chemicals, $650. 
(714) 378-2244 or 379-2726. 

ARRIFLEX BL new, unused, 10-100 lens, 
APEC. Kodak K-100 three lenses, $325. 
Ektars 63mm, 102mm, S-Mount, $85. each. 
New Deluxe Arriflex “S" case $160. Box 
1768, American Cinematographer. (213) 
662-4507. 

SUPER 16 Cameras—used. Super 16mm Re¬ 
flex Mitchell $5000. Super 16mm Eclair NPR 
w/2 mags, $6,000. Super 8mm Printer $2250, 
Nagra IV-L recorder, $1900. Siemans Double 
Band Projector, $1900. Mitchell 16mm outfit, 
$2450. 1200' x 16mm Mitchell magazines, 
$150. Mauer motors—follow focus—finders— 
cheap. Mitchell fluid head, $295. 16mm Fluid 
head, $89.50. LLOYD’S CAMERA EX¬ 
CHANGE, 1612 N. Cahuenga Blvd., Holly¬ 
wood, CA 90028 (213) 467-3863. 

3M Sepratrom film processor, 16 & 35mm, 
neg, film. 3-1200’ magazines, new $295. Reg. 
$3100. (714) 968-7413. 

l-35mm UNIVERSAL PROJECTOR-inter- 
lock portable for sale call (weekdays) N.Y.C. 
(212) 581-6717. 

Production aids for the creative filmmaker. 
Save time and money. Write for literature. 
CINEPHONICS, Box 534, Dept. AC, Del Mar, 
Ca. 92014. 

BOLEX H16 Rex 5—3 Macro Switars—10mm 
F.l. 6 RX, 26mm FI. 1 Rx, 75mm F.1.9 Rx. 
Multifocal view finder—Rexofader. Like new, 
spotless, $1400. PETER R. VOUTSAS, 200 
Shadow Mt. Dr., El Paso, Tex. 79912 (915) 
584-0991. 

ECLAIR lenses: Cameblimp-geared 35, 50, 
75mm Kinoptiks, $700. 18.5mm Angenieux, 
25, 30, 40, 50, 75, 100mm Baltars, $1200. 
Cameflex 16mm magazine, $400. Body cast¬ 
ing, $200. Spares. ALAN GORNICK, 4200 
Camino Real, L.A. 90065 (213) 223-8914. 

BOLEX Rex-5 w/MST motor, two 400’ maga¬ 
zines, Pan-Cinor 17-70 zoom lens, battery, 
handgrip, case. $1,250. Bolex Supreme w/trig- 
ger fl.4 Switar. $225. Pro Jr. Tripod w/fric- 
tion head, $100. Eclair NPR Matte box, $60. 
Sun-Gun w/power pack, $185. B&H slide 
projector, $35. Bohn Benton Super-8 car¬ 
tridge projector, $185. Sennheiser wireless 
mike and transmitter, $275. Dichroic filter, 
$30. ASTRAFILMS, INC., 530 8th St., S.E. 
Washington, D.C. 20003, (202) 543-1011. 

BEAULIEU R16B PZ with 12-120 auto., 
2-1000ma battery, llOv charger, 12v charger, 
electric hand grip, charger extension cable, 
sync generator, 200' magazine, case, shoulder 
pod, remote extension cord, dummy socket, 
85 & 85B filters, used for 600’ film only. 
Uher 1000 recorder with mike, carrying case, 
battery container, connecting cable, never 
used, guarantees never registered. $3475. 
JOHN WILDASIN, 279 E. Elm Ave., Hano¬ 
ver, PA 17331. 

EDGE number machine 16mm Eastman 2 
blocks recently overhauled, $1650. Processor, 
Houston 16mm reversal, $650. Ultrasonic 
film cleaning machine, Richards, $2300. 
QUALITY FILM LABS, INC., 5800 York 
Rd., Baltimore, Md. 21212, (301) 435-1212. 

CINE KODAK II PACKAGE: 2 Par-reflexed 
bodies, 3-200’ magazines, 100’ magazine, 
Mitchell converter with 2-400’ magazines, 3 
motors, Auricon blimp, 11 prime lenses, 
17-85 zoom, many extras, $2,800. DON 
KLUGMAN, 740 N. Rush St., Chicago 60610, 
(312) 642-7700. 

