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CSC opens 
largest, most 
modern, privately 
owned production 
facility in Montreal. 

• 13,000 square foot 
production complex. 

• Huge 85'x45' sound 
stage built to meet high 
CBC acoustic standards. 

• Complete camera and 
lighting rental depts. 

• Screening and editing 
facilities. 

• Production packaging 
services. 

• All production and post 
production services. 

• Set design division. 

• Carpentry shop. 

• Dressing rooms. 

• Make-up rooms. 

• Research and design, 
manufacturing, special 
project capabilities. 

• Rentals, bookings, sales and 
pre-production conferences 
can be made on either side 
of the border. 

• Bi-lingual French Canadian 
staff of pros to serve you. 

Learn how we can make your next Canadian production more profitable. 
Write or call CSC in New York or Cinepro in Montreal for full particulars. 

iMBme 
5000 Rue Wellington, Montreal 204, Que., (514) 761-4831 

A wholly owned subsidiary of CAMERA SERVICE CENTER, INC. 
625 West 54th Street, New York, N. Y. 10019, (212) 757-0906 



New York has 
a'West Coast’ 

general stage 
^nineteen ^ 

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

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

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

king. 
But instead of the usual re¬ 

conversion of the sprawling 
ex-garages now dotting the 

west side, we started 
from the ground up. Re¬ 
sulting in a three-studio 
complex that tops any- 
hing you’ll find this 
ide of the Sacramento 

(and possibly even fur¬ 
ther West). 

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

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

generol camera 
^corooration 471 Seventh Avenue KO New York, N Y. 10018 

(212) 594-8700 

It had to happen, sooner or later 

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

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

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

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

Our vision and PANAVISION 

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

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

noted for pioneering the latest in cinematography. 
Without compromise. 

Exclusive East Coast distributor ior—f^A NA VISION® 
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‘I knew it the moment the producer 
showed me the script. 

“But more important than the 
Emmys and other awards that ‘Brian’s 
Song’ won was the fact that it was 
the highest-rated made-for-tv movie 
ever. I mean, people wanted to see 
this movie. Maybe even needed to. 

“That’s why thousands of them 
packed Chicago theaters to see‘Brian’s 
Song’ just a few weeks after it had 
been on television. 

“And, as a cameraman who has 
been in the business for fifty years, 
working on ‘Brian’s Song’ made me feel 
good. You know, jumping from one 
medium to another without a hitch. 

“That’s why I like the flexibility and 
freedom of something like Eastman 
film. And why I’ll stick with it. 

“After all, I never know when 
another ‘Brian’s Song’ might come 
along.” 
Joseph Biroc. Award winning 
Director of Photography, “Brian’s Song.” 

Be sure to watch “The Men Who Made The Movies,” an eight- 
part series made possible by Kodak Grant and scheduled 
for PBS broadcasting in November and December. 

EASTMAN KODAK COMPANY 
Atlanta: 404/351-6510/Chicago: 312/654-5300/Dallas: 214/351-3221/ 
Hollywood: 213/464-6131/New York: 212/262-7100/San Francisco: 
415/776-6055/Washington, D.C.: 202/554-9300. 



WHAT’S NEW 
IN PRODUCTS, SERVICES AND LITERATURE 

CBS LABORATORIES LASER COLOR 
FILM RECORDER TO ENTER 
WORLDWIDE SERVICE 

The Laser Color Film Recorder 
(LCFR) developed by CBS Laborator¬ 
ies, a Division of Columbia Broadcasting 
System, Inc., will enter into commercial 
service early in 1974. CBS Laboratories 
has three contracts for the Laser Color 
Film Recorder for Rank Film Labora¬ 
tories, London; Consolidated Film In¬ 
dustries, Hollywood, California; and 
Byron Motion Pictures Inc., Washing¬ 
ton, D.C., it was announced by J. 
Kenneth Moore, General Manager for 
Electronic Systems Department. 

"The Laser Color Film Recorder," 
Mr. Moore stated, "provides a new 
standard of quality for video tape-to- 
film transfer without incurring the high 
production cost associated with systems 
using color separation processes. The 
LCFR produces full color imagery in a 
single exposure. 

"The flexibility inherent in the 
LCFR also allows for economic opera¬ 
tion independent of the number of 
transfers required. For customers requir¬ 
ing a single or a few prints," Mr. Moore 
went on to say, "the Laser Color Film 
Recorder can record directly onto rever¬ 
sal film, but for film laboratories where 
production costs on large orders dictate 
the use of a negative, the Laser Color 
Film Recorder will also record directly 
onto negative film. Both approaches 
have been successfully demonstrated 
with the most modern photographic 
materials and have resulted in very 
high-quality transfers," Mr. Moore 
stated. 

A prototype system of the LCFR is 
in operation at CBS Broadcast Center in 
New York City. 

In 1972 the Laser Color Film Re¬ 
corder was selected as one of the year's 
100 most significant products by Indus¬ 
trial Research, Inc. 

Mr. Moore sums up the unique fea¬ 
tures of the Laser Color Film Recorder 
as: high resolution, high color purity, 
low noise, no phosphor decay effect, 
excellent scan linearity and precise color 
registration. 

CBS Laboratories has a background 
in laser film recorder technology which 
began several years ago with the devel¬ 
opment of a 50 MHz 100-lp/mm laser 
film recorder system. The first system 
consisted of a laser flying-spot scanner 
and a 5-inch aerial film laser recorder 

system. Continuing development has led 
to the Compass Link System, whereby 
high-quality photographic imagery is 
sent via Satellite from Southeast Asia to 
Washington, D.C. The Laser Color Film 
Recorder is the most advanced of sys¬ 
tems in the progression of CBS laser 
developments. 

For more information on the subject 
of this release, or any activities at CBS 
Laboratories, please contact Herbert A. 
Grant, Director of Information Services, 
227 High Ridge Rd., Stamford, Conn. 
06905 (203) 327-2000 / TWX 
710-474-0694. 

SCOOP LAMPS BY GE 

Two new Quartzline® light sources 
for television and motion picture pro¬ 
duction were introduced recently by the 
General Electric Company at the annual 
convention of the Society of Motion 
Picture and Television Engineers. 

The new units are 1500- and 2000- 
watt "Scoop Lamps," so called because 
they are designed for use in 16- or 
18-inch scoop-shaped reflectors. The 
new lamps supplement a 1000-watt 
lamp introduced a year ago, completing 
GE's line of scoop lamps. 

Scoop lamps are designed to provide 
lighting which creates softer, more dif¬ 
fuse shadows than smaller lamps of 
equal wattage, thus making them desir¬ 
able for use in TV, movie, and still 
photography studios. 

GE's scoop lamps are self-cleaning 
tungsten-halogen Quartzline types, 
which offer the benefits of long life. 

high light output, and extremely stable 
light output and color temperature 
throughout life. They have longer life 
and/or higher light output than other 
tungsten-halogen and conventional in¬ 
candescent lamps presently available for 
similar applications, according to GE, 
and operate effectively in any position. 
The new lamps have special "low-noise" 
construction to minimize generation of 
audible noise, even when used on solid- 
state studio dimmers. 

The 1500-watt lamp is identical in 
size and physical appearance to the 
1000-watt version. The inside-frosted 
PS-52 outer bulb is six and a half inches 
in diameter and 13 inches in overall 
length. A quartz tungsten-halogen fila¬ 
ment tube is mounted inside, along the 
axis of the bulb. It is expected to be the 
"most wanted'' size for studio lighting 
applications. 

The 2000-watt lamp is completely 
different in physical appearance. There 
is no outer bulb. The Quartzline tube is 
one inch in diameter by about 4 inches 
long, and is outside-frosted. The lamp 
has a maximum overall length of 11% 
inches. Only the quartz tube is lumi¬ 
nous. The rest of the lamp length is an 
extension to the mogul screw base. The 
extension serves to make the light- 
center-length the same as that of the 
1000- and 1500-watt lamps—91/2 inches. 

The 1000-watt bulb has a rated 
average life of 500 hours, with initial 
light output rating of 27,000 lumens. 
The 1500-watt lamp has an average life 
rating of 1000 hours and initial light 
output of 41,000 lumens. Comparable 
ratings for the 2000-watt lamp are 750 
hours and 58,000 lumens. All three are 
rated at 3200°Kelvin. 

CP-16 CAMERA MODELS 
AVAILABLE WITH AUTOMATIC IRIS 

Cinema Products Corporation an¬ 
nounces that CP-16 and CP-16/A cam¬ 
era models accept the new Angenieux 
9.5-95mm and 12-120mm zoom lenses— 
BOTH with built-in Angenieux-designed 
AUTOMATIC IRIS. Exposure control is 
instant and precise—with no "hunt-and- 
seek" time delays. 

These improved and advanced Ange¬ 
nieux Automatic Iris zoom lens control 
systems are ideally suited for operation 
with ultra-lightweight CP-16 camera 
models, and draw power from the same 
nicad battery pack powering the entire 
CP-16 camera system. 

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

Designed and 
Manufactured by: 

Available From: 

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 

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

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 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. 

(1) Despite light weight, cameras 
are extremely rugged and com¬ 
pletely reliable. 

(1) 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. 

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

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

©CP-16 camera system is all- 
American made. 

©Freedom of movement not 
available with any other news cam¬ 
era. Ideal for action filming. 

©No 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. 

©Standard 
Mitchell-type 400' 
or 1200' maga¬ 
zines can instant¬ 
ly be snapped on 
or off camera 
with unique 
quick - release 
button. 
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a smashing success 
in its first year! 

No filming tool was ever received 

AVAILABLE FOR RENTAL OR SALE 
at these fine equipment houses. 

LOS ANGELES Cinemobile, Inc. (213) 652-4800 ■ F & B 
Ceco of California, Inc. (213) 466-9361 ■ Alan Gordon 
Enterprises, Inc. (213) 877-2135 

SAN FRANCISCO FERCO (415)398-2308 

DALLAS Victor Duncan, Inc. (214) 369-1165 

with more enthusiasm than the 
Arri 35BL—the industry’s first, si¬ 
lent, portable 35mm production 
camera. And it has lived up to 
every expectation—proving itself 
in more than one hundred fea¬ 
tures and commercials. At only 
26 lbs., mags that change in sec¬ 
onds, the 35BL is spurring new 
concepts in 35mm filmmaking. 

CHICAGO Victor Duncan, Inc. (312) 321-9406 

DETROIT Victor Duncan, Inc. (313) 371-4920 

NEW YORK Camera Mart, Inc. (212) 757-6977 
■ Camera Sales Center, Inc. (212) 757-0906 
■ Cine 60 (212) JU 6-8762 ■ Cinemobile, Inc. 
(212) 265-3650 ■ F & B Ceco, Inc. (212) JU 6-1420 
■ FERCO (212) 581-5474 ARRI 

ARRIFLEX COMPANY OF AMERICA 

P.0. Box 1050, Woodside, N.Y. 11377 • 1011 Chestnut Street, Burbank, Calif. 91502 
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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. 

MOHUS 
565 Fifth Avenue, New York, N.Y. 
(212) 697-8620 
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YOUR BEST INVESTMENT 

StElUvC^ 
THE MOST VERSATILE 

& FLEXIBLE PROFESSIONAL 
TAPE RECORDING SYSTEM 

IN THE WORLD TODAY 
■ COMPACT ■LIGHTWEIGHT 

■ COMPLETELY PORTABLE 

INTERCHANGEABLE HEADS INCLUDE 

Stellavox SP7 
—Mono, full track neo-pilot (15 IPS) 
Stellavox SP7 
—Mono, full track neo-pilot (7% IPS) 
Stellavox SP7 
—Stereo, two track, synchrotone (7Vi IPS) 

CHECK THESE SPECIALS 
ARRIFLEX PACKAGE DEAL 

1 Arri 16 S/B, 1 8 volt variable speed 
motor, 1 battery with mini-charger, 1 

cable and 1 10-100 Vario-Sonnar Zoom 
lens. Limited Qty. First Come First Served. 

TOTAL PACKAGE $4500.00 

Arri Cine Xenon 16 F2 Demo $250.00 
Arri Cine Xenon 50 F2 Demo $260.00 
Arri Zeiss Planar 32 F2 Demo $350.00 
Arri Zeiss Planar 25 F2 Demo $360.00 
Arri Xenon 28-F2 (used) $ 99.00 
Arri Xenon 50-F2 (used) $ 99.00 
Arri Mount Vivitar— 

85-205 Zoom $ 99.00 
Arri Mount 17-85 

Pan Cinor (used) $149.00 
Arri Mount 300 MM F5.6 

6 Tele-Kilar (used) $149.00 
Arri Mount 300 MM F4 

Tele-Kilar (used) $219.00 
Arri Mount 300 MM F4 

Pan Tele-Kilar (used) $289.00 
Arri Mount 650MM 

Tele-Athenar (used) $119.00 
Arri Periscope Finder $369.00 
Arri Syncmotor with 

AC Supply (used) $499.00 

BEAULIEU NEWS 16 $50 .00 a day 

Available for rental from $25C .00 aweek 

STELLAVOX SP7 $40 00 a day 

Available for rental from $200 QQ a week 

BB.niRG1MBVI&Hm 
Mail & Phone Orders Promptly Filled 

(Calif, residents add 5%) 
927 Westwood Blvd., 

Los Angeles, CA 90024 
HOURS: Monday 9-9, Tues-Sat. 9-6 

ALL ITEMS SUBJECT TO PRIOR SALE 
(213)477-9569 ( 213) 879-9616 

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

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

large area outdoors, I understand 
that several sunlight reflectors are often 
used together. I have observed that most 
cinematographers achieve very evenly 
lighted scenes with reflectors, even to 
the extent of controlling the sun-to-fill 
ratio (3:1). It would seem impossible 
from a time standpoint alone to individ¬ 
ually place the various reflectors and 
measure the light. How is this uniformi¬ 
ty achieved and the correct ratio main¬ 
tained without unduly delaying 
production? 

A The placement of sunlight reflec¬ 
tors is always controlled by the 

position of the sun in conjunction with 
the angle of the shot that is being made. 
Large areas are "filled" by using a 
number of reflectors—sometimes a doz¬ 
en are used. But with enough grips on 
hand to constantly change the position 
of the reflectors, the desired result is 
accomplished. 

Cinematographers never measure the 
light from reflectors to determine a light 
value ratio. This is accomplished 
through experience and judgment—judg¬ 
ing the balance by sight. Also, a great 
many shots are "filled" with booster 
lights, instead of with reflected light, 
especially closeups and medium shots. 

professional sound recording studio to 
do the work for you. From the resultant 
single tape, the recording studio can 
then transfer to an optical negative 
sound track for Ektachrome printing. In 
the cutting, sync your picture with the 
sound track to prepare it for release 
printing. 

QWhat is the color temperature of 
matchlight? What color gelatin 

filter placed over a lamp rated at 3200° 
Kelvin will simulate the effect of match-, 
light? Will an MT-2 or similar filter 
panel used over a window convert the 
daylight coming through to 3200° K to 
give a satisfactory matchlight effect? 

A The color temperature of match- 
light ranges between 1700° and 

1800°K. The MT-2 filter will convert 
sunlight (6000° K) to 3200°K. Two 
thicknesses of the MT-2 filter gelatin, 
therefore, will almost exactly reduce the 
color temperature of the window light 
to that of matchlight. 

QFor a film I am making dealing 
with the ocean, I wish to make 

titles in the sand, with waves washing 
one title away and the title followed by 
another, how can I do this? 

QWe have been producing three 
fashion films annually, using 

16mm Commercial Ektachrome making 
release prints without sound. 

On our next production (working 
with a low budget, of course) we would 
like to add sound, including narration 
and background music, and make about 
10 prints. 

How can we add sound at low cost to 
our 16mm Commercial Ektachrome 
original master? 

A To obtain the type of sound track 
you require, the usual procedure 

is to begin with the use of magnetic 
tape. Record your narration on one 
tape, then record your music on a 
second tape. If you have two-channel 
facilities available when re-recording, 
you can combine the two tracks on a 
single tape, thus obtaining the level of 
narration and music that you wish. 

Where such facilities are not avail¬ 
able, then your best bet is to engage a 

A Make a wooden box about 3 by 6 
feet in size and 8-inches deep and 

fill it half-full of sand. Tilt the box so 
that when the sand is leveled it is even 
with the top of the lower edge of the 
box. Next, provide a tub of water and 
place it near the box, where an assistant 
can pour its contents into the box at the 
elevated side. With your camera lined up 
on the sand box (but without the box 
itself visible in the finder, of course) 
write the first title in the sand. Start 
camera by fading in; read the title as 
you shoot to determine the required 
screen time, then have the sand flooded 
with water to obliterate the title at the 
same time you fade out on the title. 
Next, wind back film in the camera. 
Write the next title in the sand and fade 
in on same as you start to shoot again. 
This will create a dissolve at this point. 
Continue shooting for the desired read¬ 
ing time, then repeat the procedure for 
as many subsequent titles as you may 
require. 
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MICRON 
the system with maximum performance and versatility... 

MICRON 

Channel 

Complete pocket size 

wireless microphone system. 

For on location.....on stage use. 

This compact Micron system goes anywhere. 
Lightweight, durable, versatile, 

rugged and completely dependable. 
Full professional quality. 

TRANSMITTER. Stainless steel case. 
Mini size. Powers Sony ECM-50, 

Sennheiser 04,05,15 series microphones 
and many more. 

MOBILE RECEIVER. Powered from 
Nagra, Stellavox or Uher 

tape recorder batteries. 
Displays for signal strength, transmitter 

and receiver battery conditions. 

MICROM 
MWHN 

SOUND ONE CORPORATION 
35 WEST 45th STREET, NEW YORK, N.Y. 10036 (212)765-4757 

Write for additional information about our entire line of professional products. 
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Precision Cine/Optics 

25th ANNIVERSARY 

SALE 
. . . AS A TOKEN OF APPRECIATION TO OUR MANY FRIENDS IN FILM PRODUCTION, WHOSE LOYAL 

PATRONAGE HAS MADE CENTURY PRECISION OPTICS AMERICA'S LEADING MOTION PICTURE OPTICS 

SPECIALISTS, WE ARE OFFERING A VERY SPECIAL DISCOUNT SALE. 

SAVINGS UP TO 50% ON TOP GRADE OPTICS! 

CENTURY TELE-ATHENARS 
“WORLD’S HIGHEST RESOLVING POWER” 

LIST SALE 
219.50 230 mm f/3.8, "C" Mount 186.57 
249.50 300 mm f/4.5, "C" Mount 220.75 
329.50 385 mm f/4.5, "C" Mount 280.75 
available in standard Arriflex mount (add to base price) 44.50 

CENTURY SUPERWIDE ANGLE LENSES 
RAZOR SHARP — COMPACT 

LIST SALE 
495.00 3.5 mm f/1.8 "C" Mount 399.50 
349.50 5.7 mm f/1.8 "C" Mount 299.50 

CLOSED CIRCUIT TV ZOOM LENSES 
(WILL COVER SUPER-16 ALSO) 

ABSOLUTE TOP GRADE MADE BY JAPAN'S LARGEST 

MANUFACTURER OF PHOTO EQUIPMENT, FUJI. 

LIST SALE 
425.00 20-100 f/1.8 "C" Mount. Black 179.50 
660.00 20-100 f/1.8 in housing with push-pull 149.50 

focus/zoom control rod "C" Mount 

RANK TAYLOR HOBSON 16 mm ZOOMS 
LATEST MODELS, BRAND NEW 

LIST SALE 
339.50 17-85 f/3.8 Compact, "C" Mount 169.50 
525.00 17-85 f/3.8 w/finder, "C" Mount 225.00 
143.75 Hyper Pan 13.5-68 for above 78.00 
480.00 17-85 f/2.0 "C" Mount 225.00 
720.00 17-85 f/2.0 w/finder, "C" Mount 470.00 

1565.00 12-120 f/2 Arri. Bay. Mount 950.00 
802.00 12-120 f/3.3 "C" Mount 395.00 
979.00 12-120 f/3.3 Std. Arri. Mount 525.00 
802.00 17-130 f/2.7 "C" Mount 365.00 
525.00 23-115 f/2.6 "C" Mount 225.00 
720.00 23-115 f/2.6 w/finder 470.00 

1227.00 8-26 f/1.6 Interview "C" Mount 650.00 
1422.00 8-26 f/1.6 Std. Arri. Mount 750.00 

89.50 l*5XTele-Extender for above only 29.50 8-26 mm f/1.6 wide angle zoom 

NOTE: WE HAVE A LARGE STOCK OF USED MOTION PICTURE OPTICS AND OTHER FILMING EQUIPMENT. PLEASE CONTACT 
US FOR YOUR NEEDS AS THESE USED ITEMS ARE BEING SOLD AT FAR BELOW MARKET VALUE. 

SALE ENDS DEC. 31, 1973 

ALL ITEMS BRAND NEW, OPTICAL BENCH TESTED BEFORE SHIPMENT. FULLY GUARANTEED. PRICES ARE FOR PAY¬ 
MENT WITH ORDER. 20% DEPOSIT REQUIRED ON C.O.D. PLEASE ADD APPROX. SHIPPING CHARGES. ALL ITEMS LIMITED 
SUPPLY Angenieux Zoom Lens Repair Specialists 

Precision Cine/Optics 
10661 BURBANK BLVD. NORTH HOLLYWOOD. CALIFORNIA 91601 (213) 766-3715 
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Canxera is a 

5 craftsman 

je 
THE jdUWWJ LINE 

OF 16 MM PROFESSIONAL 

CAMERAS 

Of fl 

GET BEHIND AN 
AURICON “SUPER-1200”. 

...and know the real 
satisfaction of filming with 
a truly Professional Camera! 

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

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

BACH A.URICOX, Inc. 
S©OS Romaine St., Hollywood SS, California 

HOLLYWOOD 2-0931 

AURICON . . .THE PROFESSIONAL CAMERA • STANDARD OF THE 16MM SOUND INDUSTRY SINCE 1! 

CINE-VOICE n 

100 FT. RUNS 2-3/4 MIN. 

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

WRITE FOR 
YOUR FREE 
COPY OF THIS 
74 PAGE 
AURICON 
CATALOG 



By ANTON WILSON 

CRYSTAL-SYNC 

Crystal-Sync has provided the cam¬ 
eraman and producer with a new dimen¬ 
sion in freedom and flexibility. By 
employing cameras with crystal-drives 
and crystal-equipped recorders, the pro¬ 
ducer can use any number of cameras or 
recorders to cover a particular scene. 
Moreover, set-up time is cut to a mini¬ 
mum because each camera and recorder 
is an autonomous unit; there are no 
inter-connections. Certain shots that 
would normally be post-synced can now 
be shot lip-sync, thus cutting post-pro¬ 
duction time and costs. This would 
include air-to-ground shots and shots 
from (or of) moving vehicles. 

Most important to the cameraman is 
his liberation from the "umbilical" cord 
or sync cable. To many cameramen, the 
sound man and recorder are not unlike a 
ball and chain around his neck. With the 
absence of the sync cable, the camera¬ 
man is now a free agent with virtually 
no distance limitations between himself 
and the soundman. 

The crystal-drive on the camera, as 
we have seen, actually drives the camera 
at a precise sound speed. The crystal on 
the recorder does something a little 
different. The crystal-drive on the cam¬ 
era can insure precise film speed because 
it is mechanically interlocked with the 
film via the sprocket holes. 

On the other hand, a %" tape trans¬ 
port does not enjoy this mechanical 
intimacy with the tape it drives. Driving 
a tape transport at a precise speed 
would not insure that the tape itself was 
moving at the same precise speed. The 
tape could slip in the capstan drive. 
Even if the tape did not slip in the 
capstan, sync could still be affected by 
capstan wear, tape slippage or capstan 
wear on playback, or tape stretch or 
shrinkage. 

For these reasons, a control signal is 
still necessary on the tape track. In 
essence, the pilotone signal is still re¬ 
corded, but it comes from a crystal in 
the recorder and not from the camera. 
The crystal in the recorder does not 
"drive" the recorder (unlike the cam¬ 
era), but merely puts out a precise 
60-Hz signal that goes through the 
conventional pilotone circuitry of the 
recorder. The tape is resolved in the 

normal fashion; as a matter of fact, one 
need not inform the transfer house that 
the roll was shot crystal in lieu of a sync 
cable. In practice, one merely plugs a 
crystal into the pilotone input of the 
recorder and—presto!— perfect sync with 
every crystal camera in the world. 

So far, everything we have discussed 
about crystal has provided simplicity 
and flexibility. It is now time to bring 
up the topic of slating. If you normally 
use clapsticks, continue to do so. If, 
however, you have been using the auto¬ 
matic slate lamps and oscillator in the 
recorder, you are in for a surprise. The 
signal to the oscillator in the recorder 
came down from the camera through 
the pilotone sync cable. With crystal 
there is no cable; no cable—no auto¬ 
matic slate. Before you start crying, 
there are several alternative methods to 
establishing a start mark with crystal 
sync. 

The easiest method consists of a 
flashing light on the recorder connected 
to the start-mark oscillator. At the 
beginning or end of a take, the camera¬ 
man points the camera at the soundman 
and zooms in on the recorder. Th? 
soundman then momentarily pushes a 
button which will flash the light and 
activate the start-mark oscillator in the 
recorder. In essence, the result is the 
same as that with the conventional 
automatic slate, except that the bulb is 
at the recorder instead of inside the 
camera. This system works well with 
one camera or several cameras that will 
all start or stop at the same time. This 
system worked well for me on a recent 
rock concert we filmed employing four 
cameras. At the end of each number all 
the cameras pointed to the recorder and 
bulb. The soundman then hit the button 
and all cameras were simultaneously 
end-slated along with the corresponding 
beep on the track. There are several 
commercially available units on the mar¬ 
ket that perform this function. This 
type of device is also easy to construct 
for those of you who are do-it-your¬ 
selfers. 

For the ultimate in versatility, a 
radio-slating system is a must. This 
consists of a small transmitter on each 
camera and a tiny receiver with the 
recorder. (See FIGURE 1). Each time 

the camera is started, the automatic 
bloop in the camera flashes several 
frames and also radio transmits the 
bloop tone to the receiver at the record¬ 
er. The results are, again, identical to 
the conventional automatic slate; flash 
frames on the film and a beep-tone on 
the tape. Some devices can provide for 
silent (European) slates also. For multi¬ 
ple camera set-ups, each camera can be 
provided with a unique frequency such 
that each camera can be identified on 
playback. Probably the best way to 
employ this system is with a stereo-sync 
recorder. One channel records the audio 
while the other channel records the start 
and stop bloops for each camera. This 
provides a "control track” that can be 
transferred onto a 100-mil center track 
on the full-coat. Thus, the editor knows 
when each camera went on and off, and 
for any scene he can establish how 
many (and which) cameras covered the 
action. ■ 

FIGURE 1—Miniature transmitter of the 
Cameraman's Remote Start/Slate RS/S-2 Sys¬ 
tem, shown attached to body of Eclair ACL 
camera. Each time the camera is started, the 
automatic bloop light in the camera flashes 
several frames and radio transmits bloop tone 
to receiver at the recorder. 
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"Feature oriented" to the essence of documentary/newsfilm 
requirements . . . the "News 16" has caused quite a powerful 
reaction among the number of "professionals" who now use 
them in their work. Right at your fingertips are just the 
features needed to capture authenticity and impact in the 
filming of a documentary/news event. 

MIRROR REFLEX VIEWING (The viewfinder image 
is extremely LARGE and incredibly BRIGHT) 

VARIABLE SPEED OPERATION (12-40 f.p.s.) 

SINGLE/DOUBLE SYSTEM SOUND CAPABILITIES 

AUTOMATIC BEHIND-THE-LENS EXPOSURE 
CONTROL (With Manual Override) 

Ruggedly built and remarkably easy-to-handle due to its 
design and weight factors, the camera also provides lens 
interchangeability (C-mount); built-in automatic power zoom 
(with manual override); automatic pre-focus control; and 
automatic/semi-automatic film threading. PLUS ... a mod¬ 
ular construction which permits instant changing of key parts, 
such as power supplies, lenses, sound modules ... a real 
"time saver" since no tools are required. 

For full technical information on the Beaulieu "News 16" 
write to: 

Hervic Technical Products Division 
14225 Ventura Boulevard 
Sherman Oaks, California 91403 

DOCUMENTARY 
NEWS 

DYNAMITE 

BEAULIEU'S "NEWS 16" - DON'T SETTLE FOR LESS! 



NEW 
FROM 

YODER CRYSTAL 16 
NEWS AND DOCUMENTARY FILM CAMERA 

FOR SINGLE AND DOUBLE SYSTEM 

■ Lightweight Magnesium Body 
■ Genuine Bach Auricon Movement 
■ V/2 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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Canon’s super cameras 
for Super 8. 

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. 

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 

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.The Canon 814 with 
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 

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

Canon USA, Inc. 457 Fullerton Avenue, Elmhurst, iilinois 60126 
Canon Optics & Business Machines Co., Inc., 123 East Paularino Avenue, Costa Mesa, California 92626 

Canon Optics & Business Machines Canada, Ltd., Ontario 

jj-!; . V* 

m i Ilf | 

H - i i V* If l 
\ 1 -.;': \ 

Canon USA. Inc., 
Canon USA, Inc 



(LEFT) At recent dinner meeting of the American Society of Cinematographers, held at the A.S.C. clubhouse in Hollywood, A.S.C. President Ernest 
Laszlo, ASC, presents a gold desk set (with miniature gold tripod-mounted camera) to George Folsey, ASC, honored for his cinematic artistry during 
six decades of work in the industry. (CENTER) Also paying tribute to George was his son, film editor/producer George Folsey, Jr., shown here with 
his dad. (RIGHT) Veteran film director Clarence Brown, one of the "greats" of Hollywood's golden era, was Guest of Honor, regaling the dinner 
guests with anecdotes from his sparkling career. 

INDUSTRY ACTIVITIES 
FOLSEY LAUDED IN SRO TRIBUTE 
BY CINEMATOGRAPHERS 

A turnout of more than 100 Holly¬ 
wood notables lauded veteran director 
of photography George Folsey at the 
fall Honor Roll dinner of the American 
Society of Cinematographers on Octo¬ 
ber 29th. 

Comedian Edgar Bergen and director 
Clarence Brown, both longtime friends 
of Folsey, joined A.S.C. members in 
paying tribute to the distinguished cine¬ 
matographer, whose career has spanned 
six decades in Hollywood. 

"George Folsey has taught me how 
to enjoy life," said Bergen. "He has a 
happy knack of getting the most out of 
life, and I think all of us could benefit 
by emulating him." 

A portion of one of Folsey's favorite 
movies, the silent "Orchids and Er¬ 
mine," starring Colleen Moore, was 
screened for the packed audience at the 

A.S.C.'s headquarters building in Holly¬ 
wood. 

The A.S.C., founded in 1919, has a 
membership extending to five conti¬ 
nents. A.S.C. members have won 77 
Academy Awards, dating back to 1928. 

EIGHT TECHNICAL ACHIEVEMENTS 
CONSIDERED FOR ACADEMY 
AWARDS 

Eight technical achievements of the 
past year have been selected for the 
46th Annual Academy Awards consider¬ 
ation, it has been announced by Wilton 
R. Holm, Chairman of the Academy 
Scientific or Technical Awards Commit¬ 
tee. 

Meetings and demonstrations to eval¬ 
uate the achievements are now in prog¬ 
ress, with a final meeting scheduled for 
November to determine which of the 

achievements the committee will recom¬ 
mend to the Academy's Board of Gover¬ 
nors for Awards recognition. 

Pursuant to Academy policy, the 
following list of achievements under 
consideration is being publicized to per¬ 
mit those with claims of prior art or 
with devices similar to those under 
consideration to so advise the Academy: 

Light Control Media, Rosco Labora¬ 
tories; Scoring Console System, Quad- 
Eight Sound Corporation and The Bur¬ 
bank Studios; Arriflex 35BL Camera, 
Arriflex Company of America; Dubbing 
Console, Quad-Eight Sound Corporation 
and Samuel Goldwyn Studios; Acme 
Series 100 Liquid Gate System, PSC 
Technology Inc.; High Speed Re- 
Recording System, Magna-Tech Elec¬ 
tronic Co.; Model 2101 Optical Printer, 
Research Products Incorporated; and 
Anamorphic Focusing System, The 
Todd-AO Corporation. ■ 

(LEFT) Honored at a special luncheon in the Conference Room of Consolidated Film Industries in Hollywood recently were three of the foremost 
technical authorities of the Soviet film industry. (Left to right) Prof. Victor G. Komar, Deputy Director Cinema and Photo Research Institute 
(NIKFI); Mr. Vsevolod A. Bisikalov, General Director of Production Complex "Koperfilm" Goskino USSR; and Dr. Michael Z. Wysotsky, Deputy 
Technical Director and Head of Engineering Research for Mosfilm Studios, Moscow. With them (right) is Wilton Holm, Director of the AMPTP 
Research Center. (RIGHT) Sidney Solow, President of CFI, (standing) proposes a toast to the Russian guests. 



OTHER 16 mm PRODUCTS: 

200 ft. Mitchell fitting magazine with self 

contained footage counter, 

• FOOTAGE COUNTER. 

• GROUND GLASS FOCUSING 

• FILTER selection visible. 

• Audio level VU METER. 

• Built-in T.T.L. LIGHT METER. 
Covers ground spot only. 

V U 
RANGE 

NEW CONCEPT 

mm 

CAMERA DESIGN 

• Single system sound. 

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

• Single frame INCHING CONTROL. 

• 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. 

• PRICE: 
complete system as illustrated . .$8,375.00 

WILCAM PHOTO RESEARCH, INC. 

$ 160.00 

Record/playback amplifier single & 3 channel - 

various models. 
8619 YOLANDA AVENUE 

(213) 885-9974 NORTHRIDGE, CALIF. 91324 

East Coast: 
MOBIUS CINE LTD. 
565 Fifth Avenue 
New York, N.Y. 1 001 7 
(212) 697-8620 

Canada: 
PHOTOGRAPHIC ANALYSIS LTD. 
8 Brian Cliff Drive 
Don Mills, Ontario 
(416) 445-641 0 

Magnetic head units - - re-built all types - 

AURICON - CINEMA PRODUCTS - BLUE 

RIBBON etc. 

$ 1 85.00 
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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. 

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

Check the exclusive Filmline features below: 

MODEL FE-50: 
16 mm Color Processor 

■ Ektachrome Film. Speed 
F™ $22,500 

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

film breakage, pulled perforations, scratches and 

operator error. The film can be deliberately 

stalled in the machine without film breakage or 

significant change of film footage in solutions. 

The heart of any film processor is the drive 

system. No other film drive system such as 

sprocket drive, bottom drive or simple clutch 

drives with floating lower assemblies can give 

you the performance capability of the unique 

Filmline Overdrive Film Transport System. 

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

take-up and does not impose any stress or strain 

on the film itself. Completely independent of the 

film transport system. This FILMLINE feature is 

usually found in professional commercial pro¬ 

cessors but is incorporated on the FE-30 and 

FE-50 models as standard equipment. Don’t 

settle for less! 

• “TEMP-GUARD” positive temperature control sys¬ 

tem. Completely transistorized circuitry insures 

temperature control to well within processing 

tolerances. Temp-Guard controls temperatures ac¬ 

curately and without the problems of other 

systems of lesser sophistication. 

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

to-dry time, improves film results, and carefully 

controls humidity content of your valuable (and 

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

without the usual curl associated with other 

film processors. 

“ZERO DOWN TIME” The reputation of any film 

processor is only as good as its reliability. The 

combination of the exclusive and special added 

Filmline features guarantees trouble-free opera¬ 

tion with absolute minimum down-time and with¬ 

out continual operator adjustments. Recapture 
your original investment in 2 years on mainten¬ 

ance savings alone. Filmline’s “Push the button 

and walk-away processing” allows inexperienced 

operators to turn out highest quality film. 

•“MATERIALS, CONSTRUCTION AND DESIGN” All 
Filmline machines are constructed entirely of 

metal and tanks are type 316 stainless steel, 

heliarc welded to government specifications. The 

finest components available are used and rigid 

quality control standards are maintained. 

Compare Filmline features to other processors 

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

evaluation will convince you that Filmline offers 

you more for your investment. 

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

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

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

AD-73 

Send for Literature. 

Time & Lease 
Plans Available. 

"When you buy quality Filmline Costs Less” 

(203) TR 8-2433 
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AT 

....AND ON LOCATION 

BASE.... 
One of the Sam-Mobile vehicles 

The Samcine Production Centre 

SAMCINE SERVICE can help to make your next production a 
smooth, efficient operation with no 'hang-ups', 

Johnny Goodman, Associate Producer on the recently 

completed Blake Edwards picture,'The Tamarind Seed'which 
was based at the Samcine Production Centre, said, 

v Not a particularly simple picture. The 

fact that we came home on schedule and 
under budget owed much to the fantastic 
co-operation and enthusiastic goodwill 
which we got from the whole Sammies 
organisation. And having so many 
facilities on our doorstep made a major 
contribution.' 

Whilst on location in Barbados, the crew, headed by 
lighting cameraman Freddie Young BSC, made extensive use 

of Sam-Mobile II especially designed to meet the requirements 
of the current trend of location film making. When the 
Mobile's own complement of equipment is supplemented by 

Ihe camera and sound equipment of your choice, then every 
conceivable need can be at hand, when you need it — where 

you need it. 

Back at the Production centre a similar flexibility allows 

you to have just the number and combination of offices that 

will suit you best. Being no further than 4 miles from the West 
End and 10 yards from the international Samuelson 
organisation with its all comprehensive range of camera, 

sound, grip, and lighting equipment plus cutting rooms, sound 
transfer, freight and forwarding, transport and rushes 

collection services gives you an advantage that needs no 
emphasis. 

Remember too, that as with all Samuelson's services, 
both the Mobiles and the Production Centre are supplied and 

run by over 200 Samuelson people who will move heaven and 
earth to make your production a success. 

To find out more about the Centre, contact Reg Sutton 
(General Manager) on (01) 452 8090 Ext. 248, and for 
information on the Mobiles you should ring Tom McGuinness 
on (01) 450 4659. 

SAMUELSON 
FILM SERVICE 

LIMITED 

►»>»»! 
SAMUELSON 

INTERNATIONAL 

SAMCINE 
SALES 

LIMITED 
303-316 Cricklawood Broadway, 
LONDON NW2 6PQ 
Tal: (01) 462 8090, Talax: 21430 
Cablat: Samcina London. 

Ooataindarwag 261, Aalsm 
Nr. AMSTERDAM, HOLL. 
Tal: 02977 27701, Talax: 

303-315 Cricklawood Broadway. 
LONDON NW2 6PQ 
Tal: (01) 462 8090, Talax: 21430 
Cablat: Samcina London. 

24-26 rua Jaan Moulin, 
94 VINCENNES. FRANCE 
Tal: 328 58 30, Talax: 67260 F 
Cablat: Samcina Paris. 

Room 66, Cargo Agant's Building, 
LONDON (Haathrow) AIRPORT 
Tal: (01) 759 9969/70, Talax: 22197 
Cablat: Samfraight London. 

303-315 Crick lawood Broadway, 
LONDON NW2 6PQ 
Tal: (01) 452 8090, Talax: 21430 
Cablat: Samcina London. 

166 Willoughby Road, Sydnay, 
NSW 2065, AUSTRALIA 
Tal: 43 3243 (5 linos) 
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If you have a little money to spare 
you can buy a kid breakfast for a year. 

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

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

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

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

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

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

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

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

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

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

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

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

All gifts are deductible from 
U.S. income tax. WAIF 
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If you want 
smoother footage, 

use our heads. 

O’CONNOR MODEL 100-C. 
Capacity: 100 lbs. Weight: 16 lbs. 

360° Pan. Tilt: +60° to -60°. 

O’CONNOR MODEL 50-B. 
Capacity: 50 lbs. Weight: 7 lbs. 
360° Pan. Tilt: +450° to -45°. 

Fully adjustable pan and tilt drag. 
Camera Quick-Release Plate. 

NATIONAL CINE SUPER MINI. 
Capacity: 20 lbs. Weight: 4V2 lbs. 
360° Pan. Tilt: ±90° from center. 

Right or left hand operation. 
Positive pan and tilt locks. 

RONFORD LOW-ANGLE TRIPOD. 
Weight: 51 lbs. 360° Pan. 

Height: Low Angle 7V2". Stub 
Legs I3V2". Telescopic Legs 

2 ft. 11". Additional attachments 
available for mounting on cars, etc. 

RONFORD FLUID 15 HEAD. 
Capacity: 15 lbs. Weight: 21 lbs. 

360° Pan. Tilt: 90° Forward; 
70° Backward. Lightweight 

aluminum construction. Damping 
may be switched from light to firm. 

Camera Mart has the steadiest 
heads in the business: National 
Cine ... Ronford ... O’Connor. 
Fluid heads that move smoothly 
and iron out the bumps, jerks 
and jolts. 
Use them for every kind of 
camera and every kind of 
shooting. There are lightweight 
models and heavy duty models. 
Tripods that can take blistering 
heat or bitter cold. And if you 
prefer other makes or types, we 
have them, too. 
Come to Camera Mart to buy or 
rent. And let us “head up” your 
next filming. 

CAMERA MART AD-73 
456 West 55 Street 
New York, N.Y. 10019 

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

NAME  

TITLE   

FIRM   

ADDRESS   

CITY   

I STATE 

I  
ZIP 

J 

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

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

(212) 757-6977 

SALES 
(/> 
m 
oo 
< 
O 
m 

RENTALS 
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The movie camera to end all movie cameras. 

Anything you ever needed a movie camera to do, this 
Braun Nizo Super 8 does. And a lot of things you never 
thought you could do without a special-effects lab, this 
one does. It probably won't be the first Super 8 camera 
you'll buy. But it probably will be the last. 
It's what's up front that counts. 

No matter what visual effects a camera builds in, it's 
only as good as its lens. 

And that means there's no camera better than this 
one. Because no camera near the price has a 
Schneider Variogon out front, bringing in clear, crisp, 
incredibly true images. It's the lens other Super 8s wish 
they had, but don't. 

Something else other Super 8s wish they had: the 
Braun Nizo metering system. You can override it 
whenever you want, but most of the time you'll use it 
to get clear, beautifully accurate footage. 

Braun builds Nizo Super 8s in Munich, Germany. 
And they build them right. 
Wide today, long in a second. 

It zooms like whipped cream from 7mm to 80. That 
makes it one of the longest zooms you can buy in 
Super 8. As a matter of fact, it's probably more zoom 
than you'll use, most of the time. But once in a while, 
you won't want to settle for anything less. 
"Dissolve from the flower to Mary." 

If you work in Hollywood, you get your lap dissolves 
from a lab. But if you work with a Nizo, you get perfect 
lap dissolves from a button marked "R", automatically. 
(There's even a little window that shows you you're in 
the middle of a dissolve.) 

So you can go smoothly from flower in your garden 
to flower in your life; from monkey at the zoo to happy 
little boy's face; from mint 1934 Rolls to dragster. Maybe 
nothing's more professional than a clean, sure lap 
dissolve. And for certain no lap dissolve is cleaner and 
surer than a Nizo lap dissolve. 
Go to black. 

Another effect pros go to the lab for is a fade, 
whether it's out or in. 

And that's another effect you simply go to your Nizo 
Super 8 for. One button does it, beautifully. 

The button you think you'll never use, until you use 
it once. 

Maybe you don't think you'll ever do any time-lapse 
photography: showing flowers blooming, or cities get¬ 
ting ready for night. 

Maybe you think you'll never try animation. 
The switch that activates our Intervalometer is a 

switch a lot of people don't make, for a while. 
But once they try it, they hate to let go. 
You can shoot up a lot of film, one frame at a time. 

And you'll find it's some of the greatest you ever shot. 
Slow motion, fast. 

Your little boy is scampering next to his big ole 
dawg. Dawg herds boy; boy flops over dawg. 

You don't want the whole thing in slow-mo, just the 
flop. So with this one, you push a little button, and 
presto, you're in 54-frames per. 

Or you can shoot in 24 frames a second, or 54, just 
by twisting a little knob. 

It's another feature you won't use a lot of. But what 
you do use will help make great movies for you. 
The invisible man, unveiled. 

Fifty years from now, will they see your skill, your 
taste—but not your face? 

You can set up your Nizo Super 8 so that any idiot 
can get perfectly exposed film out of it. Which means 
you can get in front of the camera, once in a while. 

We think every great cameraman deserves a chance 
to be a star once in a while. 
There's more? 