20 New Repossessed 3m—8/16/35mm Separ- 
tron Microfilm processors. Originally sold for 
$3,500. Now $495 each or will trade for 
16mm equipment. 1805 W. Palais, Anaheim, 
Ca. 92804, (714) 772-3053. 

Cancelled project—must sell new Arri 16SB 
outfit. Has Vicon motorized 12-120mm Ange¬ 
nieux, 4 Cooke-Kinetal prime lenses, 150mm 
Kilfitt-Kilar, 2 motors, battery belt, filters, 
etc., etc. Only test film has run through this 
camera. Outfit list $10,464. First $7,250 
takes all. Reply Box #1769, AMERICAN 
CINEMATOGRAPHER. 

2 ECLAIR ACL 200 ft. magazines $600 each. 
35mm magazine recorder $700. (213) 
459-4048. 

NEW Arri 16BL w/12-120 Angenieux zoom 
and 10mm Schneider Arri lenses, Sync pulse 
generator, offset finder w/TV grid, two 400’ 
magazines, power pack, cables, filters, meter, 
and case. Firm at $8600. J. E. ARJONA, 311 
E. 6th St., Reno, Nevada 89502. 

STEENBECK, model ST 1400, new 35mm 4 
plate never used for even one picture, latest 
model/solid state “card” module construc¬ 
tion, 12 sided prism inquire for details. MR. 
GARDNER, 2807 St. Paul St., Baltimore, MD 
21218, (301) 243-8750. 

ONE OWNER Low mileage ARRI 16BL 
w/12-120 cu. in. Angenieux zoom, 10mm 
Schneider, Dual mags, high speed offset find¬ 
er, constant speed motor w/sync puls gen., 
chrome off/on switch, power pack, filters, 
meter, and case—Used by little old filmmaker 
who never pushed his ASA's! Last one on our 
lot—Low blue book of $8600 drives it away. 
Write: ARRIFLEX 16BL, 311 E. 6th St., 
Reno, Nevada 89502. 

RATES: Ads set in lightface type 40< per word. Minimum ad, $4.00. Text set in 
lightface capital letters (except 1st word and advertiser's name) 50^ 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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smcm 
RIGIDISED ALUMINIUM 

TAILOR MADE 
TO FIT YOUR EQUIPMENT 

To calculate the price of a Samcine 
case complete with handles, catches, 
and special opening rest, simply add 
together the overall lersgthA, width B 
and depth C in inches and multiply this 
figure by $1.50 or £0.60 (whichever 
is appropriate) 

When ordering, be sure to state 
whether you require your case to be 
made in 14 s.w.g. metal for maximum 
strength, or 16 s.w.g. for minimum 
weight. 

OPTIONAL EXTRAS 
Recessed handles (see above diagram) 
At $2.50 or£1.00 each should be 
indicated on the Specification 
Diagram thus: dll N.B. Position of 
standard handles, which are included 
in the basic price should be shown 
by the symbol: I I 
Locking catches 
At 75c or £ 0.30 each. Indicate thus: EB 
Ethafoam lining 
%" thick throughout = 
75c or £0.30 per sq. ft. 
Vi" thick throughout = 
$1.10 or £0.40 per sq. ft. 
Ethafoam or Polyester filling 
Available in layers 11 Vi", or 2" 
thick. State thickness required. 
Ethafoam at $12.50 or £5.00 per 
cu. ft. Plyester at $7.50 or £3.00 
per cu. ft. 
* Both Ethafoam and Polyester 
fillings can be easily cut to 
accommodate your equipment with 
an ordinary sharp knife. 

We shall be pleased to quote for 
special shapes, metal partitions, and 
coloured finishes on request. 

All prices carriage forward. 
Cheques or cash with order. U.K. 
only add 10% VAT to total. 