A lot more. Like lipsynch sound capability and time 
exposures. And a tough two-year guarantee.* 

And the whole point of all this is simply to make sure 
you look at one of the Nizo line of Super 8s, ^ 
if you're looking at any Super 8 beyond PP|J| IQ 
your first one. DlinUI I 

Ask your dealer. He won't have to sell |^| 

fust show you. SUPER 8 
*If within two years from date of purchase a Nizo S-480, S-560 or S-800 movie 
camera fails to function because of defects in materials or workmanship and 
the unit is returned to an authorized service center, Braun North America will, 
at its option, repair or replace the unit without additional charge. Batteries, 
misuse or tampering excluded. 

Nizosaooj 

Braun North America, A Division of The Gillette Company, Cambridge Parkway, Cambridge, Mass. 02142. 
In Canada: Braun Electric Canada, Ltd., Mississauga, Ontario. 
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\ I RIMS a gAWYER, INC. 
_ J 1026 N. HIGHLAND AVENUE L J LOS ANGELES, CALIFORNIA 90038 • (213) 466-8211 

A NEW BREED OF C AMER 
Just one of the many professional cameras available 

through Bims & Sawyer huge rental inventory, the XR35 
is the most compact and lightweight studio camera in the 
business. Another great camera, the Cinema Products 
XR35 is a triumph of precision — helping B & S mesh equip¬ 
ment expertise with new industry needs as they arise. 
Weighing in at less than 90 pounds, the XR35 comes with a 
silent, spinning mirror reflex which always stops in the 
viewing position, a BNCR lens mount, crystal motor, 1,000- 
foot quick-change displacement type magazine, a built-in 
six-stage rotating filter wheel, and a special magnesium 
blimp housing. 

Remember, motion picture equipment is a profes¬ 
sional's business. B & S is a professional in renting, selling, 
repairing and manufacturing motion picture equipment. 

bss RENTALS 

CABLE: BIRNSAW HOLLYWOOD 

Hollywood Jerusalem London 

TELEX: 673280 

Sydney Hong Kong 



POINTS OF VIEW 

A significant anthology concerned 
with the directorial craft, DIRECTORS 
IN ACTION (Bobbs-Merrill $9.95/5.95) 
offers a rich selection of interviews and 
articles by and about directors. Ably 
edited by Bob Thomas, it delves into 
directors' trade secrets, standard tech¬ 
niques and individual methods of trans¬ 
lating a scenario into filmic terms. The 
heartaches and rewards of directing are 
revealed by such established or upcom¬ 
ing filmmakers as Robert Altman, Wil¬ 
liam Friedkin, Alfred Hitchcock, Stan¬ 
ley Kubrick, Gordon Parks, Sam Peckin¬ 
pah and George Stevens. Text and illus¬ 
trations first appeared in Action, the 
stimulating magazine of the Directors 
Guild of America. 

* * * 

In a heavily documented volume, 
THE ONLY GOOD INDIAN... 
(Drama Book Specialists $12.50), Ralph 
and Natasha Friar draw up a detailed 
indictment of Hollywood's handling of 
the American Indian, his history, cus¬ 
toms and and personality, thus contri¬ 
buting to the destruction of a native 
culture and its people. The evidence 
cites scores of specific films where the 
Indians' way of life is distorted and its 
destruction justified, even in recent 
well-intentioned movies like Little Big 
Man. 

* * * 

The past glories of the MGM Studio, 
now fallen on lean days, are evoked by 
James Robert Parish and Ronald L. 
Bowers in THE MGM STOCK COMPA¬ 
NY (Arlington $14.95), an imposing, 
illustrated book of minibiographies of 
145 performers that graced its payroll 
during the lush years. Facts are skillfully 
blended with gossip for the anticipated 
pleasure of researchers and buffs alike. 

* * * 

The stuntmen's daredevil craft is 
scrutinized in an informative and knowl¬ 
edgeable book by Arthur Wise and 
Derek Ware, STUNTING IN THE CINE¬ 
MA (St. Martin's $7.95). Its discussion 
of early star performers, the rise of 
profes^Fn^stuntmen and the mechan¬ 
ics of spectacular stunts is as exciting 
as any adventure story—only this is for 
real. 

* * * 

Art Ronnie's LOCKLEAR, THE 
MAN WHO WALKED ON WINGS 
(Barnes $12) spins a colorful tale of 
Locklear's death-defying aerial feats of 
the 20's, recorded—often at their own 
peril—by such ASC members as Stanley 
Cortez, Elmer Dyer and Leon Shamroy. 

* * * 

ART AND TECHNOLOGY 
Celebrating the 50th anniversary of 

THE BOOKSHELF 
By GEORGE L. GEORGE 

the Disney Studios, the Harry N. 
Abrams, Co., publishers of many superi¬ 
or art books, has produced a magnifi¬ 
cent volume by Christopher Finch, THE 
ART OF WALT DISNEY. Its text 
surveys at length Disney's life and work 
drawing on the studio's archives, inter¬ 
views with dozens of his collaborators 
and explains the basic techniques of 
animation through story sketches, lay¬ 
outs, drawings and background paint¬ 
ings. The illustrations, however, make 
the book unique: there are 763 of them, 
351 in full color, and 12 foldouts. Their 
quality is superb, from soft pastels to 
brilliant tones, magnificently repro¬ 
duced on the large format pages. Priced 
at $45 ($35 up to Dec. 31), it is 
unquestionably worth it. 

* * * 

Eventual fusion of science, technolo¬ 
gy and art is forecast in Douglas Davis's 
imaginative and documented ART AND 
THE FUTURE (Praeger $20). This truly 
visionary book anticipates a totally 
kinetic art form rising from such current 
electronic achievements as Vanderbeek's 
computer films, Paik's “cathode-ray 
canvas" and the Videofreex experi¬ 
ments. 

* * * 

The current status of cinema is dis¬ 
cussed in depth in a special issue of 
ARTS IN SOCIETY (U. of Wisconsin 
$2.50). Its theme—“Film: New Chal¬ 
lenge and New Possibility"—deals with 
the expansion of college film courses, 
the social and esthetic evolution of film 
and its relevancy to the dynamics of our 
society. 

* * * 

MAGS INTO BOOKS 

The recognition of film as an art 
worthy of academic consideration has 
extended from books on cinema to 
periodicals. Launched by the Interna¬ 
tional Federation of Film Archives 
(FIAF), the first yearbook, INTERNA¬ 
TIONAL INDEX TO FILM PERIODI¬ 
CALS 1972 (Bowker $17.95), edited by 
Karen Jones of the Danish Film 
Museum, lists and annotates the con¬ 
tents of 59 of the world's most repre¬ 
sentative film journals. Sixteen U.S. 
magazines are represented, including 
American Cinematographer, Action, 
Cineaste, Film Comment, Film Quarter¬ 
ly. This index will be of utmost value 
for scholarly research. 

* * * 

In the same area of film periodicals, 
Arno Press has been issuing bound 

volumes of out-of-print magazines of 
historic import. Available are 10 vol¬ 
umes of CLOSE UP 1927-33, the first 
magazine to deal with the history, 
theory, criticism and esthetics of film 
($27.50 per vol., $245 for the set); 
EXPERIMENTAL CINEMA 1930-34, 
dedicated to cinematic progress in the 
artistic and social fields ($20); FILMS 
1939-40, a quarterly which reflected the 
conflicts in a world at the brink of war 
($25); and the first four volumes of 
FILMS IN REVIEW 1950-53, an invalu¬ 
able source of factual information about 
the cinema's early history ($125). 

* * * 

NORTH OF THE BORDER 

Public awareness of a distinct Canadi¬ 
an film identity has been crystalizing in 
recent years as made-in-Canada theatri¬ 
cal features—often bold, sometimes 
naive, always interesting—began hitting 
U.S. and world screens in increasing 
numbers. A look at the Canadian film 
industry seems in order, facilitated by a 
recent spurt of books on the subject. 

For a general survey, Eleanor Beat¬ 
tie's HANDBOOK OF CANADIAN 
FILM (Peter Martin Associates, To¬ 
ronto, $2.95) traces its historic growth, 
and lists its wealth in creative talent, 
technical assets, industrial structures, 
educational and cultural resources. An 
impressive balance sheet, it is attractive¬ 
ly presented and richly informative. 
Another valuable source is FILM 
CANADIANA: A YEARBOOK OF CA¬ 
NADIAN CINEMA 1972-73 (Canadian 
Film Institute, Ottawa, $9.95). This 
comprehensive reference volume, com¬ 
piled by Louis Valenzuela and Piers 
Handling, offers statistics on film/tv 
production, corporate and governmental 
organizations, and other relevant data. 

* * * 

Filmmaking in Quebec is surveyed in 
PETIT GUIDE DU CINEMA QUE- 
B ECO IS, an informative brochure 
whose French text presents no barrier 
to understanding (Conseil Quebecois 
pour la Diffusion du Cinema, Montreal, 
$1). It lists outstanding Quebec movie 
makers, their features and shorts of the 
last 15 years, with critical comments 
and production data. As a sample of 
Quebec filmmaking, the script of the 
National Film Board of Canada feature, 
WAKE UP, MES BONS AMIS (Un Pays 
Sans Bon Sens), presents a lyrical pano¬ 
rama of the realities and hopes of 
Quebec's fierce regionalism (Lidec, 
Montreal, $7.50). HOW TO MAKE OR 
NOT TO MAKE A CANADIAN FILM 
(Cinematheque Canadienne, Montreal, 

$1), edited by Andre Paquet, combines 
a chronological survey with the candid 
views of Canadian filmmakers. ■ 
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Zeiss. More than a great 
name in optics—it is a tradi¬ 
tion. Generations of superior 
lenses, engineered and 
manufactured by genera¬ 
tions of pioneering crafts¬ 
men. As this 16-element 
10x100mm Vario-Sonnar 
attests. Image quality 
rivalling fixed-focal-length 
lenses. Backlash-free, vel¬ 
vety smooth feel. And tena- 
ciousdurability. Little wonder 
leading filmmakers have 
made it their 
tradition to use 
Zeiss optics. 

The Eclair ACL. Its breakthrough design set 
new performance standards. In ease of handling. 
Versatility. Compactness. Reliability. And utter 
silence. But its most important contribution is probably 
unmeasurable: the many creative avenues 
opened and enlarged wherever people 
capture images on film. In a few short years, it, too. 

The EclairACLis a great camera. 
With a Zeiss lens, it’s even greater 

[Especially when the lens is only $1395.) 

Eclair Corporation of America, 62 West 45th Street, New York 10036 (212) 869-0490 
7262 Melrose Avenue, Los Angeles, California 90046, (213) 933-7182 
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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.Givesyou^a safe, stable 

camera platform, and a 
multitude of interesting 

possibilities. 

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

You know 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 f n*™* can give you smoother, more 

In m cons'stent zooming. Our compact, OL Wm nicad-rechargeable units mate 
directly with popular 9.5-57, 9.5-9 

w *0*02 ■ 12-120,12-240 and 25- 250mm 
sizes. Handy switch and transistor- regulated zoom 
control provide variable-speed zooming at the touch of a 
button. Models available for 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 110 or switchablellO/ 
220 V charger and plug-in coiled 
power cable. Available in models to fit all 
professional cameras and “sun guns’.’ 

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

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

rental and repair 
services—and throw in 

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

the better we make you look, 
the better we’ll look. 

I INCORPORATED 

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

©1970, Cine 60, Incorporated 1DU.S. Patent # 3274476 



(Peace of Mind Indicator) 

An easy to use indicator that shows if 
your camera is exactly on sound speed. 
Switchable 24 or 25 frames. Just hold it 
in front of your lens and look through 
your shutter reflex finder — if you are 
o.k. the circle of red lights will stand still 
— if you are fast or slow the circle will 
move accordingly. No need to open your 
camera, no bulbs to change, inexpensive 
transistor battery lasts over one hundred 
hours . . . available everywhere. Can be 
filmed at head of every take. Totally 
enclosed, will stand hard use. Just slip it 
in your pocket and never worry again — 
especially on remote locations. 

$225 

as Your Light Meter 

CRYSTAL CONTROLLED 

BUNIT DOES IT ALL! 

Universal Crystal Sync 
III Motor Control 

Mixing — Production Timing — Editing 

ELECTRONIC FILM/TV 
CALCULATOR 

• 16 mm, 35 mm footage and time, back and forth, up and 
down — and it remembers! 

Interchangeable on: 
Arriflex BL 
Arriflex 35 
Arriflex 16S or 16M 
Eclair NPR (Ciblo Motor) 
Eclair CM3 
Bolex (MST Motor) 
Mitchell BNC 
Mitchell S35R 
Many others 

$650 
Including Cable 

Stainless Steel Belt Clip Now Available $30. 

Large Bright Digital Readouts visible 75 FEET away. 
Totally silent, portable with tilt stand and handle. 
Remote control accessory allows use as production 
stopwatch. 
Use alone or with Steenbecks, Moviolas, Projectors, Interlock 
Sound Systems etc. 
5" x 11" front panel, counts to 9999 feet, 99 minutes - 
60 seconds. 
Special mountings for TV Control Rooms. 
All controls on remote panel. 

$1900 

COMMUNICATION ARTS, INC. write or phone for further information 
Box 478, Bernardsville, N. J. 07924 - Cable HAFCOMART, NEW YORK - (201) 766-4012 

West Coast Office: Roy Low Enterprises, 3407 West Olive Ave., Burbank, California 91505 — (213) 846-7740 

In Canada: Kingsway Film Equipment Ltd., 821 Kipling Ave., Toronto 570, Ontario — 416-233-1101 
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The power for the 
is brought to you by Sony. 

If you’ve been thinking about getting into videotape ... 
but wondering how to make it work for your business —no matter 
what your business is —meet the Electric Rainbow Company. 

The Electric Rainbow Company is a group of highly 
imaginative youngsters at the Mead School for 
Human Development in Greenwich, Conn., who have learned 
at the ripe old ages of 6 through 11 that videotape 
is the today way of communicating. 

And they do their communicating with the 

Sony AV-3650 Videocorder® and the AV-3400 Video Rover II. 
The kids call these units “Merlin” and “Bubbles” respectively 
(kids always simplify things), but you’ll call them GREAT! 

That’s because no matter what level of videotape 
communications you’re into, you can rely on the famous 
Sony quality and dependability found in every 
piece of equipment bearing the Sony trademark. 

That is why Sony AV Series products are being used 
in a variety of businesses and industries ... where visual 

Sony AV Series Products...much more 
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Electric Rainbow Company 

Sony Corporation of America 
Video Products Dept, xxx-xxx 
47-47 Van Dam Street, Long Island City, N. Y. 11101 

communications is becoming the way people reach each other 
... more and more. 

Yes—there’s a lot more to Sony AV Series products 
than meets the eye —which we’d be happy to show you in 
3 volumes of VTR applications covering many types of businesses. 
Maybe even yours. 

So take your lead from the Electric Rainbow Company, 
and get in step with the leader in VTR. 
Sony AV Series products . . . much more than child’s play. 

Gentlemen: I’d like to learn more about Sony AV Series 
products. Please send me: 

  Sony VTR Applications Bulletins Product Brochures 

NAME TITLE 

COMPANY 

ADDRESS 

PHONE (AREA CODE) 

CITY STATE TAP 

than child’s play. 



“jorstidti 
ZOOIN/HfflM 
control 

For the ultimate in precision zoom control —Cinema Products’ 
Academy-award winning J-4! Its thumb-activated “Joy Stick” 
zoom control fits comfortably into the palm of your hand. With 
the J-4 “Joy Stick” you always know in which direction you’re 
zooming, regardless of your hand position. A true servo feedback 
system provides constant speed through full zoom over a wide 
speed range, from V/2 seconds through 41/2 minutes duration! 
The exclusive “Joy Stick” control also provides gradual start/ 
stop from zero to the preset 
maximum desired speed.Excep- 
tionally smooth and silent in 
operation, the J-4 zoom control 
is ideal for all studio and loca- JT .UWDKMY 
tion filming. : MM C’! T,\T I ON 

Ask your professional dealer n 
for a demonstration. ) 

J-4 Zoom Control, complete with zoom motor, compact zoom speed control 
box (with built-in rechargeable nickel cadmium battery), and “Joy Stick.” J-4 
Zoom Control brackets and gears are available to fit all zoom lenses and all 
35mm and 16mm cameras. 

For further information, please write to: 

2044 Cofner Avenue, Los Angeles, California 90025 
Telephone: (213) 478-0711 ■ Telex: 69-1339 ■ Cable: Cinedevco 
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Two may do 
the some thing, ond it is 

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

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

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

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

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

Send us the film you are 
now completing. 

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

(901) 948-0456 
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You would, if you knew all he 
knows. About Eclair cameras, and 
how they perform day-in, day-out in 
the most bizarre locations. Under 
the most trying circumstances. Ask 
him, and he’ll tell you about ACL’s 
deceptively simple design. The 
quiet loyalty of its rugged movement. 
The cooperativeness of its coaxial, 
instant-change magazine. The fru¬ 
gality of its low-current, brushless, 

crystal-sync motor. And the totail 
compatibility of its lens mount. 
Doubtless, he’ll suggest you try one, 
convinced you’ll soon sell yourself. 

But you don’t have to go to ex¬ 
tremes. Not to winter on the Chinese 
mainland, humid Congolese jungles 
or the searing heat of a jarring 
Aegean hillside. 
You can ask this man. And he’ll give 
you the answers. But if you 

want to buy a camera from him, the 
answer will be “no.” “For that,” 
you’ll be politely told, “you’ll have 
to see your local Eclair dealer.” 

For more information, please 
write or cedi Eclair Corporation of 
America, 62 West 45th Street, 
New York 10036, Telephone (212) 
869-0490, or 7262 Melrose Ave., 
Los Angeles, California 90026, 
(213)933-7182.Telex:l 4-7208. 

Would you buy o camera from this mao? 

eclair corporation of america 
I ..v Wl a— 
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Every time a Duncan camera 
goes out on rental, we run film 

through it first. Every time. 

Body, lenses, motor and magazines 
are tested separately and together. 
Reliability means taking pains. 

“A a cameraman, I thought: 
At these prices, surely 

it’s possible to deliver gear that’s 
really been checked out, and still 
make an honest profit.’ So I tried it, 
and proved it’s true!” 

That’s Victor Duncan, A.S.C. 
speaking. And that’s why he went 
into the rental business. He knew 
from vivid personal experience 
what it’s like to have a rented cam¬ 
era break down on the job. 

“Cameras need expert atten¬ 
tion,” says film maker David Orr. 
“Duncan has the people and the 
facilities—so I rent what I need, and 
let them take care of the main¬ 
tenance. They obviously know what 
they’re doing.” 

Cameraman Jerry Callaway has 
taken Duncan rental cameras on 
location to South America and to 
Israel. He didn’t run tests on the 
cameras before leaving, in either 

case. “I knew they’d done that at 
Duncan’s,” he says. 

Duncan 
VICTOR DUNCAN INC. 

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

SERVICE, SALES AND RENTALS: CHICAGO, DALLAS AND DETROIT 
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■ "Each film has its own life. It dictates its own style," says filmmaker 
Hall Bartlett, the producer-director of "JONATHAN LIVINGSTON 
SEAGULL", recently released by Paramount Pictures. "A lot of mistakes 
have been made by producers and directors when they have tried to 
impose the same style on all scripts. The auteur thing is for the birds, but 
not this bird film." 
■ He's in his New York hotel suite when he says this and he's speaking 
of his film version of the fantastically popular Richard Bach novel about 
a seagull who successfully strives for self-perfection, Bartlett had been 
determined, ever since buying the film rights to the soaring best-seller, 
that he would maintain the book's integrity in filmic terms. He believes 
that the story is so important to so many people that it had to be filmed 
with complete honesty, and yet reflect his own deep feelings about life, 

The Filming of 





freedom and love. The decision was 
made at the outset to avoid animation 
in filming the story, and not to use 
people. The movie would be made 
entirely with trained and wild seagulls. 

His credo while filming "JONA¬ 
THAN LIVINGSTON SEAGULL" was 
to stay flexible. "Many times we saved 
the film by remaining open to every 
new discovery, every new creative 
surge," he says. "If I hadn't stayed 
open, I would have built a trap for 
myself. Film was meant to be a creative 
art. I wanted everybody in my crew to 
give me ideas as often as they wished. 
We all contributed to this project." 

It's the first relatively free moment 
that Bartlett has had to himself in days, 
what with top-level meetings, a press 
conference, reporters to see, contracts 
to negotiate, the myriad million busi¬ 
ness details to iron out in launching a 
film. 

There's a call to California to check 
on personal matters, another call, again 
to California, again personal. 

A third call to room service to order 
a cheeseburger and iced tea and then he 
sits down on the couch to talk about 
the filming of "JONATHAN LIVING¬ 
STON SEAGULL", a project of such 
intense personal vision that he has spent 
most of the previous evening checking 
out the East Side theatres where the 
movie is to be booked. 

Bartlett has personally supervised 
every aspect of "JONATHAN LIVING¬ 
STON SEAGULL" as if it were a child 
to be handled gently, something very 
human, something very fragile, some¬ 
thing very real. 

"I felt I had to make this film," he 
says, leaning back. "I feel very strongly 
that we're in an age in motion pictures, 
in all the arts and in life generally, of 
negativity. People feel that the cards are 
stacked against them personally so that 
no one can win. 

"I think 'JONATHAN LIVINGSTON 
SEAGULL' has been such a tremendous 
success as a novel because it is very 
positive on terms that any human being 
can relate to. It says that inside every 
person is the potential to be something 
more. By looking into yourself and 
knowing yourself and reaching for the 
best within yourself, you or I or anyone 
can have a different kind of life. That to 
me is the most needed thing of our 
time." 

The star of the picture—playing the 
title role—is a Glaucous Gull, also 
known as Latus hyperboreus. A sturdy, 
robust type, the Glaucous is equipped 
with webbed feet, long pointed wings, a 
stout, hooked bill and generally a square 
tail. The webbed feet make him a 
natural for leaving his prints at Grau- 
man's Chinese Theatre. 

Finding a seagull with the right per¬ 
sonality to play Jonathan was not easy, 
but the one that eventually landed 
himself the role did so by hungrily 
biting at a piece of fried squid. 

Early in the spring of 1972, Bartlett 
and bird trainer Gary Gero were lunch¬ 
ing at a Cannery Row restaurant in 
Monterey. Seated by a window which 
had louvres on the bottom and a wood¬ 
en platform outside, the two men no¬ 
ticed that the seagulls would flock on 
the platform for their lunchtime snack- 

bits of rolls tossed at them by the 
restaurant's customers. 

"I noticed one bird," Bartlett says, 
"who was very aggressive. He'd keep all 
the others away. Both Gary and I felt he 
was a special bird. But there seemed to 
be no way to catch him until Gero got 
an idea. He put his hand through the 
louvres, palm up, with a piece of fried 
squid in his hand. 

"The bird came right to him and 
Gary grabbed him by the beak and 
pulled him through the louvres. He was 
squawking and fighting every inch of 
the way but Gero knows how to handle 
birds. He borrowed my jacket, wrapped 
this gull up in it and we took him 
outside to the station wagon." 

His future film star in hand, Bartlett 
had to contend with some of the cus¬ 
tomers who were concerned about what 
had been happening to the seagull with 
a yen for fried squid. Bartlett explains: 
"I had to come back and explain to the 
other patrons who were about to call 
the police that we had a license from 
the state and federal government to 
catch gulls for the film." 

Whether or not the philosophy of the 
novel comes across successfully on film 
is a value judgment which audiences will 
have to make, but there is one element 
of the picture on which there seems to 
be unanimous agreement: the photog¬ 
raphy is magnificent. Photographed 
from the ground by Jack Couffer, and 
from the air by young Laguna Beach, 
California film-makers Greg MacGillvray 
and Jim Freeman, the images that ap¬ 
pear on the screen have earned such 
critical terms as "majestic", "lyrical", 
"poetic", "visually stunning" and just 
about every other superlative that could 
be applied to cinematography. 

In the following interview for 
AMERICAN CINEMATOGRAPHER, 
Director of Photography Jack Couffer 
discusses the very special challenges 
inherent in translating "JONATHAN 
LIVINGSTON SEAGULL" into cine¬ 
matic terms: 

QUESTION: Anyone who has read the 
novel on which this film is based is 
bound to become aware of the really 
staggering problems involved in putting 
this one on the screen. From your 
viewpoint, as Director of Photography, 
could you tell me what you considered 
to be the major problem of filming such 
a vehicle? 

COUFFER: The basic problem was how 
to make an hour-and-a-half of seagulls 
interesting pictorially. We realized from 
the beginning that this film would re¬ 
quire considerable photographic imagi¬ 
nation. The problem of maintaining 

Richard Bach (left), author of the novel and screenplay for "JONATHAN LIVINGSTON 
SEAGULL", shown on location with producer-director Hall Bartlett and the star of the film, the 
gull who plays Jonathan. (Black and white photographs by ELLIOTT STEPHEN MARKS.) 
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QUESTION: To what extent were cam¬ 
era movement and the use of the zoom 
lens employed? 

COUFFER: We used the Panavision 
50-500mm zoom lens on 90 percent of 
the shots, not necessarily for the zoom 
capability, but as a variable focal length 
objective lens. It's the most useful aid to 
natural history filming since reflex view¬ 
ing. A combination of zooming with 
simultaneous camera movement gave a 
"gull's-eye-view" feeling to some of the 
shots. We also used the hand-held mov¬ 
ing camera to achieve several unusual 
effects—a hand-held Arrif/ex, for exam¬ 
ple, focused on a gull trained to hover in 
one position. A closeup of a gull rolling 
over into inverted flight was accom¬ 
plished in this way—with the hand-held 
camera rotated on its own axis, while a 
hot reflector was changed from the top 
to the bottom of the bird at the same 
time. This carefully synchronized com¬ 
bination made it look as if the bird had 
Continued on Page 1 568 
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visual interest in a feature-length picture 
using only gulls—as photogenic as they 
might be—could be solved only by using 
as much photographic variety as one 
could dream up—variety of color, mood 
and movement, achieved by shooting in 
all weather conditions and times of day, 
plus a great variety of locations, and 
through all the seasons. 

QUESTION: To a film technician— 
though certainly not to the audience—it 
is obvious that some of the lyrical and 
spectacular action sequences in the film 
would have had to have been achieved 
through the alteration of the standard 
frame rate—undercranking and over¬ 
cranking, to be specific. Would you care 
to discuss why and how these altera¬ 
tions were utilized? 

COUFFER: Since only seagulls appear 
in the picture—and no humans at all— 
there was no requirement for Up-sync. 
Thus, the 24-frame-per-second "stan¬ 
dard” became totally arbitrary and 
served only as a taking-off point. The 
flight of a bird, curiously enough, looks 
natural on the screen only when over¬ 
cranked at two times the normal rate, 
and becomes increasingly graceful as the 
camera is speeded up even more. Our 
"standard" speed for flight shots was 
120 fps. The shots of birds in dives were 
shot at the normal rate or slightly 
undercranked, even closeup head shots 
were often cranked at 120 fps, and 
some attitudes, looks, etc., were extend¬ 
ed by overcranking to look more natur¬ 
al. Otherwise, the head movements 
would have looked unnaturally jerky. 

The "SEAGULL" company on location in Death Valley near Zabriskie Point, the same location 
where Antonioni's film of the same name was made. This picture, which has only seagull actors 
for subjects, was made in a variety of locations, ranging from below-sea-level desert to Mt. 
Whitney, the highest mountain in the United States. 

Director of Photography Jack Couffer trains his camera lens on a couple of indifferent gulls, 
while Production Supervisor Gaylin Schultz looks on. With the academic background of a 
naturalist, Couffer is one of the most famous wildlife cameramen in the world, recently turned 
director. 



QQ 

THE BEGINNING 

Last October Variety carried a little 

announcement that Hall Bartlett had 

obtained the film rights to the best-sell¬ 

ing book, Jonathan Livingston Seagull, 

and that production was about to begin. 

Peter Pascal, our exclusive agent and 

good friend, had read the book and 

knew we loved it, so he called Mr. 

Bartlett and made an appointment to 

show him some really beautiful seagull 

shots that we'd taken while standing on 

beaches for ten years filming the surf. 

After gaining an appointment with 

Hall, who was extremely busy but crea¬ 

tive and open enough to meet with 

anyone who could offer suggestions, 
even Peter and us, Peter assumed that 
Hall would have a 35mm projector but 

he assumed incorrectly. Just before the 

appointment Peter rushed down to 

Birns and Sawyer and rented a 35mm 
projector that was about the size of a 

small pickup truck, took the thing apart 

and then back-packed it up to the 9th 

floor on Sunset Boulevard where Hall's 

office is located. After about six trips he 

finally got the entire projector to the 

9th floor, put the thing together and 

showed him our seagull shots. Mr. Bart¬ 

lett was very impressed with Peter's 

carrying act as well as the seagull shots, 

so the next thing we knew we were 

under contract to take a lot more 

pictures of seagulls. And for the next six 
months we did just that. 

THE EQUIPMENT 

We were hired by Hall Bartlett, the 

producer and director, to do all the 

helicopter aerial filming, and our first 

step was to arrange for the equipment 

and work out the technical problems 

that would be involved in shooting 

something in the air, from the air. 
Through Hall, we contacted Panavision 
and supplied ourselves with an array of 

lenses and cameras from their wide 

selection. The main lens was a 50-to-500 

mm zoom, which is the equivalent of a 

A team of young film-makers takes to the skies to film 
helicopter scenes for "JONATHAN LIVINGSTON SEAGULL" 
and gets "gulled" into a symbiotic relationship with the birds 

By GREG MacGILLVRAY and JIM FREEMAN 
MacGillvray-Freeman Productions, Laguna Beach, California 
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25-to-250mm for flat 35mm. The other 
wide-screen anamorphic lenses were 
30mm, 40mm, 50mm, 75mm and 
100mm prime lenses and 150mm and 
1000mm telephotos for extreme close- 
ups. The prime lenses were chosen for 
use for a point-of-view camera that was 
mounted beneath the helicopter to give 
the fantastic feeling of flying like a gull 
inches above the water, banking through 
canyons, and soaring above tree tops. 
The lenses were collimated and checked 
to be the finest optically, as they would 
be used many times in low-level light, 
wide open. The camera used was the 
fantastic Mitchell Mark II. Panavision 
was super-cooperative in this manner 
and, after about four days of going 
through the equipment, we had it sent 
up to Carmel. 

THE SHOOTING 

The home base for the first four 
months of the picture was Carmel, at 
the beautiful Holiday Inn in Carmel 
Valley. It was really a fantastic location 
because the birds selected as "stars” of 
the film had their own suite, and across 
the street from the motel was a brand 
new twin cinema where arrangements 
had been made to screen dailies from 
5:00 p.m. to 7:00 p.m. every day. They 
had excellent facilities and really sharp 
anamorphic projection, so it was super 
to analyze what you were doing. This 
was a fantastic help, because you were 
doing something that hadn't been done 
before. So it was a learning process and 
a whole new experience. 

Each day we'd begin around 3:30 
a.m. We'd leave the Holiday Inn with 
about 20 birds. We'd get to the airport 
and preflight the helicopter, and usually 
be in the air by 5:30. It would usually 
take about half-an-hour to get into a 
position high enough to film the sun 
coming up. It wasn't unusual to shoot 
12,000 to 13,000 feet of film in a day. 
We'd gas the helicopter four or five 
times, pausing only 10 minutes to gob¬ 
ble a sandwich while the engine was still 
running and the gas truck was simultan¬ 
eously pumping gas in. The day would 
always end at sunset, but by the time 
you got back to the airport, took the 
Tyler mount out and put the helicopter 
to bed, it would be 7:30 or 8:00. 

In the evening it would usually take 
about an hour-and-a-half just to unload 
all the magazines and make out the 
camera reports. We printed all the takes 
shot with the helicopter because we had 
a pretty good shooting ratio and we 
didn't want to leave anything over¬ 
looked. Cindy, the camera assistant, 
would come out of the changing bag 
with just cans, and cans, and cans of 
film. She seemed like the Mad Hatter: 

MacGillvray-Freeman Camera Assistant, Cindy Huston pauses just long enough in the frantic pace 
of shooting to grab a sandwich from the station wagon tailgate. Each day she loaded and 
unloaded endless cans of film from the magazines, and spent hours making out camera reports. 
800,000 feet of 35mm film were shot and all takes were printed. A total of 226 hours was spent 
in helicopter shooting. 

Every time you thought she had pulled 
the last can out there were always three 
more. There were more than 800,000 
feet of film shot for a movie 10,000 feet 
long—a ratio of about 1 to 80. The 
helicopter flew 226 hours, which is, I'm 
sure, a record, especially in the three- 
and-a-half months of helicopter photog¬ 
raphy. 

There were very few days that we 
didn't fly at all. Even when the weather 
was marginal, we would take a chance 
to try to get something really unusual, 
and we usually would find it. Every 
morning at the airport, we'd call Mr. 
Bartlett, usually just before we'd take 
off at 5:30 or 5:45, and we'd chat for 
about half an hour. Mr. Bartlett and 
Richard Bach, the book's author, wrote 
the screenplay which was broken down 
into 250 scenes with various mood 
requirements, to be taken from the 
helicopter. Some were to be filmed in 
overcast light. Others were to be filmed 
in harsh sunshine. Some at sunrise, some 
at sunset, some in fog, some in rain. The 
feeling of motion was necessary in all of 
these moods, meaning that the camera 
had to be dollying through canyons or 
through treetops because, if a bird is 
just in the air without reference, it 
appears like the bird's hanging there by 
a wire. 

The spring of 1973 had probably the 
most rain that the locals had seen in 
Carmel for a good number of years and 
after every rain storm we were greeted 
by these fantastic clouds. Additionally, 
the air was crystal-clear, just like a 
beautiful Kenmore washing machine 
had twirled through the area. These 
clouds provided a fantastic three- 
dimensional backdrop for the birds. 

Jim Freeman and Greg MacGillvray started as 
specialists in surfing photography and have 
since gone on to "higher" things, like the 
helicopter filming for "JONATHAN". 

MOOD-COLOR 

Since the whole movie really relied 
on photographic techniques to enhance 
the moods of the book, we chose to 
film most of the movie in color, pushing 
the film often one stop after shooting 
wide open at dawn and sunset to cap¬ 
ture these little-known quiet hours of 
the day. 

The script also called for the feeling 
of night, so instead of shooting the 
customary day-for-night, Director of 
Photography Jack Couffer suggested we 
shoot with black and white film, with a 
29F filter (super dark red), exposing in 
the normal fashion with heavy crosslight 
and heavy backlight. The result was 



rich, rich jet-blacks, super-whites and a 
fantastic grey. It looked incredible, be¬ 
cause you had a complete tonal range 
when the black and white negative was 
printed on color stock with a blue tint. 
It's the first time I've really seen a 
day-for-night really look like night. 

Another technique that proved to be 
very successful was shooting a positive 
Ektachrome Reversal film in 35mm, 
when normally you're shooting 5254, 
which is a negative film. This positive 
film, when specially processed as a 
negative, gave us a reversed image—a 
negative image on the screen. But it 
wasn't the gimmicky negative image 
that you'd expect with Kodacolor or 
regular 5254 camera negative. It took 
on a new dimension by starting with a 
positive and then going back to the 
negative. 

The standard camera speed for the 
whole movie was considered to be 64 
frames per second. Consequently, the 
film went through the camera about 
two-and-a-half times faster than it nor¬ 
mally does. But 64 frames gave believ- 
ability, whereas if we shot the birds at 
standard 24 frames, they appeared ex¬ 
tremely jerky, looking as if you were 
shooting at 6 frames a second. At 120 
frames per second another common 
speed, you were able to analyze birds' 
wing patterns and their wing movement. 
One of our favorite shots in the movie is 
when the bird is soaring and you can 
actually see his head rotating around his 
body and everything is a constant ex¬ 
cept for his little head checking every¬ 
thing out. 

Jack Couffer, who photographed 
"LIVING FREE" and "THE DARWIN 
ADVENTURE", was the Director of 
Photography. Jack did the personal, 
integral relationships between Jonathan 
and Fletcher and all the beautiful shots 
that took place on the ground, which 
required a great deal of patience and 
took advantage of Jack's 35-some years 
of photographing animals. Jack has 
filmed all types of animals and the 
seagull was probably the last one on his 
list. 

Our helicopter-aerial operation was 
totally separate from that of the ground 
crew; consequently, there were two 
supplies of birds, two separate bird 
carriers and two different places to keep 
the birds. 

Before production, Mr. Bartlett dis¬ 
cussed the ideals of the film and what 
the goals were. We broke the script 
down into scenes accordingly, and we 
soon found out that some shots were 
easy and some shots were hard. Some 
shots were semi-impossible, and then 
there were those shots that weren't 
possible at all. Occasionally we would 

get an impossible shot by a pure stroke 
of luck. And it was a one-taker; in fact, 
so many of the shots in the movie were 
one-takers. You could try to improve 
for 50 more takes and the elements 
never would get together correctly. So, 
this is one reason that the picture took 
so much time. You couldn't say, "Well 
today, January 1st, we're going to go 
out and shoot diving shots; January 2nd 
we'll shoot a sunrise." You learn to 
work with the variables. 

The standard camera for the produc¬ 
tion was a Mitchell Mark II. It's really a 
fantastic camera because it has the 
adaptability to go from normal speed to 
120 frames-per-second with its high¬ 
speed motor. You have to use a 12-volt 
battery with a DC to AC inverter. 
Probably 90% of the time the high¬ 
speed motor was employed, on the 
ground as well as in the air. Also, the 
1,000mm Panavision telephoto lens was 
used often. The wildflower sequence 
was shot exclusively with a 1,000mm 
lens. This is the love sequence. 

EQUIPMENT-PEOPLE 

The helicopter used, a J2A with a 
turbo-charged engine, was really an ideal 
ship to shoot from, because the door 
has the least amount of restriction of 
any helicopter in the medium-sized 
field. Its super-charged engine enabled 
you to go up to about 12,000 feet; 

whereas, if it wasn't super-charged, you 
wouldn't be able to get up above 4,000 
feet without a tremendous amount of 
strain. The mount that was used was the 
major mount from Tyler Camera Sys¬ 
tems, which is a fantastic helicopter 
mount. The whole system is suspended 
by springs and the operator sits on the 
springs, so he is totally isolated from the 
helicopter. The gimbaled joints give you 
three separate axes of movement. 

Many people were tremendously 
helpful in the production of the film. 
Gaylin Shultz was the production super¬ 
visor and was a pretty amazing person. 
Almost every problem was placed on his 
head. His responsibility was to capture 
the seagulls and to see that they were 
taken care of correctly and, above all, 
that there was always an ample supply 
of these birds. 

Jack Couffer was in charge of all the 
ground photography. His patience and 
past experience were a great asset in his 
work. Joan Arnold was the secretary 
and general traffic controller for the 
whole operation. You could always 
depend on her as being an anchor 
woman for a phone call, or for a 
problem or a troubleshooter. George 
Nolan was the helicopter pilot. The 
remaining crew, the gaffers, grips, assist¬ 
ants, bird crew, and drivers were all very 
professional and contributed much to 
the visual excitement of the film. 

Jim Freeman used Panavision-adapted Mitchell Mark II camera for all of his shooting on the film. 
Main lens was 50-to-500mm anamorphic zoom lens. Prime anamorphic lenses included: 30mm, 
40mm, 50mm, 75mm, 100mm and 150mm. A 1000mm telephoto lens was used for extreme 
closeups of the birds flying. 
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"Let's begin with level flight," says Jonathan to young bird students who want to learn to fly higher and better than all of the other seagulls. Theme 
of the film, like that of the novel, is that it is possible to break away from the mundane level of the crowd and soar to undreamed of peaks of 
perfection—if only one has the will and courage to try it. 

Another person who really con¬ 
tributed the fantastic diving feeling and 
incredible aerobatic maneuvers was Art 
Scholl. He's the foremost aerobatic pi¬ 
lot. Whis his super Chipmunk airplane, 
the guy can do unbelievable things. Two 
Panavision cameras were strapped be¬ 
neath the Chipmunk's wings so the lens 
was almost as low as the landing gear. 
With the landing gear retracted he could 
just get the cameras inches above the 
ground at 200 miles an hour. Then he 
would come down from 8,000 feet in a 
full-on dive and pull back, leveling out 
just before smashing into the ocean, 
pulling off 111/z G's—then fly inverted 
over the deck, then come back to level 
again, and then go off into a steep bank 
doing rolls. With the fantastic maneuver¬ 
ability, it gives the audience a feeling of 
speed that was never possible with the 
helicopter or any other means. Gaylin 
designed the camera rigs for this air¬ 
plane, and they were just as strong as 
the airplane itself. In fact, we feared 
that if the cameras would hit a treetop 
or a cliff, the airplane wing would come 
off, and not the camera, because they 
were really solid. 

OUR FRIENDS-THE SEAGULLS 
Our first experience with a seagull 

was really classic. You expect him to be 
really soft and really gentle. And in 
their own environment they're really 
soft and gentle, but when they're sud¬ 
denly put into a man-made environment 
they become a little self-protective. So, 
consequently, when you stick your 
hand in their cage it isn't just a hand 
shake that you get, it's a "bill shake" 
and, in the process of getting the bill 
shake, you get bitten. So the first thing 
was to learn to move slowly, so that the 
seagulls didn't get freaked out by an 
arm coming into their little world. After 
moving slowly you can win their friend¬ 
ship to the point where they wouldn't 
bite your finger off. 

The first experiences with the birds 
being released from the helicopter were 
really quite disastrous. When we first 
released the seagulls, the helicopter 
came to a hover, the seagulls were 
released and they simply flew away. We 
were hoping that they'd fly in forma¬ 
tion with the helicopter, but they re¬ 
fused. We never could catch up to them. 
So we finally learned that, on releasing 

the seagulls from the helicopter, we had 
to stay alongside in a sort of a forma¬ 
tion flight. 

When you get into seagulls it's just 
like getting into dogs or cats or different 
kinds of pigeons. People think there's 
only one kind of seagull. There're over 
40 different kinds of seagulls, and once 
you're around them for a few weeks 
you soon learn to distinguish the differ¬ 
ent varieties. It's much like a toy Chi¬ 
huahua versus a toy Collie. There's 
obviously a difference in size, head 
shape, leg shape and everything, all the 
way down to the color. The same is true 
with seagulls. There are big seagulls and 
little seagulls and some have fat heads 
and some have little heads. 

The prettiest type is called a Western 
Gull, and the Western Gull was selected 
to become Jonathan. He is a four-year- 
old, mature seagull who has received the 
final color markings and is only found 
in a couple of locations: Ventura and 
Berkeley. The best place to find gulls is 
at the garbage dump, because all seagulls 
love to eat and the garbage dump seems 
to have the best selection of food. 

Continued on Page 1579 
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OUCH! 
A couple of well aimed bricks. A 

helicopter crash. Immersion in flood 
waters... 

Caught up in the turbulence of 
news events as they happen, any 

camera —no matter how rugged — 
can get damaged. We ought to know. 
Our rugged CP-16 TV-news/documen- 
tary cameras have seen plenty of action 
around the world. And, of course, they 
do get damaged. 

That’s why we have established — 

throughout the world —a network of 
authorized dealer service centers, well 
stocked with critical replacement parts,and 
staffed with factory trained technicians. 
So that you can quickly get your “injured” 
CP-16 or CP-16/A camera to the nearest 
service center, in the USA or anywhere 
else in the world. And be confident that 
your camera will be quickly and expertly 
repaired and back to you in a short time. 
So you can get back to filming the action. 
Fast. 

WRITE FOR LISTING OF CP-16 AUTHORIZED SERVICE CENTERS. 

Technology In The Service Of Creativity 
2044 Cotner Avenue, Los Angeles, California 90025 
Telephone: (213) 478-0711 ■ Telex: 69-1339 ■ Cable: Cinedevco 
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Sometimes 
the difference between 

a good film and a great film 
is "FLASHING" 

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

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

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

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

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

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

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

gation of course. 

DU ART 
FILM LABORATORIES, INC. > 
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THE 114TH SMPTE CONFERENCE AND EQUIPMENT EXHIBIT 
Though a bit short on papers of interest to film people, 

the event presented many significant items of new equipment 

Held at the Americana Hotel in New 
York, October 14th through 19th, the 
114th SMPTE Conference and Equip¬ 
ment Exhibit was, for reasons not readi¬ 
ly explainable, not as well attended as in 
years past, though there seemed to be a 
greater number of international visitors 
—most notably, delegations from the 
Soviet Union and the People's Republic 
of China. 

As for the technical program—de¬ 
pending upon whether you were a "film 
person" or a "video person", it could be 
regarded as either a boon or a bust. For 
example, of the five days of papers and 
seminars scheduled, one day was devot¬ 
ed to film methods, equipment and 
technology, one day to laboratory prac¬ 
tices, and three days to video methods, 
technology and equipment. Many of the 
film people present felt that they came 
out on the short end-especially since 
the film program scheduled did not live 
up to its previously announced billing. 