Specification 
Diagram 

Due to DUST TRAP 
Internal opening 
will be %" smaller 
than external 
measurement 

Min. unit price 
$50.00/£20.00 

SAMCINE SALES LTD 
303-315 Cricklewood Broadway 
London NW2 6PQ Telephone: 01-452 8090 

Telex: 21430 Cables: Samcine London 

STUDIO PRODUCTION EQUIP. SITUATIONS AVAILABLE 

COUNTERS . . . frames and footage one unit 
for 16 or 35mm. NEW—CUSTOM BUILT 
large readout, counts up or down, reverses 
automatically. Solid state, QUALITY built. 
Six digits readable from long distances. 
Adaptable to many editing, mixing, and lab 
uses. Incl. sensing head pickup custom de¬ 
signed for your equipment and cable. $490. 
Brochure with photograph or orders—R.D. 
GARDNER, 2807 St. Paul St., Baltimore, MD 
21218, (301) 243-8750. 

ECLAIR NPR 1-400’ magazine Ciblo constant 
speed motor completely overhauled $5500 or 
best offer. Box 16, OLD CHELSEA STA¬ 
TION, NYC, NY 10011. 

CANON SCOOPIC demonstrator $795. Fold¬ 
ing shoulder pods, new $55. GORDON 
YODER, INC., 2840 Reward Lane, Dallas, 
Texas 75220. 

SERVICES AVAILABLE 

GORDON YODER, INC. gives 48-hour serv¬ 
ice on Filmo and Auricon filter slots. Also 
quick service on Auricon and Filmo repairs. 

GORDON YODER, INC. repairs all types of 
conversions. 

BRITISH film company, newly established, 
will shoot for you, anywhere in Europe. 
Immediate service. Write: CAT Films, 46 
Church Rd., London SW13 or call: 01-741- 
0333. 

GORDON YODER, INC. builds a 15-oz. 
magnetic amplifier for Cine Voice. 

Camera repairs and filter slotting 35 years 
experience. Filmos, Eyemos, converted Cine- 
voices. Reasonable, quick service. RALPH 
GONZALEZ, 248-45 Thebes Ave., Little 
Neck, NY 11362. FA 1-1989. 

RENTALS 

MOBILE VIDEO-SF area, single color tv 
camera, w/1/2”, 3/4” or 1” color VTR 
$150-$300/day. JON BECKJORD, Video 
California, (415) 776-6703. 

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 Street, New York, 
NY 10036. Ask for Ted Powers, (212) 
586-7666. 

WANTED 

CASH waiting for your used film editing or 
projection equipment. What have you got to 
fit your budget. LAUMIC CO., INC., 35 West 
45th St., New York, NY 10036, Ask for Ted 
Powers (212) 586-7666. 

ECLAIR NPR body and crystal motor (213) 
454-9903. 

ECLAIR NPR Body only, Call (317) 
846-9482. 

ONE used Nagra III or IV with sync crystal. 
Call day or night (716) 275-9710. 

MISCELLANEOUS 

BUY-SELL-TRADE used photographic equip¬ 
ment through Nationwide monthly shopper. 
Free sample. SHUTTERBUG ADS, Box 
730-M, Titusville, Fla. 32780. 

MAJOR SOUND STUDIO complex—for sale 
or lease. All Westrex and Magnatech equip¬ 
ment, consisting of mixing consoles, dubbing 
heads, 35 & 16mm, pickup recorders 16 & 
35mm, complete selsyn interlock systems, 
RCA optical recorders, Ampex scoring equip¬ 
ment, complete editing rooms, etc. Principals 
only. Box 1762, AMERICAN CINEMATOG¬ 
RAPHER. 

FILM/PHOTO SPECIALIST position avail¬ 
able through June 30, 1974. Requires strong 
16mm filming and editing skills, plus knowl¬ 
edge of still photo including darkroom opera¬ 
tion. Work with instructional media team in 
development of Instructional TV programs. 
Salary approximately $600-$700 per month, 
depending on experience. Send credentials to 
Associate Director, Educational Communica¬ 
tions, University of Wisconsin—Green Bay, 
Green Bay, Wisconsin 54302. UWGB is an 
equal opportunity employer. 

RENTAL TECHNICIAN w/experience in 16 
& 35, lighting, grip; wanted by large equip¬ 
ment/services organization. Send salary re¬ 
quirements and resume to CINERENT WEST, 
155 Fell St., SF, CA 94102. 

I NEW PHOTO LAB SERVICES 
OFFERED BY METRO/KALVAR 

Metro/Kalvar Inc. has expanded its 
Photographic Laboratory Services at 
8927 West Exposition Blvd., Los 
Angeles, California. 

In addition to B&W instant printing 
on Metro/Kalvar "Space Age" vesicular 
film, the laboratory now offers both 
B&W and color printing and processing in 
35mm, 16mm and Super-8 formats; 
and 35mm filmstrip production from 
original art or slides, plus editorial assis¬ 
tance and post laboratory production 
services in all formats. New services 
price list available. 

• 

NEW TECHNICOLOR SUPER-8 
PROJECTOR WITH MAGNETIC 
SOUND 

A new heavy-duty Technicolor in¬ 
stant film projector, formerly for opti¬ 
cal sound only, is now available to 
operate continuous loop cartridges of 
magnetic sound striped Super-8 film. 

Known as the Technicolor 1000 ME, 
the projector, which weighs less than 21 
lbs, incorporates an electrostatic cleaner 
which removes any dirt or dust auto¬ 
matically from the surface of the film 
being projected. The solid state sound 
system has an output of 7 watts through 
a built-in 5-inch speaker, or through an 
external speaker or headphones. The 
amplifier needs no warm-up period so 
that the sound and pictures are immedi¬ 
ately available as soon as the projector is 
switched on. 

The equipment is claimed to be 
particularly simple to operate, maintain 
and service. It measures 11 inches wide, 
14% inches long and 8% inches high. 

The Technicolor 1000 ME projector 
can be used either as a conventional 
front projector or, for specialised dem¬ 
onstration and educational purposes, as 
part of a Technicolor audio-visual 
system. 
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Model LW-16 
TV newsfilm 

& documentary 
professional 

16mm camera. 

MADE IN U.S.A. 

Available 
with/without advanced 

automatic iris (shown) 
powered from camera. 

Features famous 
BACH AURICON 
movement. 

Perfectly balanced, our "Fre 
Cordless™" Cameras have the n 
est Angenieux zoom lenses and 
viewfinders. OPTIONS: A Special 
TV Newsfilm Package, plus a wide 
variety of camera accessories, am¬ 
plifiers, "Frezzi™" portable power 
packs, portable "Frezzi-Lites™", 
everything to customize a "Ready- 
To-Roll" Camera System for your 
needs. For camera demonstration or 
consultation write or phone James 
J. Crawford, V.P. Eng. 

General Research Laboratories 

(Your present conversion can be made "Frezzi-Cordless"™ 
by FREZZOLINI; for details write, phone ) 

DIVISION OF 

Frezzolini Electronics Inc. 
7 Valley StM Hawthorne, N. J. 07506 

PHONE: (201)427-1160 



Byron Color-Correct®service puts your best footage forward 

some Producers 
look so 

The hero's welcome . . . when long hours are 
rewarded, when concept has become creation, when 
the glimmer of gratitude ignites behind a client's eyes. 
At moments like these, you realize you're a lot more than 
|ust a producer. You're a creative person. 

Because of that, your lab work means a lot more 
than just processing. It means a lab willing to consult with 
you before your camera ever begins to roll. It means lab 
personnel who treat your precious original more care¬ 
fully than you would. It means facilities featuring the latest 
and best equipment... a lab versatile enough to converse 
in all media languages—film or video. It means deadlines 
constantly met and prints consistently "Color Correct®," 
scene for scene. 

Chances are, if your creative process goes this far, 
your lab is—Byron. Creative persons are made, not born. 
And at Byron, making you look good 
is why we were born. 

65 K Street, Northeast, Washington, D.C. 20002 202/783-2700 

World’s Most Sophisticated Video Tape and Film Laboratories 

If it's shown on a screen ... motion picture or TV . .. Byron processes it better, faster and 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 
□ Alack & 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, electron beam 
recorder 
Film to video tape transfer, 2", 1" & V?" 
Videotape dubbing, 2", 1” & 14" 
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 B Modern 60,000 square foot building 
Sony %" Video cassette duplicates 

all under one roof! 