To explain the latter statement: The 
announced topic of the morning session 
of the first day was "Film Production 
Around the World With Latest Trends in 
China and Russia". Whoever dreamed 
that up obviously hadn't previewed any 
of the scheduled papers. The program 
for that morning, as it actually came 
off, dealt not at all with "Film Produc¬ 
tion Around the World", nor (with the 

The Americana Hotel in New York City, 
headquarters for the 114th SMPTE Con¬ 
ference and Equipment Exhibit. 

exception of one paper on a universal 
frame format in use at Mosfilm Studios) 
did it even remotely concern itself with 
"Latest Trends in China and Russia". 

The SMPTE should not be surprised 
if it receives a visit from the Fair 
Labeling people. 

The first paper on the program, 
tantalizingly titled "Filming in China", 
promised much more than it delivered. 
The synopsis read: 

"On April 17, 1973, a Women's 
Friendship Delegation, the first of its 
kind to be officially invited, left Los 
Angeles for the People's Republic of 
China. During the next three weeks, the 
twelve-woman delegation selected and 
headed up by Shirley Mac Laihe visited 
cultural and educational institutions 
(mostly in Canton, Shanghai and Pe¬ 
king) and met with many Chinese peo¬ 
ple, women in particular. Four of the 
twelve women on the delegation formed 
a crew that was busy full-time filming 
both China and the responses of the 
eight other women to what they were 
seeing." 

So far, so good—but when Camera- 
woman-Director Claudia Weil got up to 
deliver her paper—if such it could be 
called—she devoted the time exclusively 
(in the gushing tones usually reserved 
for reminiscences of a sorority slumber 
party) to describing the other girls in 
the safari, what great kids they were and 
how grand it was to get to know them 
all. The only thing missing was a quick 
background chorus of "Getting To 
Know You". A reference to the fact 
that the four-woman crew shot "thou¬ 
sands of feet of film" was as close as 
"Ms." Weil got to "Filming in China". 

Next up was a paper entitled: "When 
an Immovable Object Meets an Irresisti¬ 
ble Force", and it was actually a kind of 
panel featuring personnel of the Hard- 
times Movie Company, a group com¬ 
posed of three young married couples 
and one "single", who is presumably a 
kind of relief pitcher. Interestingly 
enough, the synopsis of the paper men¬ 
tioned only the four women members 
of the group, implying that the three 
phantom males were kept around to 
perform an occasional bit of insemina¬ 
tion and carry the equipment. 

One of the chaps, Mike Gilligan, 
husband of the group's Director, Sonja 
Gilligan, gleefully reported that he was 
able to develop a close rapport because 

he "gets to sleep with the director''— 
hardly an original method of developing 
rapport in the film industry. 

The "Immovable Object" of the title 
presumably referred to difficulties en¬ 
countered in raising money to make 
films, while the "Irresistible Force" was 
the Hardtimes Movie Company's un¬ 
swerving determination to get the films 
made, come hell or low finances. 

They made it (by promoting funds 
from wealthy friends and "Wall Street" 
corporations) and Associate Producer 
Julie Motz (the "single" of the group) 
implied in her talk that "total together¬ 
ness" was the key to it all, with the 
women members preferably running the 
show. A brilliant stroke for Women's 
Lib—but the proof of this particular 
pudding is what ends up on the screen. 

One of the more interesting papers 
was the next one, entitled: "An Inter¬ 
pretation of the Mythology Surrounding 
the Selection of a 16mm Color Stock 
for Production Use", by Jack Behr and 
Barry Hampe, which stated as its pre¬ 
mise: "The mythology of 16mm film- 
making asserts that ECO is always the 
preferred stock, EFB is only for low- 
light crises and TV news, and 16mm 
Color Negative should never be used." 

The authors made exhaustive tests 
(clips of which were shown during the 
seminar), in which all three stocks were 
used to shoot a variety of interior and 
exterior scenes, with the results of each 
scene being inter-cut to show direct 
comparison of the respective stocks. 

Their conclusion, borne out by what 
appeared on the screen, was: "ECO 
must be used when fine grain is the 
over-riding consideration. But ECO per¬ 
forms badly out of the studio. That 
leaves EFB and Color Negative. Good 
quality prints can be made from EFB, 
even from an internegative, but contrast 
does build up and color shifts. And that 
leaves Color Negative. The color is 
superb—it looks like movies ought to 
look. It is essentially as fast as EFB (and 
two stops faster than ECO), but because 
it is a printing original, contrast doesn't 
build up as much with every generation, 
and the color doesn't shift. As a nega¬ 
tive stock, it offers more printing lati¬ 
tude and color control than ECO or 
EFB. Careful handling of preprint mate¬ 
rials, and manufacture of a liquid-gate 
optical C.R.I. can control the dirt prob¬ 
lem. The cost is comparable to produc- 
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(LEFT) The Get-Together Luncheon of the 114th SMPTE Conference featured the granting of various awards and a dynamic address by Eastman 
Kodak President Walter A. Fallon. (RIGHT) The Equipment Exhibit, held on the lower level of the Americana Hotel, included five new cameras and 
a host of other significant items of motion picture and television equipment. 

tion with EFB, but its resolving power is 
better than that of EFB. (And the new 
16mm Eastman Color Negative, type 
7247, which Eastman announced this 
year, approaches ECO's fine grain char¬ 
acteristics.)” 

All of this may come as a surprise to 
many American film-makers, who have 
avoided 16mm Color Negative like the 
plague—even though it is widely, and 
successfully, used in other countries. 

Next up was a paper on "Electronic 
Cinematography” by William G. Con¬ 
nolly, CBS Television Network, New 
York. This paper gave an account of 
operational experience gained in engi¬ 
neering tests, in production and post¬ 
production, using a live electronic cam¬ 
era and videotape recorder in the cine¬ 
matic single-camera technique. The 
results obtained in the production and 
editing of a feature for television 
("SANDCASTLES") using this tech¬ 
nique were presented. 

"The script of 'SANDCASTLES' was 
a severe challenge for a first attempt, in 
that 90% of the action was shot on 
location. Further, many of the scenes 
were shot at night. A number of the 
automobile scenes in the script required 
a camera mounted on a vehicle. 

"The editing of picture and dialogue 
.. . were effected at the console of the 
CMX-600. The program was assembled 
automatically on the CMX-200, using 
the editing data from the console. Color 
correction for scene-to-scene matching 
was done on the CBS Laboratories 
Model 5500 color corrector. 

"It is concluded that the electronic 
cinematographic technique offers signif¬ 
icant technical and cost advantages for 
programs produced for television." 

The last paper before the lunch break 
was "A Universal Frame for Motion 
Picture Production”, presented by Dr. 
M.Z. Wysotsky, of Mosfilm Studios, 
Moscow. 

The paper explained how Mosfilm 
Studios, in cooperation with research 

institute NIKFI, carried out experiment¬ 
al work to establish a new universal 
35mm negative frame for motion pic¬ 
ture production: 

"From the universal frame, different 
prints can be derived, as follows: wide¬ 
screen anamorphic with aspect ratio 
2.35:1, non-anamorphic wide-screen— 
1.85:1 to 1.66:1, 70mm, Academy for¬ 
mat for television and conventional the¬ 
atres, as well as 16mm. 

"A negative frame which is the full 
width of the 35mm film between per¬ 
forations (25mm x 16mm) is used for 
photography with non-anamorphic cam¬ 
era lenses. 

"From the exposed area of this 
frame the appropriate areas are selected 
for optical printing to yield copies of 
corresponding required formats. Con¬ 
tact printing is used to get copies for TV 
and other purposes with aspect ratio 
1.37:1." 

At the Get-Together Luncheon 
which followed, Walter A. Fallon, Presi¬ 
dent and Chief Executive Officer of 
Eastman Kodak Co. was Guest Speaker. 
His dynamic address, entitled "Getting 
The Imagination in Focus”, made the 
point that film is here to stay and that it 
can co-exist with tape quite compatibly 
into the foreseeable future. The text of 
his talk, in its entirety, is reproduced in 
this issue of American Cinematographer, 
beginning on Page 1540. 

After lunch, James Crawford, Vice 
President of Frezzolini Electronics, 
made a presentation entitled: "The 
Frezzi-Cordless Camera's Design and 
Application", and he chose to do it in 
the form of a free-wheeling sort of 
cinema verite movie in which Jim him¬ 
self showed the viewers around the 
Frezzolini plant in Hawthorne, N.J., and 
pointed out the salient features of the 
camera. Jim has to be one of the great 
natural comedians of all time, because 
his antics on screen were hilarious. The 
audience wasn't quite sure whether he 
was putting them on or whether he was 

for real—but one thing was certain: no 
one who was there will ever forget the 
Frezzi-Cordless camera! 

Next up was Edmund DiGiulio, Presi¬ 
dent of Cinema Products Corporation, 
who, in his paper, "The Systems Ap¬ 
proach to the Design of a News/Docu¬ 
mentary Camera", said: "To truly apply 
systems engineering to the design of 
equipment, it is necessary first to clearly 
define the problem to be solved with 
the development of the new hardware. 
It is then necessary to weigh all the 
factors involved, consider carefully all 
the possible tradeoffs, review carefully 
the strengths and weaknesses of existing 
equipment, and finally, establish a tight 
feed-back system of information from 
the end user, so that the equipment can 
be modified to its optimum configura¬ 
tion. " 

He went on to tell in detail how this 
method had been applied to his own 
company's highly successful CP-16 and 
CP-16A news/documentary cameras. 

If the Technical Program at the 
114th SMPTE Conference fell some¬ 
what short of delighting the film people, 
the Equipment Exhibit succeeded. Rare¬ 
ly have so many exciting items of new 
equipment been introduced at one fell 
swoop. The new cameras alone includ¬ 
ed: the new XR35 Lightweight Studio 
Camera (from Cinema Products), the 
new (and very radically changed since 
Photokina) Arriflex 16SR camera, the 
new Maurer Odyssey 16 camera, the 
new Wilcam W-2+4 16mm Sound Cam¬ 
era, and the new Reflex CP-16R and 
CP-16R/A TV-News/documentary Cam¬ 
era System. In addition, there were 
many other fine new pieces of equip¬ 
ment-most notably, the fantastic new 
Elemack "Mantis" Camera Boom Dolly. 

Reports on several of these items of 
new equipment appear in this issue of 
American Cinematographer, beginning 
on Page 1544. Reports on some of the 
others will appear in subsequent issues. 

HERB A. LIGHTMAN 
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There’s one thing producers, 
industrialists, doctors and 
teachers agree on. 

Color by DeLuxe. 

Professionally, such people have very little 
in common. But once they become involved in 
film processing and start shopping around, they 
develop a collective intolerance that works to 
our advantage. They demand and expect a per¬ 
fect job every time, on time, and refuse to pay a 
premium to get it. 

How can Color by DeLuxe satisfy such a 
divergent group of nitpickers? 

Because there’s more to Color by DeLuxe 
than color. It’s the common name for 
DeLuxe General— the complete visual 
communications laboratory with 
world-wide facilities. Which 
covers film processing in 
every size from 8 to 70 
MM, video tape 

transfers, film strips, opticals, sound, develop¬ 
ing, printing, engineering, cartridging, ware¬ 
housing—everything. 

We promise to improve your image. 

deluxe general ®o 
INCORPORATED 

Motion Picture Laboratories 
1546 No. Argyle Avenue • Hollywood, California 
90028 • (213) 462-6171 • 1000 Nicholas Boulevard • 
Elk Grove Village, Illinois 60007 • (312) 569-2250 • 
630 Ninth Avenue • New York, New York 10036 • 
(212) 247-3220 • Rank Film Laboratories, London • 
L.T.C., Paris • Technospes, Rome • 



cut along dotted line 

How much do you want to know 
about BOLEX16 PRO? 

I’d like to know more about: 

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

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

magazine 
□ Signal light tells when camera is ready 

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

exposed film 

MOTOR DRIVE 
□ Crystal controlled for sync sound 

filming 
□ One electronically controlled motor for 

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

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

between scenes 

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

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

FILMING AUTOMATION 

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

functions 

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

LENSES 

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

controls 
□ Shock-absorbing rubber lens shade 

VIEWFINDER 
□ Practically flickerless mirror shutter 

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

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

cut along dotted line 

FILM TRANSPORT 
□ Very low pressure required at pressure 

plate 
□ High-precision single tip claw 

transports and registers film 
□ Superb picture steadiness better than 

0.1% 

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

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

condition of battery 
□ All of the above 

BOLEX 16 F=»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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GETTING THE IMAGINATION IN FOCUS 
By WALTER A. FALLON 
President, Eastman Kodak Company 

After appearing before a wide variety 
of audiences over the past couple of 
years, it's a special treat to be back with 
a group that includes people who would 
appreciate a half-hour dissertation on 
the enduring beauty to be found in a 
sensitometric curve. 

I'm afraid we'll have to forego that 
pleasure, though, because I sense that 
you have other things on your minds. 
These are hardly times to encourage 
complacency on the part of us con¬ 
cerned with the technical end of motion 
pictures and television. 

For example, I note that our good 
friend Marshall McLuhan is in print 
again. After settling us in a "global 
village" a few years ago, he has now 
installed some seats and turned it into a 
"global theater." What's playing there is 
not quite clear. But his references to 
"electronic man" and "the new elec¬ 
tronic citizenry" make it a safe bet that 
his shooting stock has nothing at all to 
do with sensitometric curves. 

And in his latest work, sub-titled The 
Executive As Dropout, Dr. McLuhan 
has added some helpful hints on elec¬ 
tronics and the executive that sound 
suspiciously like "Strike Three" to a 
man who started out as a chemist, who 
has spent a number of years in the 
technology of motion picture film, and 
who has put in some time in an execu- 
itve office. 

One must also wonder over some of 
the statements in the business press- 
like the recent one that would lead you 
to believe that the percentage of prime¬ 
time television produced on film is 
diminishing at such a rate that zero is 
only a few years away. 

Well, this came as news to Kodak's 
market analysts. They took the trouble 
to do a headcount on the shows sched¬ 
uled for the 1973-74 season. It comes 
out that 85 percent of prime-time hours 
originate on film—actually an increase 
of a couple of points over last year. 

Also, a look at the latest Kodak 
production and sales figures indicates 
that somebody somewhere is buying a 
lot of motion-picture footage. Appar¬ 
ently the word hasn't gotten around 
about the demise of film. 

And the people at Kodak who come 
at me with R&D appropriation requests 
to sign sure haven't heard about it—I 
guarantee you that. 

1540 

In a dynamic address to the Society of Motion Picture and Television 
Engineers, the President of Eastman Kodak debunks the gloom-and-doomsayers 
who moan that "film is dead" and calls for a new surge of industry imagination 

Of course, these gloomy forebodings 
are not exactly new. We received the 
first announcement of the imminent 
passing of film more than 15 years ago. 

In the meantime, the quality of film 
has gotten better and better. Film prices 
have actually gone down while the 
prices of just about everything else have 

gone up. And the volume sold has 
increased annually at a rate well in 
excess of the Gross National Product as 
a whole. 

Under the circumstances, one is 
tempted to drag out the old Mark Twain 
chestnut about the report of his death 
being greatly exaggerated. 

Introduced by Society of Motion Picture and Television Engineers President, Byron S. 
Roudabush, the President of the Eastman Kodak Company, Walter A. Fallon, addresses large 
audience attending the Get-Together Luncheon of the 114th SMPTE Conference and Equipment 
Exhibit, held in New York, Oct. 14-19. His no-nonsense talk was accompanied by a multi-screen 
slide presentation and a rare "talking picture" of the late George Eastman. 
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But that one has been over-used. 
Anyway, there are a couple of other bits 
of Twain wisdom that seem more appro¬ 
priate here. 

The story of his life, Mark Twain 
once wrote, was that he "was seldom 
able to see an opportunity until it had 
ceased being one." On another occasion, 
he added: "You can't depend on your 
eyes when your imagination is out of 
focus." 

And that is very much like the story 
of the broader technology that unites us 
all, in which motion pictures, television 
and radio show up merely as different 
routes to the same end. This is "the 
technology of making experience re¬ 
peatable," to use Daniel Boorstin's apt 
phrase for it. 

The development of this technology 
has been characterized by frequent ap¬ 
pearances of opportunity cunningly pre¬ 
senting itself to beholders as just one 
problem after another. Let's recall a few 
of them. 

For a starter, we could go all the way 
back to the precursor of motion pic¬ 
tures, sound recording. Many portrayed 
the early phonograph as a contrivance 
of the devil. But who came up with the 
most alarming vision of all? 

Believe it or not, it was the most 
popular musician of this time, John 
Philip Sousa. He published this grim 
warning: "In the prospective scheme of 
mechanical music, we shall see man and 
maiden in a light canoe under the 
summer moon on an Adirondack lake 
with a gramophone caroling love songs 
from amidships." And "The Spanish 
cavalier must abandon his guitar and 
serenade his beloved with a phonograph 
under his arm." And finally, "Children 
are naturally imitative, and if, in their 
infancy, they hear only phonographs, 
will they not sing, if they sing at all, in 
imitation, and finally become simply 
human phonographs—without soul or 
expression?" Maybe the old "March 
King" had something there after all. 

But you have to suspect that Sousa 
may have been less concerned about the 
guitars of Spanish cavaliers than he was 
about playing dates for big brass bands. 

When Thomas Edison, who had in¬ 
vented the phonograph, applied the 
same thinking to the visual image, he 
came up with the Kinetoscope. But he 
refused to let his imagination roam 
beyond the penny-in-the-slot, hand- 
cranked peepshow, because he foresaw 
another of those problems. If the images 
were projected so that more than one 
person could see them at a showing, he 
would run out of customers in no time. 

Back on the sound side, an enterpris¬ 
ing young wireless operator, named 
David Sarnoff, advanced a novel plan 

for broadcasting signals to be captured 
and turned into sound by a "Radio 
Music Box." His associates of the time 
greeted the idea as an unsolvable para¬ 
dox. If you broadcast something, how 
could you be sure who received it? 
Besides, it would kill the sales of phono¬ 
graph records. 

When sound and sight came together 
in the "talkies," a witch's brew of new 
problems appeared. The microphone be¬ 
came the dictator of content and crea¬ 
tivity. Production moved into rooms 
with walls literally, rather than figura¬ 
tively, padded. The camera was relegat¬ 
ed to a soundproof box, with its capa¬ 
bility of expression shackled. The voice 
of the director was stilled. At least 
during takes. 

And since few of the day's leading 
players were vocally geared for the big 
change, where would the stars come 
from? Who would sell tickets at the 
box-office once the novelty of sound 
wore off? 

There was one personality of the era, 
though, who made the transition to 
sound quite convincingly: George East¬ 
man. 

(EDITOR'S NOTE: At this point in 
Mr. Fallon's address, there was flashed 
upon the screen, for viewing by the 
SMPTE Luncheon audience, a rare 
"talking picture" of the late George 
Eastman, in which, speaking directly 
into the motion picture camera lens, he 
congratulates members of the Society of 
Motion Picture Engineers on the occa¬ 
sion of that organization's 15th anniver¬ 
sary, which occurred in 1930.) 

As Byron indicated in his introduc¬ 
tion, that appearance by Mr. Eastman 
(his only known speaking role on film, 
incidentally) was before the SMPE 
Convention of 1930. To my way of 
thinking, his words of congratulation on 
the growth and staying powers of your 
organization bear repeating today. At 
the going rate, I note that it will be the 
year 2016 before you again hear formal¬ 
ly from a Kodak president. But I am 
confident that the same message will be 
in order. 

Before looking ahead to that, how¬ 
ever, let's go back to our survey of 
opportunity masquerading as problems. 
There are a couple of other noteworthy 
examples in the post-war period. The 
coming of television opened up a whole 
new wing in the morgue. 

Radio was doomed. Now that we 
could have pictures to go along with 
words and music, nobody would be 
content to just listen. The movies were 
doomed. Since people could have their 
entertainment "free" and "live," they 
weren't likely to pay to get it canned. 
Newspapers did not look long for this 

world either. With the advent of elec¬ 
tronic journalism, tomorrow's headline 
would be obsolete before it could be set 
in type. 

Then another major impasse was 
reached when David Sarnoff, who ap¬ 
parently had not learned from his earlier 
"problem" in establishing an audience 
for broadcast radio, committed the NBC 
network to color. Where was all that 
program material in color going to come 
from? Well, here we are in 1973 and 
television is undeniably flourishing. But 
radio has to be judged a pretty healthy- 
looking corpse. There are more radios in 
use than television sets, and phono¬ 
graphs, and automobiles combined. Inci¬ 
dentally, radio is the chief medium for 
promoting the sale of phonograph 
records. Newspapers have proved to be 
rather durable, too. While the absolute 
number of daily publications has 
thinned slightly over 25 years, total 
circulation in this country has seen a net 
gain. 

Well, how could so many knowledge¬ 
able people, so often, lose sight of the 
opportunity for the problems? What 
caused the contemporary imagination to 
go out of focus—as Twain put it? Most 
important, what can we glean from it all 
that might apply to the heralded con¬ 
frontation between photography and 
electronics? 

It's not difficult at all for the imagi¬ 
nation to slip out of focus when it has 
to be filtered through a series of misdef- 
initions, misimpressions, misassump- 
tions, and mismatches, as well as 
myopia, myth and outright fallacy. And 
it seems that the technology of repeat- 
able experience, by its nature, abounds 
in all of these. 

To take an obvious example, there is 
the misdefinition of the movie audience 
as those people who buy a ticket at a 
box office to get in to see a motion 
picture. By these terms, since 1945 the 
audience has shrunk from 80 million 
admissions a week to 18 million a week 
last year. Numbers like those would do 
a lot to blur the imagination of anybody 
considering motion pictures as a busi¬ 
ness. 

Yet the fact is that feature films 
consistently run between 16 and 22 per 
cent of prime-time television program¬ 
ming. On any given Tuesday night last 
February, 70 million people were 
watching movies originally produced for 
theatrical release or expressly made for 
TV. _ 

Closely related to the misdefined 
audience is the myth of market satura¬ 
tion. It's arrived at by counting the 
hours of television broadcasting and the 
number of theater screens in this coun- 

Continued on Page 1580 

AMERICAN CINEMATOGRAPHER, DECEMBER, 1973 1541 



Alan Gordon Enterprises 
1973 Sale of the Year 

PROJECTION EQUIPMENT 
16mm 

Sale Price 
B&H 16mm Mdl. D4, w/carrying case and 

speaker  $ 350.00 

B&H 16mm (JAN)  $ 495.00 

B&H 16mm, analyst type (JAN D-5). . . $1400.00 

RCA 16mm Mdl. 400  $ 225.00 

Graflex 16mm TV Projector Mdl. 930 w/ 
base and lens  $1200.00 

Graflex 16mm projector, Mdl. 820, w/ 
remote controls  $ 475.00 

Pixmobile Rear Projector cabinet, Mdl. 
AV463 $ 99.50 

B&H Mdl. 302, Mag. and Optical Sound. 
New price $1100.00  $ 595.00 

B&H Mdl. 385 Continuous front or 12" x 
18" rear screen Optical Sound Pro¬ 
jector. New price, $1295.00 $ 450.00 

B&H Model DIB Analyst, single frame, 
400' capacity, variable speed, forward 
and reverse frame counter  $ 295.00 

B&H Mdl. 185 16mm Optical Sound $ 195.00 

B&H Mdl. 173 Silent, 750W lamp $ 175.00 

Specto MK II Analyst, 800' capacity, 
flickerless, single frame, forward and 
reverse. New  $ 475.00 

RCA Mdl. 1600 1000W Optical Sound ,$ 625.00 

Kodak AV-126 Optical Sound Projector 
w/Christie 900W Xenon lamphouse, 
complete, excellent cond. New price, 
$4000.00  $1995.00 

Victor Mdl. 60-B Optical Sound Pro¬ 
jector, less lens and speaker. Needs 
cleanup. As-is  $ 50.00 

Ampro Super Stylist Optical Sound $ 195.00 

Ampro Arc-20 Optical Sound, complete 
w/Strong Arc lamphouse, rectifier, 
amplifier and base  $ 750.00 

35mm 

DeVry XD Portable 35mm Projector. New 
price, $2500.00  $1495.00 

Century 35mm Projector Heads. New 
price, $2300.00  $ 750.00 

Century Pedestals  $ 125.00 

Bell & Howell Model D4 Optical Sound, 
separate speaker, rugged construction 
like a JAN. Excellent condition. $600 
value  $ 350.00 

Simplex, Super-head, 35mm. Excellent 
condition $ 475.00 

Simplex, E-7 Head, 35mm. Excellent 
condition  $ 750.00 

Simplex, Standard Head, 35mm. Excel¬ 
lent condition  $ 350.00 

Brenkert Md. 80, pair $ 750.00 
Century heads, rebuilt, pair $1395.00 
Peerless Magnarc lamphouse, pair $ 395.00 
Ashcraft Lamphouse, pair $ 255.00 

★ 
STACK UP ON TAPE. WRITE FOR COM¬ 

PLETE LIST OF ADHESIVE TAPE, GAF¬ 

FERS, PAPER, CAMERA AND EDITING. 

EDITING AND CUTTING 
ROOM SUPPLIES 

Sale Price 

Kodak 16mm edge numbering machine 
Mdl. A16. Affixes footage numbers on 
edge of processed film  $1650.00 

HFC Edge Numbering Machine. Edge 
numbers rolls up to 3000'. Complete 
w/numbering block. Mdl. ENM-16 PT 
16mm, reconditioned. New price, 
$3675.00  $2695.00 

B&H 16/35 pedestal splicer, completely 
reconditioned  $1250.00 

Harwald Splice-O-Film 16mm hot splicer, 
Like new  $ 139.00 

Neumade film measuring machine 16mm 
Mdl. HM5S, complete w/counter . . . .$ 59.50 

Acmade 16mm precision hot splicer simi¬ 
lar to B&H hot splicer  $ 99.50 

Neumade two gang 35mm film measuring 
machine complete w/counter $ 67.50 

Neumade one gang 35mm film measuring 
machine complete w/counter  $ 55.00 

Film Storage Rack, holds 75 1000' 35mm 
reels or 150 16mm reels. Made of 
heavy gauge steel w./closed-in end. . . $ 95.00 

Film Storage Rack, five tier, constructed 
of heavy gauge angle iron and round 
bar stock  $ 39.00 

Moviola 16mm Model L20 Table Model 
Viewer with reel spindle and counter. 
Old model, used, excellent condition. 
New price, $1495.00  $ 695.00 

Maurer Film Shrinkage Gage, #51, with 
case, 16mm  $ 95.00 

Cueing Machine, 16mm  $ 150.00 
Moviola 35mm Model UC20S Console 

Sound Model w/picture head and sep¬ 
arate sound head, without reel spin¬ 
dles, with counter, light well and tray 
and electric brake. New price, $2896. 
Brand new, in stock  $2350.00 

Moviola 2-gang sync w/counter, 35mm. $ 75.00 
Cinema Arts 35mm 2-gang Synchronizer, 

w/counter  $ 55.00 
Cinema Arts 35mm 1-gang Synchronizer, 

w/counter  $ 45.00 
Cinema Arts 35mm 1-gang Synchronizer, 

w/counter  $ 50.00 

Moviola, Editing Machine, 35mm, com¬ 
plete w/bullseye head optical sound 
head, amp, speaker and base $ 695.00 

Moviola Editing Machine, ‘‘Preview’’ 
model, 35mm, complete with base and 
foot switch  $ 750.00 

Neumade S-1000 Film Polisher and 
Cleaner, 35mm  $ 25.00 

Harwald Splice - 0 - Film Hot Splicer, 
35mm  $ 110.00 

Neumade 2-gang sync w/counter, 35mm.$ 35.00 

Morgan Fairest Robot II, fully automatic 
splicing machine, pos - neg. pins, 
35mm  $ 299.50 

Neumade Film Measuring Machine, 
35mm  $ 45.00 

Cueing Device, 35mm  $ 49.50 

Moviola Multiple Rewinds BL, 35mm. . . $ 25.00 

N.C.E. 65mm 3-gang sync w/counter 
ASA II  $ 300.00 

Richards Hot Splicer 70mm  $ 295.00 

Moy 16mm edge numbering machine . . .$3000.00 
Moviola 35mm Mdl. UC20S Console Sound 

Model w/picture head and separate 
sound head, without reel spindles, w/ 
counter, light well and tray and electric 
brake. New price $3100.00. NEW $2495.00 

Moviola 35mm Mdl UD20-2CS Console 
Sound Model w/picture head and two 
separate sound heads, with counter, 
light well, tray $3250.00 

Moviola 16mm Mdl. UL20S console w/ 
picture head and separate sound head, 
footage counter, light well, tray. Used, 
excellent $2595.00 

Editing tables w/light well and rack. . $ 95.00 
Rewind swivels $ 15.00 
R2, Griswold 35mm splicer  $ 19.95 

FILM PROCESSING EQUIPMENT 
Sale Price 

Houston-Fearless Mdl. A-11 16mm or 
comb. 16/35 neg/pos. and reversal. 
Rebuilt  $3450.00 

Houston-Fearless Mdl. 22-B 16mm neg/ 
pos $3495.00 

Houston-Fearless Spray Processor, late 
Mdl. S. 16/35 NP 150, neg. 80 fpm; 
pos. 120 fpm  $9500.00 

Houston-Fearless, 16mm Ansco Color, 
neg/pos/reversal  $5950.00 

Morse, A-8 16/35 Ansco Color, up to 50 
fpm or B&W neg/pos/reversal  $4500.00 

Film Dryer Mdl. EL-13A, 16/35./70mm, 
220V. Drying speed 35 fpm $1995.00 

Film Dryer Mdl. C2A, 16/35mm, 200' 
capacity. Drying speed 30 fpm $ 385.00 

Film Dryer Mdl. C2, 16/35, 200' capac¬ 
ity. Drying speed, 8 fpm  $ 235.00 

MOTION PICTURE PRINTERS 
Sale Price 

Optical sound printing heads for B&H Mdl. 
J or D and Peterson printers. New price 
$3450.00  $1895.00 

B&H Mdl. D 35mm continuous contact, 
rebuilt like New $4995.00 

Same as above, as is. reconditioned . . . $3100.00 

Same as above, as is, operable $2695.00 

B&H Mdl. J 16mm continuous contact 
printer w/high intensity lamp housing. 
Reconditioned  $4250.00 

B&H Mdl. JA 16mm continuous printer 
w/high intensity lamp housing and 
roller gate. Rebuilt, Like New $5650.00 

Deoue Optical Reduction Printer, Mdl. 
K3-35/32, reconditioned  $5900.00 

Herrnfeld 16mm sound track printer Mdl. 
1517B. "B” wind printer for one pass 
printing, 86 fpm. Like New  $1795.00 

Arriflex 35mm Step Printer w/punch tape 
control  $ 995.00 

Herrnfeld 35mm continuous printer. High 
intensity lamp, 21 light changes, shot¬ 
gun filter changer. Complete, needs 
clean-up  $ 995.00 

★ 
B&H 16mm continuous additive printer 

Mdl. 6100 c/w Mdl. 6190 sound print¬ 
ing heads less tape and punch control $8995.00 

B&H 16mm continuous color printer c/w 
one light additive manual lamphouse 
w'6190 sound head, rebuilt $15,995.00 

★ 
FROM DELUXE 

GENERAL FILM LABS, 
NEW YORK: 

Bell & Howell Model J, 16mm Contact 
Printer, complete with sound printing 
heads and automatic light control. 

Bell & Howell Model J 16mm Contact 
Printer; 16mm negative to 35/32mm 
positive. 

Bell & Howell Model J 16mm Contact 
Printer complete with sound printing 
head and fade unit. 

Bell & Howell Model J 16mm Contact 
Printer with Depue automatic light con¬ 
trol. 

Bell & Howell Model D 32mm Contact 
Printer complete with sound printing 
head. 

Depue Reduction Printer 35/32mm. 

Depue Reduction Printer 35/16mm com¬ 
plete with Fish-Schurman Model R3 ad¬ 
ditive color lamphousing. 

All of the above printers were re¬ 
moved from service and are in operating 
condition. They contain many unique fea¬ 
tures and our Sales Dept, will be happy 
to quote price on an as-is serviceable 
basis or overhauled to your specifications. 

LABORATORY EQUIPMENT 
Sale Price 

Neumade Neuvatorfilm cleaning machine, 
16mm or 35mm, each  $ 495.00 

Welch Densichron Mdl. 3853D full color 
transmission light source densitometer. 
New price, $400.00  $ 195.00 

Eastman 35mm film waxing machine w/ 
two flat wheels .001" wide and con¬ 
tainers for cleaning solution and liquid 
wax, designed for bench mounting. A 
$1500.00 value. Reconditioned $ 595.00 

Herrnfeld Scene Tester, Mdl. 1508-B. 
Used, Good Condition  $ 995.00 

Depue light control board designed for use 
w/Depue Optical Reduction Printers. 
Provides 22 light changes $ 495.00 

Bausch and Lomb Densitometer, projec¬ 
tion type. Measures light by spectrum 
lines on photographic plates. Original 
cost more than $5000.00. Used, fair 
condition, some minor parts missing. . $ 300.00 

Westrex Densitometer Mdl. RA-1100E. 
New price, $5900.00  $1595.00 

Eastman sensitometer, Mdl. 101  $ 795.00 

Hablamos Espanol 
Write For Your Free Motion Picture Equipment Rental Catalog Nous Parlons Francais 

Man Spricht Deutsch 

SERVING THE WORLD . 

r:^rzrtd , aiangordon enterprises me. 
Prices FOB No. Hollywood . .  . ^ 
California residents add 5 % s.i.s tax. 1430 N Cahuenga Blvd., Hollywood, Calif. 90028 

Sales (213) 985-5500 • Rentals (213) 466-3561 
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CAMERAS 35mm 
Sale Price 

Arriflex 35 11B package, complete with 
v/s motor, two magazines $1595.00 

Mitchell 35NC, complete with motor, 
1 magazine, 4 lenses, and case . .. $6995.00 

Mitchell NC Reflex, body only $4500.00 
Mitchell BNC, complete with 7 lenses, 

4 magazines, synchronous motor, 
matte box, viewfinder, cases $21,000.00 

B&H Eyemo single lens w/2" lens. . . .$ 295.00 
B&H Eyemo Q w,/l", 2" and 6" lens, 

400' magazine  $ 495.00 
B&H Mdl. 2709 w/Hi-Speed movement 

(200 fps), body only $ 950.00 
B&H Mdl. 2709 w/unit “1” movement. 

Excellent for animation  $1295.00 
Eclair Camerette 16/35mm, three Kinop- 

tik lenses, 12V motor, two 400' 35mm 
magazines, two 400' 16mm magazines. 
Excellent condition  $3995.00 

Mitchell Hi-Speed w/four lenses, two 
magazines, viewfinder, matte box, three 
carrying cases. Excellent condition.. $4950.00 

Novado. New from Italy. Camera complete 
w/matte box, two-stage filter holder, 
three lens turret, 12V VS motor, reflex 
focusing, 400' internal film magazine. 
Parallax corrected viewfinder. NEW..$ 495.00 

Wall single system, less sound equipment, 
complete w/two magazines, motor and 
two lenses  $ 995.00 

Mitchell 35mm Single System Camera w,/ 
built-in features and recording drum 
w/RCA Galvo, mixer and amp., mike, 
headset and cable  $4900.00 

CAMERAS 16mm 
Sale Price 

Beaulieu R-16 less lens w,/meter, battery 
charger and hand grip  $ 650.00 

Arriflex S camera compete w/25mm, 
50mm, 75mm Schneider lenses, v/s 
motor  $2895.00 

Arriflex S, body only  $1895.00 
Eclair NPR w/two 400' magazines, Ange- 

nieux 9.5 to 95mm lens, Perfectone 
motor, Anton Bauer battery kit, cases. $7395.00 

Eclair NPR w/two 400' magazines, Per¬ 
fectone motor, battery belt, cases. . $5800.00 

Eclair NPR w/Perfectone motor, Unibat, 
two 400' magazines, Gordon/Eclair 
body brace, power and sync cable. 
Like new  $6250.00 

Arriflex 16S complete w/four lenses, con¬ 
stant and variable speed motor, matte 
box, torque motor, battery pack and 
case $4500.00 

Auricon Pro 600, complete with: camera 
body, 2-ea. 16mm x 600' magazines, 
optical sound galvanometer installed, 
optical sound amplifier, camera case. 
Value: $4000.00. Excellent  $2100.00 

Cine Special I, less lens, complete w/ 
100' magazine  $ 195.00 

Cine Special II, less lens, w/100' maga¬ 
zine   $ 395.00 

Milliken 16mm Hi-Speed camera DBM3, 
16mm x 100', less motor, excellent 
condition  $ 450.00 

Milliken 16mm Hi-Speed camera DBM4, 
16mm x 200', 28V DC, 400 fps, ex¬ 
cellent condition  $ 750.00 

Milliken 16mm Hi-Speed camera DBM5, 
16mm x 400', 400 fps, excellent con¬ 
dition  $1895.00 

B&H Filmo Mdl. 70HR w/spider turret. . . $ 395.00 
Mitchell 16mm complete w/four lenses, 

motor, viewfinder, matte box, 2 ea. 
400' magazines, cases. Used, excellent 
condition. Price new, $9200.00 $3250.00 

Auricon Super 1200 complete w/optical 
sound amplifier, microphone, viewfind¬ 
er, 2 ea. 1200' magazines and cases. 
Used, excellent condition. Price new, 
$6000.00  $2550.00 

Maurer complete w/two 400’ magazines, 
optical viewfinder, matte box, 115V 
motor, used, excellent condition. Price 
new, $10,000.00  $1695.00 

Eastman Kodak K-100 complete w/25mm 
Ektar lens, viewfinder lens, 40' spring 
wind. Used, excellent condition. Price 
new, $650.00  $ 295.00 

Eastman Kodak Reflex complete w/three 
Angenieux Ekton lenses, motor, three 
400' magazines. Like new  $1695.00 

Gun Camera 16mm (GSAP) Fairchild, w/ 
35mm lens, 24V DC; used, good 
condition  $ 98.50 

Gun Camera 16mm (GSAP) Bell & Howell, 
w,/o lens, 24V DC. Can be easily con¬ 
verted to ”C” mount. Used, good con¬ 
dition  $ 125.00 

Mini-Cam 16, Mdl. 55GE. Rebuilt better 
than new. 24/48 fps, special shutter, 
1/100 sec. Accepts "C” mount lenses. $ 298.50 

Gordon Bell Helmet for use with above 
listed gun cameras. Choice of size, 
color white, if available. Model GB16. 
New $ 75.00 

Fairchild Mdl. HS101 highspeed camera, 
complete with lens, motor, power sup¬ 
ply, control box, cables and case. Orig¬ 
inally sold for $3550.00  $2300.00 

Traid Mdl. 200P 16mm, 50' magazine 
load time-lapse camera, 24V DC, ac¬ 
cepts all "C” mount lenses. Value 
$450.00  $ 225.00 

Bolex H16 w/20-60mm motorized zoom 
lens. Speial tripod dove-tail base, 115V 
sync motor. Complete $ 350.00 

★ 

CAMERA ACCESSORIES 
Blimps 

Arriflex Universal Studio sound blimp for 
Arri 16S/16M, aluminum construction, 
precision acoustical dampening. New 
list price $5200.00  $1500.00 

Cine Special Blimp, Ceco  $ 295.00 
Maurer 0-5 Blimp  $ 985.00 
Raby Blimp for Mitchell Std. N.C., Wall, 

B&H 2709, etc $ 450.00 
Eclair Aquaflex underwater housing for 

16mm or 35mm Camerette. Used, ex¬ 
cellent condition  $1495.00 

16mm Magazines 

Mitchell type 400', new  $ 120.00 
Mitchell Magnesium 400', new $ 185.00 
B&H 400' NEW  $ 135.00 
Cine Special 100'  $ 125.00 
Cine Special 200'  $ 325.00 
Eclair Camerete 400'  $ 245.00 
Maurer 05 400'  $ 155.00 

35mm Magazines 

Arriflex 400'   
B&H 400' fiber   
B&H 400' metal   
B&H 400' bipack   
B&H 1000'   
Elcair Camerette 400'   
Mitchell 400' std   
Mitchell 1000' std   

Motors 

Eclair CM-3 220V 60-cycle, 3-phase syn¬ 
chronous motor  $ 425.00 

Bell & Howell Filmo 12 and 24V DC. . . $ 95.00 

Mitchell 16 24V variable speed  $ 375.00 
Mitchell 16 24V highspeed (96 fps). . . .$ 375.00 
Mitchell 16 110V highspeed (48-128 fps) $ 420.00 
Mitchell R35 12V variable speed  $ 285.00 
Mitchell 35 BNC 220-V 3-ph multi-duty.$ 995.00 
Mitchell 35 BNC, phase synchronous $ 595.00 
Mitchell 35 NC 110V sync $ 395.00 
Mitchell 35 NC 110V variable speed. . $ 495.00 
Mitchell 35 NC 24V variable speed. . . .$ 495.00 
Arriflex 16 110V/42V AC synchronous, 

complete with power supply  $ 295.00 

Arriflex 35 110V synchronous, mounted 
on gear base, with footage counter. . $ 525.00 

Tripods-Heads 

Heavy duty, std. tripods, heads and legs, 
manufacturer unknown — Each $ 30.00 

NCE Master Hydro Fluid tripod, brand new 
w/legs  $ 995.00 

Akeley gyro-tripod  $ 425.00 
Large heavy duty spring loaded friction 

heads  $ 325.00 
Paramount Studio Crane. Mdl. 11, elec¬ 

tronically operated, maximum boom, 
15', overall length, 33'  $ 500.00 

Paramount Studio Crane. Mdl. 111. Simi¬ 
lar to Mdl. 11. Overall length 31'. 
Some parts missing $ 400.00 

LIGHTING AND GRIP EQUIPMENT 
Sale Price 

2K Soft Light, low silhouette LQBS 20. . $ 165.00 
Maxi-Brute 9, NEW  $ 375.00 
4-light "FEY” fixture, uses DWE or FBE 

lamps, individual switches. New value, 
$179.00  $ 79.95 

2x2 Hand Reflectors w/stand mounting 
yoke. Hard and soft side. New $ 40.00 

ColorTran 500 flood 1000W LQK5/YMA. 
New price, $59.95  $ 29.95 

ColorTran Scoop 1000W LQK-15, New 
price, $110.00 $ 37.50 

CYC-Strip 1000W background light LQC10 
12-3. New price, $300.00  $ 150.00 

CYC-Strip LQC 10 6-3. New price, $170 $ 85.00 

ColorTran Soft Light 800W LQS 80-10P. 
New price, $530.00  $ 379.50 

Birns & Sawyer Mdl. 5530 SeAquartz 
Underwater Light 30V DC head only. 
Sold new for $295.00  $ 195.00 

Mole Richardson 2000w Junior spot. .$ 69.50 
5K Kleigel, as is  $ 95.00 

Dollies and Cranes 

20th Century-Fox Stage Crane, powered by 
self-contained rechargeable batteries, 
offer a variety of camera positions from 
144" off ground to floor level. Unit is 
48"x98", boom arm 144" long, has 
45° swing. Weight 1750 lbs. 
Used, excellent $5500.00 

McAllister Crab dolly $2500.00 

Houston Fearless Panoram Dolly, 4-wheel, 
steerable, complete with boom arm. . $ 795.00 

Raby 4-wheel stage dolly with boom arm. 
Fair condition  $ 300.00 

LENSES AND FILTERS 
Sale Price 

Arriflex 

9.5-95mm, Arri mount $1995.00 
11.5mm Schneider f,/l.9  $ 150.00 

16mm Schneider f/1.9  $ 125.00 

25mm Schneider f/2 $ 125.00 

50mm Schneider f/2  $ 125.00 

$ 125.00 
$ 19.50 
$ 55.00 
$ 145.00 
$ 95.00 
$ 245.00 
$ 60.00 
$ 115.00 

Zoom Lenses 

17-85mm Pan Cinor, Arri mount $ 175.00 

17-70mm Pan Cinor, Arri mount  $ 150.00 

12-120mm Angenieux, Arri mount . . . .$ 850.00 

STAR FILTER SPECIAL 
Special Effects Star Filters put stars in 
your high lights. Series 6, 7, 8, 72mm, 

2"x2", 3"x3" — 20% off when you 
mention this ad when ordering. 

Good through February 15, 1974 only. 

SOUND RECORDING EQUIPMENT 
Sale Price 

Berndt Maurer galvanometer variable den¬ 
sity, reconditioned  $2500.00 

Complete Post-Production Sound Package. 
Film sound transfer and mixing system 
w/all modern components, less than 
year and a half old, ready for immediate 
installation and use. Includes Magna- 
sync 2200 recorder, Triple series 2200 
reproducers, 4-position mixing console, 
interlocking system, M370 distributor, 
B&H optical/magnetic projector w/sync 
interlock, Sync/Selsyn control panel, 
1000 cycle sync generator, Magnasync 
tape sync, patchcord panel, McIntosh 
stereo amplifier, Rek-O-Kut turntable, 
intercom, speakers, headset. Rack 
mounted, completely assembled. Used, 
excellent, guaranteed  $10,500.00 

Multitrack Magnetics Mdl. R101 16-35 
magnetic tape recorder. Rack panel. 
Like new $5782.00 

Ampex 350 sloping panel Vi" recorder $ 895.00 
Ampex 602 in rack panel Vi" recorder. . $ 695.00 
Ampex portable Vi" recorder $ 295.00 
Atlas sound boom $ 695.00 

Fishpole Microphone Booms, lightweight 
annodized aluminum, extend from 5' to 
12', wired. $135.00 value. New $ 89.50 

Stellavox Model SM5, Pilotone, complete 
w/case, batteries and AC power sup¬ 
ply. Excellent condition $ 425.00 

Roberts Model 1700 half-track monaural 
recorder, 2-speed pause control, VU 
meter, with built-in public address 
system, complete with microphone. 
New price, $179.95  $ 99.50 

Concord Model 850 AC/DC wireless PA 
system. Demonstration model, excel¬ 
lent  $ 175.00 

Uher Model 5000 Dictating and Tran¬ 
scribing Recorder, monaural, half¬ 
track, complete with stenographic ac¬ 
cessories. $350.00 value  $ 110.00 

SOUND RECORDING 
ACCESSORIES Sale Price 

Location Sound Cart. Portable, folds up, 
ideal for moving recorder, mixer, 
booms, cables, etc. on location or in 
studio. New  $ 350.00 

Sennheiser EM-1008 wireless receiver. 
New $ 300.00 

Sennheiser R-1010 wireless receiver. 
New $ 225.00 

Sennheiser T-203 wireless pocket receiver. 
New  $ 250.00 

Sennheiser SK-1005 wireless transmitter. 
New $ 200.00 

Sennheiser SK-1008 wireless transmitter. 
New  $ 225.00 

Sennheiser T-201 receiver $ 140.00 
Sennheiser SK-1006 transmitter $ 100.00 
Sennheiser wireless kits, incuding EM- 

1008 receiver, SK-1007 transmitter, 
MK-12 microphone, case $ 575.00 

SERVING THE WORLD 
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THE NEW CP-16R/A AND CP-16R/A REFLEX TV-NEWSFILM DOCUMENTARY 
CAMERA SYSTEM, PLUS UNIQUE PLC-4 MAGAZINE MAKE JOINT DEBUT 

Already proven highly successful, this favorite of the newsreel 

cameramen adds the reflex capability and an unusual new magazine 

Making its debut at the Equipment 
Exhibit of the 114th SMPTE Confer¬ 
ence in New York was Cinema Products' 
new CP-16R and CP-16R/A Reflex 
Camera System. These reflexed versions 
of the popular CP-16 and CP-16/A 
TV-newsfilm/documentary cameras had 
been eagerly awaited and received con¬ 
siderable favorable attention from the 
crowds attending the Exhibit. 

As if that weren't enough, Cinema 
Products also unveiled its new 400-foot 
magazine, designed to fit not only its 
own CP-16 line of cameras, but all other 
16mm cameras that presently utilize the 
Mitchell-type magazine. 

The new PLC-4 magazine is made of 
high-impact glass-filled Lexan. This is an 
extremely rugged material used in the 
manufacture of hard hats and football 
helmets. The magazine is a compart¬ 
ment type to permit use of either 200 
or 400-foot darkroom core or daylight 
load spools. It utilizes hinged doors 
which provide quick access for loading 
and unloading. The doors have a triple¬ 
step light trap to insure against light 
leaks. There are two thumb-activated 
latches on each door to guarantee posi¬ 
tive safe closure. When a latch is not 
fully secured a bright luminescent 
orange band is visible to alert the 
operator. 

Two major advantages are obtained 
by the use of glass-filled Lexan, as 
opposed to magnesium, which has been 
the most popular material for this type 
magazine up until now. For one thing 
an additional weight saving of 1/2 

pound is achieved but, more important¬ 
ly, the problem of film spotting, caused 
by particles of magnesium adhering to 
the emulsion and then reacting in the 
developing bath, is completely eliminat¬ 
ed. The toe of the magazine is a 
removable aluminum insert. This 
makes repair and replacement of the toe 
a simple matter as compared with the 
problem when the toe of a magnesium 
magazine breaks. 

The magazine is compatible either 
with conventional screw-down fastening 
methods or with the unique Cinema 
Products snap latch stud technique. 

In response to a request for more 
comprehensive data on the new CP-16R 
and CP16R/A Reflex camera system, as 
well as the unique PLC-4 magazine, Ed 
DiGiulio provided the following addi¬ 
tional information: 

WHY THE CP-16R AND CP-16R/A 

CAMERA SYSTEM AND PLC-4 MAG¬ 

AZINE WERE DEVELOPED 

By Edmund DiGiulio 
President, Cinema Products Corporation 

Our CP-16 has been received with 
such critical acclaim by the TV news¬ 
gathering organizations that it has now 

become recognized as the preferred 
camera for TV newsmen. This fact has 
been established by a survey recently 
conducted by the Radio and Television 
News Directors Association.* 

The CP-16, of course, is not a reflex 

camera and relies exclusively on Ange- 
nieux Zoom lenses that are equipped 
with a reflex viewfinder. While this may 
be adequate for most TV news applica¬ 
tions, it does represent a severe limita¬ 
tion in many instances. Even in hard 
news coverage, there are many occasions 
when an extremely long telephoto lens 
could be used to tremendous advantage. 
For example: looking over the Berlin 
wall. In close, low-lit quarters, a wide- 
angle fast lens would be of tremendous 
value. 

We designed the new CP-16R lens 
mount so that it would be compatible 
with all Arri-mounted lenses using a 
special adapter. For the standard CP 
mount for the CP-16R camera, we made 
a radical departure from what other 
16mm cameras employ. We have de¬ 
signed what amounts to a miniature 
BNCR-type mount. This provides for a 
positive locking ring against the lens 
flange, so that there is no possibility of 

*QUOTE FROM THE RTNDA COMMUNI¬ 
CATOR #10, OCTOBER 1973: 

"As newsfilm operations move toward in¬ 
creased use of natural SOF, they appear to be 
moving toward the CP-16 A as their preferred 
camera. It has a built-in amplifier and one- 
pound battery as part of a single shoulder- 
balanced unit. The sound cameras now used 
most by RTNDA news operations are Auri- 
cons, often with conversions such as those by 
Frezzolini and General. Auricons are listed as 
most used at 64% of the stations, compared 
to 22% for the CP-16 and CP-16/A. But when 
asked their preferred camera, 58% of the 
respondents list the CP-16 or CP-16/A, com¬ 
pared to 29% for Auricons and their conver¬ 
sions. " 

(LEFT) The new CP-16R camera, shown equipped with Angenieux 9.5mm-57mm zoom lens (with miniaturized BNCR-type lens mount), plus 
Cinema Products-designed standard reflex viewfinder and unique PLC-4 400-foot magazine. (RIGHT) CP-16R camera, shown with door open. This 
camera door utilizes a triple-step light trap, instead of a rubber gasket. 



(LEFT) Side view of the CP-16R camera, showing CP-16R standard viewfinder. (RIGHT) CP-16R/A reflex camera, shown with Angenieux 
"orientable" viewfinder, J-5 Zoom Control, Canon Macrozoom 12-120mm lens, plus the new Cinema Products PLC-4 lightweight glass-filled Lexan 
400-foot magazine. 

lens movement. Moreover, the lens is 
not torqued in any way when being 
installed in the camera, because the 
locking action is generated by the ring 
and not the lens. For this reason, we 
chose to make the Arri adapter a part 
that is set-screw-attached to the individ¬ 
ual lens, rather than an adapter put onto 
the camera lens board. In this manner, 
we provide all the advantages of the CP 
mounting arrangement. 

The rotating mirror shutter is driven 
by a small gear cluster in a sealed gear 
box. We utilized a design technique that 
proved extremely successful for us in 
the design of the XR35 Studio camera. 
As a result, the camera is extremely 
silent, even when the lens is removed. 
The mirror shutter rotates from below 
the aperture, projecting a reflex viewing 
image to a ground glass which is set 
above the aperture and at right angles to 
it. The ground glass is, of course, inter¬ 
changeable. The viewing area is extreme¬ 
ly large, easily encompassing the Super- 
16 format. 

Continued on Page 1585 

CRV5TASOUND 

CP - 16R 
SOUND CAMERA 

BATTERY 
TEST 

MttER 
STOP: 

(LEFT) Rear view of the CP-16R/A reflex camera, showing sync and variable speed controls. 
(RIGHT) Cinema Products molded fiberglass shoulder pad, with built-in 17-degree slope to 
accommodate the normal shoulder slope (adjustable front-to-back, as well as side-to-side). 

(LEFT) Cinema Products unique new PLC-4 glass-filled Lexan magazine is 1/2-pound lighter than magnesium magazine and eliminates problem 
caused by particles of magnesium adhering to the emulsion and then reacting in the developing bath. (RIGHT) PLC-4 magazine with door open. Toe 
of the magazine is a moveable aluminum insert, making repair or replacement simple. Magazine fits all cameras that take standard Mitchell-type 
magazines. 
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With the unique Jensen 504. $975 

O Automatic out-of-crystal sync 
safety stop. 

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

O Uses your standard battery and 
cables. 

Any Tape Recorder 
Model 550 

$250 
Model 505 

$775 
Model 508 Conversion 

$975 

New Crystal Checker! 
W IN MIAMI I 
► YOUR CINE 

EQUIPMENT RENTAL W 
SALES & SERVICE SOURCE # 

FOR » 

S E. USA CARIBBEAN - BAHAMAS | 

[pQage^3©'2ices]ncoiporated 

811 NW III STREET MIAMI. FLORIDA 33168 USA 
Telex 51-9348 Cable IMXBEMIXMI Phone 305 754-4141 

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. 



The Lowell Link System holds up everything 
except the shooting. And travels in one case! 
Lightweight, modular components let you 
quickly link up all these rigs, and many 
more, even on distant locations. 
you can never be really sure what 
' you’ll need on location until you 

finish shooting. So you either haul 
a truckload of conventional grip 
gear, or try to improvise on the 
spot. You lose time, money or 
quality. 

But now you can take along 
virtually everything you’ll need, 
without straining your budget or 

your back. Link components snap 
together in countless combinations 
to form booms, background sup¬ 
ports, flags, floor-to-ceiling poles, 
water weights, stand extensions, 
braces, rigging devices. 

You can attach a Lowell 
Quartz (shown above), Lowell Soft- 
light and most location lights to 
any part of our rigs, or to a door. 

Components are available 
individually and in kits. You can 
make all the above rigs from one 
kit. Not all at one time, but several 
at one time, including many not 
shown. 

For more details, see your 
dealer. Or ask us for our free 

Lowel-Light Manufacturing. Inc. 
421 West 54th Street. New York 10019(2121245-6744 
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SMP1E E«HIPMEN1 EXHIBI1 
ARRIFLEX16SR CAMERA 
SINCE PHOTOKINA 1972 

An up-to-date report on the many changes that have been 

made in the new Arri since it was shown in prototype at Cologne 

The sleek new Arriflex 16SR camera 
burst like a bombshell over Photokina 
1972 in Cologne last fall. Crowds flock¬ 
ing to the ARRI booth were fascinated 
by the ingenious design and obvious 
craftsmanship of the extraordinarily 
compact "camera for all seasons", and it 
quickly became the conversation piece 
of this granddaddy of all photographic 
trade fairs. 

The hard-working staff of Arnold & 
Richter KG (Munich) repeatedly empha¬ 
sized that the four 16SR's on display 
were working prototypes—nothing 
more. They maintained that these had 
been rushed to completion to meet the 
Photokina deadline and that many 
changes would be made before the 
camera would go into production a year 
hence, according to estimates at the 
time. 

Exactly a year later, at the Equip¬ 
ment Exhibit of the 114th SMPTE 
Conference in New York, the final 
production model of the Arriflex 16SR 
was unveiled and it quickly became 
obvious that many, many changes had, 
indeed, been made in it since Photo kina 
—not petty, superficial changes, but 
very radical, in-depth basic design 
changes calculated to make the 16SR 
"the ultimate in 16mm filming instru¬ 
ments." 

On hand to explain these changes 

was Arnold & Richter's Special Projects 
Manager, Horst Bergmann. When the 
SMPTE Exhibit closed, he and Volker 
Bahnemann, executive of the Arriflex 
Company of America, brought the 
16SR to Hollywood for a special show¬ 
ing to the industry at the Sheraton-Uni¬ 
versal Hotel. 

Following Photokina, a comprehen¬ 
sive report on the 16SR had appeared 
in this journal (see American Cinema¬ 
tographer, December 1972), but it now 
became obvious that an up-dated report 
was in order, based on the extensive 
changes which had been made in the 
interim. With that in mind, we asked 
Horst Bergmann to give us a current 
rundown on the camera, and what 
follows is the gist of that interview: 

QUESTION: I'm sure that our readers 
would be most interested in knowing 
about the most important design chang¬ 
es which have been made in the Arriflex 
16SR since its auspicious prototype 
debut at Photokina. Would you be kind 
enough to bring us up to date on those 
changes? 

BERGMANN: We have completely re¬ 
designed the movement of the camera 
and now have what we describe as being 
a "multi-joint mechanism." This type of 
movement is inherently very quiet. It is 

The new Arriflex 16SR 16mm reflex sound camera, is an extremely compact camera which, 
according to Arnold & Richter, was designed to include "all of the operational advantages a 
cameraman wants to see in a modern camera." It is a prime, "no-compromise" camera, for both 
hand-held and studio wbrk and has been planned to cover the entire field of 16mm production. 

capable of running, without detrimental 
effects upon its low noise level proper¬ 
ties, at speeds well above 50 frames per 
second. The movement is pin-registered, 
with low drag and a low power require¬ 
ment. 

In addition, the magazine has been 
substantially redesigned. The magazine 
which will be introduced with the cam¬ 
era has a 400-foot capacity. We have 
also refined the take-up and feed me¬ 
chanism of the magazine and introduced 
more substantial hinges to the magazine 
doors. Incorporated in the magazine are 
two footage counters; one for core loads 
and one for daylight spools. The pres¬ 
sure plate system has been redesigned 
and improved, and the aperture plate 
block (which brings pressure against the 
film in the exposure plane) has been 
increased in size. 

On the motor circuit, we refined the 
component layout for simplified testing 
and servicing. We have also incorporated 
an electronic buckle switch. This is an 
overload-sensing circuit that cuts off the 
power to the motor in the event of a 
magazine or camera jam. It works simi¬ 
larly to the power stage in a modern 
Hi-Fi amplifier. When the circuit is 
overloaded, the power supply is momen¬ 
tarily disconnected, but is reset auto¬ 
matically after a rest period of approxi¬ 
mately one second. The camera can 
then be switched on again, provided 
that the source of the problem has been 
eliminated. 

We have also incorporated a very 
sophisticated out-of-sync warning cir¬ 
cuit which activates a blinking light in 
the viewfinder. When any out-of-sync 
condition occurs, as minor as 1 /10th of 
a frame, the out-of-sync warning system 
is activated. 

In addition, we have added a 
pilotone generator which derives its 

Cinematographer Richard Robertson tries the 
16SR on for size during recent industry 
showing of camera at Sheraton-Universal 
Hotel, Hollywood. 



frequency from the motor feedback and 
is switch able from 50 or 60 cycles at 
speeds of 24 or 25 frames per second. 

The camera has forward-reverse capa¬ 
bility, although the magazines are for¬ 
ward-running only, for the time being. 
Should there be a demand for reverse¬ 
running magazines, we have the capabili¬ 
ty to supply them. 

The automatic slating system in the 
16SR is the same as the system present¬ 
ly being used in our 16S, 16BL and 
other Arri cameras. 

On the viewfinder, we have made 
some important changes, too. Firstly, 
the viewfinder eyepiece has been 
brought 14mm forward. This moves the 
camera further back on the shoulder 
and provides ease of handling. The 
viewfinder now also swings a few de¬ 
grees below horizontal on each side of 
the camera to improve balance and 
handling. 

The rest of the development work 
has been devoted to improving the 
service aspect of the camera. The cam¬ 
era electronics board is one module; the 
exposure meter is one module; the 
motor is one module; the automatic 
exposure control system is one module 
—all designed for ease of access and 
serviceability. AH modules are linked by 
quick-disconnect plugs. 

QUESTION: Were these changes arrived 
at on the basis of feedback which you 
received at Photokina or, if not, what 
did prompt you to make them? 

BERGMANN: Feedback from Photo¬ 
kina, plus a limited field experience 
with the four prototypes we had at that 
time. Of course, even before Photokina 
we already had realized, when the pro¬ 
totypes were completed, that certain 
details in the camera had to be changed, 
but there was simply no time to do it 
for Photo kina. By the way, the film 
transport movement, which is in the 
camera now, was just not ready for the 
last Photo kina, so we had to equip our 
first few prototypes with our standard 
movement. The new movement was 
designed in order to obtain a movement 
with the lowest possible noise level 
without compromising film handling, 
and particularly to obtain a movement 
which will maintain that low noise level 
over the life of the camera with a very 
minimum service demand. 

QUESTION: You've just made the 
statement that the camera will be intro¬ 
duced with a 400-foot magazine. Does 
that mean that the idea of a 200-foot 
magazine, as shown at Photokina, will 
be discarded, or will it be an optional 
piece of equipment? 

Arnold & Richter KG Special Projects Manager Horst Bergmann (left), shown here with a couple 
of goggle-eyed spectators during the Sheraton-Universal showing, came from Munich especially to 
present the camera at the 114th SMPTE Conference Equipment Exhibit in New York, followed 
by the Hollywood presentation. 

BERGMANN: In showing the camera to 
interested people within the industry, 
we have encountered very little demand 
for the 200-foot magazine. For this 
reason, we are going to introduce the 
camera with the 400-foot magazine, and 
it is most likely that the 200-foot 
magazine, which we showed at Photo¬ 
kina, will not go into production at all. 

QUESTION: Obviously the 16SR, de¬ 
spite its very compact size and shape, is 
far from being simply a newsreel cam¬ 
era. What do you anticipate its scope to 
be? 

BERGMANN: Our aim has always been 
to design a "no compromise camera" 
and the Arri 16SR, in "state of the art" 
compactness, features all of the opera¬ 

tional advantages a cameraman wants to 
see in a modern camera. That is to say: 
a high-quality registration-pin move¬ 
ment, an uncompromising exposure 
control system, extended into an auto¬ 
matic exposure control for certain appli¬ 
cations, a 400-foot magazine capability 
and convenient features like the auto¬ 
matically stopping shutter, internal re¬ 
lease for iris control of the taking lens 
(very much like what you are used to in 
a single-lens reflex camera, where the 
iris is always wide open for viewing and 
focusing and, on the instant of expo¬ 
sure, the iris is dosed down to shooting 
aperture. It opens instantly when the 
camera is stopped again). The Arriflex 
16SR was designed to satisfy the needs 
of the cinematographer, be it in the area 

Continued on Page 1587 

The 16SR is a quick-change-magazine camera, to enable a cameraman to work fast for news or 
documentary filming. It was originally shown at Photokina with both 200-foot and 400-foot 
(shown here) magazines. However, since interim market survey indicated little demand for the 
200-foot magazine, it will most likely not go into production. 



In flying dollies and 
underwater rigs, Arrif lex 
is the chosen camera. 

Helicopter and underwater shooting have 
a lot in common. They’re both fluid, 
and both are costly. And, more than usual, 
you’re at the mercy of your equipment. 

Close-up: Faces of two 
people looking at 

camera. Pull back slightly. 
They’re looking out at you 
through window of moving 
train. Camera is tracking beside 
train. See part of compartment, 
one wheel turning. 

Airborne Dolly 

Pull back and round in 
front of train. It’s on a trestle 
bridge, over water. Pull back 
again, and way up. Zoom out 
slowly. Trestle bridge is now a 
thin line surrounded by 1,700 
square miles of blue water. Train 
is about 15 miles from shore, 
and barely visible below. 

That’s Barry Herron’s es¬ 
tablishing shot for the Great 
Salt Lake. Part of a series of 
ABC-TV Specials called “The 
American Idea,” and produced 
by Alan Landsburg. 

Sunken Treasure 

For another documentary 
Special, called “Treasure,” and 
sponsored by the National Geo¬ 
graphic Society, Mr. Herron 

J. Barry Herron using Arri 16S 
with 400 foot magazine inside Birns 
& Sawyer underwater housing. 

shot divers searching for sunken 
Spanish Galleons off Key West. 
First, a three-hour, 60 mile boat 
ride to the search site. There, 
currents were so strong that he 
could shoot only at slack tide — 
about an hour. 

Budget Strained 

Helicopters cost up to 
$200.00 an hour. It sometimes 
takes several hours to fly to the 
location. You frequently have to 
spend at least an hour teaching 
a new photo pilot how to maneu¬ 

ver for the camera. Once you get 
there, you’d better get the shot. 

“Did You Get It?” 

“It’s the same with under¬ 
water shooting,” says Mr. Her¬ 
ron. “You call the producer, with 
the film in the can beside you, 
undeveloped. Almost always, 
the first thing he says is: ‘Did 
you get it?' You say: ‘Yes!’ You 
hope you're right." 

Depend On Arriflex 

“On the ground,” says Mr. 
Herron,“I’ve used several makes 
of camera. But up there and 
down there, I use only the Arri. 
Things can and do go wrong 
with helicopters, scuba gear, 
outboard motors—you name it. 
But in fifteen years, I’ve learned 
to depend on Arriflex.” 

ARRI 
ARRIFLEX COMPANY OF AMERICA 

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

BACKED BY SERVICE 
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J. Barry Herron using Arri 16M with Tyler 
Mount. He has logged over 200 hours of 16mm 
helicopter shooting. That’s shooting time, not fly¬ 
ing time. And he has shot underwater footage for 
around 30 feature film and television productions. 



for 
total capabilities 

film processing titles & opticals bleu Glenn Sound Co. 

video tape filmstrips & slides 

think 
We offer every post-production 

service that a customer may require 
. . . laboratory services . . . title & op¬ 
tical services for both film and video 
tape . . . film strip and slide service 
. . . video tape to film transfers . . . 
video tape duplication . . . video cas¬ 
sette duplication . . . CMX “on-line” 
computerized videotape editing... the 
modern and complex sound facilities 
of the famed Glen Glenn sound or¬ 
ganization. 

This is backed up by continuous 
research and development that has 

won for CFI more academy technical 
awards than any other laboratory in 
the world. Add to this the many ad¬ 
vantages that come from having all 
these various facilities concentrated 
at one location, and you can see that 
CFI truly offers “state of the art” 
quality. 

Perhaps the single factor that has 
contributed most to our growth and 
expansion over the past half-century 
has been our sense of direction and 
involvement with our industry—our 
philosophy. It is that every job we 

process is important—that every job 
we do for our clients, whether it is big 
or small, deserves and receives the 
personal attention of a large, profes¬ 
sional and dedicated staff backed 
by the finest technical resources 
available. 

At CFI you can rest assured that 
your work will receive the highest 
level of professional attention. And 
that we have the total capabilities to 
do whatever is necessary to make the 
results turn out right. 

CONSOLIDATED FILM INDUSTRIES 
HOME OFFICE: 
959 Seward Street 
Hollywood, California 90038 
(213) HO 2-3161 

NEW YORK OFFICE: 
15 Columbus Circle 
New York, New York 10023 
(212) LT 1-1090 

MID-WEST OFFICE: 
333 North Michigan Avenue, Suite 312 
Chicago, Illinois 60601 
(312) MI 1-0028 
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After the shooting, 
you’ll need 

an operating table. 

ical- latest models of the standard 
type Moviolas. 

And you can count on V 
tained, smooth-functioning ec 
Delivered on time. At the right 

So come to Camera M< 
you start the final operation. 
ous about making sure you ge 

incision — every cut you 
be a matter of survival for make 

ain- your 

seri- 

best. Because an operation is 
business. 

fhy Camera Mart wants to 
sell or rent you the new Moviola M-77 
one of the finest editing tables in the 
ness. The torque motor assemblies are 

the ones used in computers, 
fast-forward or fast-reverse at 

times sound speed. And still stay 
in perfect sync. 

Picture and sound are electrically 
controlled for inching or single frame 
viewing. And the Moviola Chrona-Tach 
system computes and displays frames 
and footage or minutes and seconds. 

The M-77 is just one of the many 
fine pieces of editing gear available to 
you at Camera Mart. We also have the 

simi 

New York, N. Y. 10019 AD-73 
CAMERA MART 
456 West 55th Street 

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

NAME  TITLE . 

FIRM   

ADDRESS   

CITY   

STATE  ZIP 

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

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

(212) 757-6977 

SALES 
C/> 
m 
30 
< 
o 

RENTALS 
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^•American. . 
Cinematographer 

REPRINT 

AMERICAN CINEMATOGRAPHER 
P.O. Box 2230, Hollywood, Calif. 90028 

Please send me copies of the 

FOUR-IN-ONE reprint @ $5.00 ea., 

postpaid. 

FILMING “2001- 
A SPACE ODYSSEY” 

SUPER-8— 
THE STATE OF THE ART 

SUPER-16 

VIDEOTAPE & FILM 

All in one place—no advertising 

NAME  

ADDRESS   

CITY   

STATE   ZIP   

California residents please remit 5% Sales 
Tax. (25^ per copy). Foreign buyers 
please pay by International Money Order 
or U.S. Funds. 

ITS A BIRO. 
ITS A SNAKE. 

ITS A BUTTERFUI. 
ITS All OF THESE...AND MORE. 

On the ground, underwater, or in the air like a butterfly, it 
moves and shoots ways your camera can’t. It was the first— 
it is still the ultimate. Free your camera and your imagination. 

It’s the Kenworthy Snorkel Camera System. 

You’ve seen its incredible visual effects demonstrated in 
major TV spots, and you’ve heard about its nearly unlimited 
freedom in shooting eye-bending motion sequences. 
Now, for the first time we have a system available to all 
producers and agencies shooting East of the Mississippi. 
As before, a second one is available on the West Coast 
through the Petersen Company. 
Our system was designed, perfected and patented by the 
inventor of snorkel shooting.. .with your needs in mind. The 
system is compatible with 35mm and 16mm motion picture 
cameras or videotape electronic cameras. It is highly 
adaptable to any studio or location set-up, accepts inter¬ 
changeable lenses, and can be utilized with overhead rails- 
and-carriages or camera cranes. And, as far-out as our 
system is, you’ll be surprised by our reasonable rate schedule. 

Whether you’re on the East or West Coast, give us a call. 
We’ve got both scenes covered! 

East Coast (Rep. by Allscope Inc.): 

33 Witherspoon St. 
Princeton, N. J. 08540 
(212)925-4005 
(609)924-1575 

Partial Client List: 

Excedrin Kraft Foods Carnation 
Contac Foremost G.E. 
Schlitz Betty Crocker Dial Soap 
Gulf Oil A&P Coffee Clairol 
Bayer Magnavox Avon 
Pepsi Remington 

' The Kenworthy Snorkel Camera System 
Write us for more detailed information and trade magazine reprints. 

West Coast: 

Box 49581 
Los Angeles 90049 
(213)476-4100 

Steenbeck and Kem rentals 

New York ■ Boston- Washington D.C. 

HEADS REBUILT 

ONE-DAY SERVICE 

Reasonable 
Prices * _ „ 

Fully 
Guaranteed 

MOBIUS 

565 5th Ave. 
NYC 10017 
(212)697-8620 
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FOURTH 
EDITION 

COMPILED AND EDITED BY 
TWO VETERAN CINEMATOGRAPHERS 

CHARLES G. CLARKE, A.S.C 
and 

WALTER STRENGE, 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! 

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

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 EDIT 
HOLLYWOOD, CALIFORNIA 90028 

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

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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SMPli ftyllPMINl EXHINI 
THE CAMERAMANS REMOTE START/SLATE RS/S-2 

An ingenious transmitter-receiver combination, which, by means of 

A radio link, furnishes a start and stop command for the sound 

recorder, as well as a startmark signal, originating at the camera 

Among the many production acces¬ 
sories presented at the 114th SMPTE 
Equipment Exhibit, one of the most 
interesting was the Cameraman's Re¬ 
mote Start/Slate RS/S-2, manufactured 
by Stuart R. Cody Co., Inc., of Boston. 
Displayed at SMPTE, it was set up to 
link an Eclair ACL with the miniature 
Nagra SN recorder, but can be used with 
a variety of camera and recorder equip¬ 
ment. 

GENERAL DESCRIPTION 

The Cameraman's Remote Start/ 
Slate RS/S-2 is a radio control device, 
consisting of a miniature transmitter, 
which is fastened to any of several 
popular models of professional motion 
picture cameras. The transmitter auto¬ 
matically sends commands to a receiver 
connected to various models of profes¬ 
sional synchronous sound recorders, in¬ 
tended for motion picture location 
sound recording. 

This radio link furnishes a start and 
stop command for the sound recorder, 
as well as a startmark signal, originating 
at the camera, which is recorded on tape 
to signal the beginning of a shot, or 
"take”. 

The system is compactly designed to 
insure the lowest possible profile and to 
complement the latest documentary 
equipment. Both the transmitter and 
the receiver are completely solid state, 

featuring state-of-the-art developments 
in miniaturization techniques. 

The Remote Start/Slate has a usable 
range greater than 75 yards, transmit¬ 
ting in the VHF band between television 
channels 4 and 5, in compliance with 
FCC Regulations governing Class C Citi¬ 
zens Radio Services. Seven channels are 
available, and two-channel operation is 
forthcoming. Purchasers may exchange 
for alternate frequencies up to 90 days 
after sale. System pricing is below 
$1000.00 and varies with different cam¬ 
eras and recorders. 

GENERAL TRANSMITTER 
OPERA TION 

The transmitter is attached to the 
camera at a convenient point, and 
powered by the camera battery, requir¬ 
ing 12 volts DC—negative ground. (A 
16-volt adaptor is available.) A single 
control, the "wild sound" switch, per¬ 
mits the sound recorder to start without 
the camera running and continue sound 
recording after the camera is stopped. 
An extra switch space is provided for 
future innovation or two channel select 
for transmitter frequency. 

SPECIFIC INSTRUCTIONS— 
AR RIF LEX 16 BL CAMERA 

Attachment to Camera 
At least four types of crystal-stabil¬ 

ized motor-drive units are currently 
available for the Arri 16BL. Some are 
mounted externally on the camera. The 
electronic requirements and mounting 
fixtures for the Remote Start/Slate 
transmitter are fully compatible with all 
motor drive units known presently. 

SPECIFIC INSTRUCTIONS— 
ECLAIR ACL CAMERA 

Attachment to Camera 
The Remote Slate/Start transmitter 

is attached by removing the two 
chrome-plated screws located at the 
right hand side of the ACL (these are 
dummy screws and should be retained 
for later use). The transmitter is then 
fitted to the camera body, aligning the 
two thumbscrews to the threaded holes 
now available. Both screws are tight¬ 
ened, using finger pressure only, and the 
male Jaeger plug, found on the end of 
the short connecting cable, is inserted 
into the ACL power socket on the 
camera body. The ACL battery cable 
plug is then connected to the receptacle 
found on the transmitter housing. 

GENERAL RECEIVER OPERATION 

The miniature receiver can be suita¬ 
bly fastened to the recorder's shoulder 
strap and plugged directly into the 
recorder's remote control and sync 
sockets. 

SPECIFIC INSTRUCT10NS— NAGRA 
SN RECEIVER (RCV-SN) 

The SN receiver was designed to be 
as compact as possible. It measures 
1*178" square by 4” long. A flat multi¬ 
conductor cable with a Nagra SFA 
accessory plug facilitates direct connec¬ 
tion to the SN. A miniature slide switch 
allows MANUAL operation without re¬ 
ceiving radio signals. 

It is suggested that a 4" length of 
gaffer tape be used to secure the receiv¬ 
er to the recorder by placing it across 
the joint where they meet underneath 
the equipment. A large rubber band 
may also be used to hold the recorder 
and receiver together. 

SPECIFIC INSTRUCT 10NS— NA GRA 
IV RECEIVER (RCV-B) 

The Remote Start/Slate Receiver is 
powered by the Nagra IV. Hookup is 
simple, with two plugs connecting the 
receiver at the recorder's mixer and sync 
sockets. 

A configuration in which the Cameraman's Remote Start/Slate RS/S-2 is used to radio link an 
Eclair ACL camera to a Nagra SN recorder. In the photograph below, the receiver has been 
secured to the left end of the recorder with gaffer tape, while the transmitter (with antenna) is 
shown attached to the left side of the ACL camera body. 



TRANSMIT 
CURRENT 

System Range 

Maximum range varies, subject to the 
following conditions: receiver battery 
voltage, antenna length, environmental 
limitations (large metal objects nearby), 
and actual circuit performance. Units 
leaving the factory are tested for 75 
yards minimum range in urban terrain. 

Range limitations are first indicated 
by a loss of startmark or "bloop". The 
start/stop function has a greater range 
than the slating function. 

SYSTEM EXPANSIONS 

The Cameraman's Remote Start/ 
Slate system is readily adaptable to 
multiple camera operation with one or 
more recorders. Requirements for a 
practical working design demanded con¬ 
sideration of several factors: 

Camera Identification and Startmark 
Transmission 

Each camera must have its own 
transmitter which must be on its own 
channel, in order to distinguish one 
camera from another and to prevent 
self-interference between transmitters. 
Presently, seven channels are stocked 
with others available on special order. , 

Receiving Equipment 

Each camera requires its own receiv¬ 
er; these receivers may be combined to 
control one or more sound recorders. A 
combining device is needed: a) to dis¬ 
tribute DC power from the recorder, b) 
to identify one camera from another, c) 
to provide logic functions to start the 
recorder, when any camera starts, and 
maintain operation until all cameras 
stop, and d) slating capabilities must 
also be provided. The combining device 
has a straightforward electronic design, 
expandable to suit the channel require¬ 
ments of the user. It adapts a number of 
standard receiver units to control a 
single sound recorder. As there are 
many packaging variations, depending 
on the make and model of the recorder 
used, the combining device is available 
only on special order. It is easily retro¬ 
fitted to existing Remote Start/Slate 
systems. 

Silent Slating 

A method of inaudible startmarking 
is required with two or more cameras 
operating a common sound recorder. 
The simplest method would be to use an 
additional track on a multitrack record¬ 
er, such as the stereo Synchrotone 
Stellavox. This recorder has two full 
audio channels available for micro¬ 
phones at different points of view, 
(depending on each camera position) 
and a wide band sync track capable of 
recording sync pulse from internal crys¬ 

tal as well as slating information. 
Silent slating is optional also on 

single channel Start/Slate receivers. The 
silent-slate adaptor is small and easy to 
use, consisting of an electronic switch 
which utilizes the +8 volt "bloop” signal 
to turn the crystal sync pulse on and 
off. 

The Cameraman's Remote Start/ 
Slate System was displayed at SMPTE 
by THE CAMERA MART INC., 456 
West 55th Street, New York, N.Y. 
10019. The equipment and further in¬ 
formation pertaining to it are available 
from that company. ■ 

GENERAL FEATURES CAMERAMAN'S 
REMOTE START/SLATE RS/S-2 SYSTEM 

TRANSMITTER 
★ Automatic control of tape motion and 

startmark via camera. 
★ No modifications necessary to most 

cameras. 
★ Flat black finish, 1-1/4" square by 5-3/8" 

long. 
+ Weighs under 8 ounces complete. 
★ Built-in meter measures transmit current. 
★ AUTO/WILD switch runs tape without film 

rolling. 
★ Antenna telescopes from 4.5 to 16". 
★ Mounting accessories available for many 

popular cameras, others on special order. 
★ Powered by camera battery. 

STANDARD RECEIVER 
★ Unbreakable lightweight plastic housing. 
★ Starts recorder motion as camera starts. 
+ Triggers internal startmark "bloop" or 

clapper. 
★ Several models available to fit many sync 

recorders with no modification. 
★ Powered from recorder's supply. 
★ Flexible antenna, easily concealed. 
★ 1-1/4" square by 4.5 inches long. Weighs 

approximately 5 oz. 
★ Override switch for additional recording or 

threading. 

The miniature Cameraman's Remote Start/ 
Slate RS/S-2 transmitter is powered by the 
camera battery, requiring 12 volts DC- 
negative ground. 

NAGRASN RECEIVER ALSO FEATURES: 
* Very compact 1-1/8" square by 3-7/8" 

long. Fits into all SN leather cases. 
* Built-in 30 Hz crystal. 
* Crystal controlled, fixed frequency 

reception. 

ADDITIONALLY: 
* Seven channels available. 
* System adaptable for multiple camera 

operation. 
* An extra receiver can be used to control set 

lighting or clocks. 
* 75 yard range under normal urban 

conditions. 
* Silent slating accessory provides noiseless 

slates. 
* Accessories available for control of camera 

using basic transmitter and receiver. ■ 

The Cameraman's Remote Start/Slate RS/S-2 is readily adaptable to multiple camera operation 
with one or more recorders. Each camera requires its own transmitter and its own receiver. 
Shown here is a configuration for receiving sound from three cameras to be recorded on a single 
recorder. The three receivers are at right. Combining device is at the top. 



THE 
VEGA WIRELESS 

THE RELIABLE WIRELESS MICROPHONE SYSTEM 

VISA 

If you need reliability, portability and assured 
sound quality in a wireless microphone sys¬ 
tem FERCO wants you to know about Vega’s 
Model 55/57 Professional II. Its receiver has 
been miniaturized and equipped with internal 
battery power for easy portability. Also, the 
meter, all controls and connections are lo¬ 
cated on one side for convenience. Connec¬ 
tors on both transmitter and receiver have 
locking devices to avoid shaking loose. Sound 
quality is assured — even gun shots won’t 
cause distortion interference due to the trans¬ 
mitter’s unique compressor/limiter (which can 
be turned off if desired). 

R.F. carrier frequencies are in the VHF high 
band range and crystal controlled to avoid 
drift. Extra features include low cost, easily 
available batteries, dual input transmitter and 
multiple channel operation. FERCO’s list 
price for the basic 55/57 system including 
transmitter, receiver, connecting cable to 
Nagra, and aerials is $1,100.00 New York: 419 
W. 54 St., N.Y. 10019 (212) 581-5474 San 
Francisco: 363 Brannan St., Ca. 94111 (415) 
398-2307 Santa Fe: 1626 Canyon Rd. (P.O. 
Box 493) N.M. 87501 (515) 983-4127. 
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CREATED FOR YOUR CREATIVITY 

We designed our range of helicopter mounts with the cameraman in 
mind and this has been proven by your acceptance of the Mark 5 for 
16mm cameras and Mark 10 for 35mm cameras. We are ecstatic over 
the success of our most recent release the jet ranger mount and will 
soon release our video tape version of all mounts. All rentals include 
intercoms and headsets at no extra charge. Further information on 
Mounts, Cameras, Helicopters and competitive prices can be obtained 
by us direct or one of our agents listed below. 

Continental Camera Systems Inc. 
Los Angeles: (213) 989-5222 or 345-5222 

Miami: Image Devices Inc. (305) 751-1818 
New York: Ferco (212) 581-5474 
Detroit: Victor Duncan (313) 371-4920 
Dallas: Victor Duncan (214) 369-1165 
Chicago: Victor Duncan (312) 321-9406 
Hawaii: Pacific Instrumentation (808) 373-1287. Agents in England, 

Australia, Thailand, and Canada to be announced soon. 

HOW 
DO YOU 
BRING 
THERE... 

Available 
for rental 
and sale 

TO HERE? 
Use the 

Dan Gibson 
E.P.M. 

Parabolic 
Microphone. 

The E.P.M. Parabolic Microphone 
is to sound recording what a 
telephoto lens is to photography. 

It’s ideal for documentary film and news work; educational 
use with CCTV; industrial applications in product develop¬ 
ment and surveillance; and environmental and nature record¬ 
ing. Other potential applications are limited only to the ima¬ 
gination. 

Exclusively distributed in the U.S. by 

VICTOR DUNCAN, INC. 

Dealer 
inquiries 

invited 

11043 Gratiot Detroit 48213 (313)371-4920 
676 St. Clair Chicago 60611 (312)321-9406 
2659 Fondren Dallas 75206 (214)369-1165 
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SMPIi KVIPMiNI IXHIMI 
CINEMA PRODUCTS' XR 35 STUDIO CAMERA 

Utilizing a classic movement, this new studio camera is 

lighter in weight and more compact than others in its category 

making it a valuable camera for use on location, as well 

"Sneak-previewed" in prototype 

form at Photokina 1972 in Cologne, the 
new Cinema Products XR35 Studio 
Camera, now in production, was offi¬ 
cially presented to the industry as part 
of the Equipment Exhibit of the 114th 
SMPTE Conference. 

This handsome camera, in its "unit¬ 
ized" shell—the magazine blimp is per¬ 
manently attached to the camera body 
blimp—was designed to serve both as a 
studio and location camera—a light¬ 
weight, compact alternative to the 
Mitchell BNCR and the Panavision 
R-200. Though it has a futuristic look 
about it and includes many new and 
unique features, its film transport sys¬ 
tem is designed around the dependable 
standard Mitchell pin-registering com¬ 
pensating link movement, with exclusive 
Cinema Products-designed two-axis 
stroke adjustment. 

The production model of the XR35 
is so new that it has scarcely had a 
chance to establish a lengthy track 
record to date. It has, however, been 
used, with apparent great success, in 
photographing the recently-completed 
American International production, 
"SUGAR HILL". 

Shown here with Canon K-35 25-120mm 
Macro Zoom lens mounted, the handsome 
new XR25 incorporates many advanced tech¬ 
nical features. 

In an attempt to find out how the 
XR35 performed in its first field test 
under actual production conditions, the 
Cinematographer and First Assistant 
Cameraman who worked on "SUGAR 
HILL" were asked to give their frank 
comments on the new camera. 

Commenting on the XR35, Director 
of Photography Robert Jessup said: "I 
found that it gave us excellent picture 
quality. It was very fast to work with 
and I think the general layout of the 
camera is excellent. All of the operating 
controls are on the rear of the camera 
and are very easy for the Assistant or 
the Operator to handle with no difficul¬ 
ty at all. The pitch adjustment which Ed 
DiGiulio has put into the XR35 seems 
to be very effective in giving us a 
quieter-running camera. Of course, it 
has the crystal motor, which functioned 
perfectly, and there is a battery meter 
on the rear of the camera which made it 
convenient for us to check the condi¬ 
tion of the batteries as we went along. 

"The camera is all in one piece. 
There is nothing to assemble. You 
simply set it on the head, put the lens 
in, plug it in and roll. It's in a single case 
with its few accessories: the matte box, 
rods and power cable, and it's a very 
fast camera to set up. Being lighter in 
weight than other studio cameras, it's 
easy for the Assistant to handle. It 
doesn't take two people to lift it on and 
off the head. The displacement-type 
magazines, being smaller and lighter in 
weight, take up less space and they load 
into the camera a lot easier than the 
standard Mitchell magazines. They've 
designed a wide throat into the camera, 
so that it takes the loop of the magazine 
a lot easier and faster, and it has a 
quick-release latch, so that there is no 
latch to screw down. The magazine 
slides right in, pops down, and it's 
locked. There is a very convenient little 
hook on the inside of the blimp cover 
that you can hook the belt onto when 
you are putting the magazine in or 
taking it out. This prevents you from 
losing the belt down inside—something 
which happens with the BNC. 

"The XR35 is a handy camera. Com¬ 
paring it with other production cameras, 
I'd say that it's not an Arriflex 35BL 
and it's not a Panaflex. It's a faster BNC 
or PSR type of camera—smaller and 
lighter in weight. I was very happy with 

it and I would be happy to use it on 
another picture." 

On the basis of considerable physical 
contact with the XR35 during the film¬ 
ing of "SUGAR HILL", First Assistant 
Cameraman Edward A. Nielson had this 
to say about the new camera: "Basical¬ 
ly, the XR35 has the BNC movement, 
which is what just about every Assistant 
Cameraman in the country is used to 
working with. I was a little hesitant 
about it at first, as you always are with 
any new camera—but one of the things 
which sold me on it was the loading. It 
has what might be called a 'speed mount 
load' which enables you to take the 
magazine, slide it in and it locks right into 
position. From that point on the thread¬ 
ing is exactly the same as it would be 
for an NC or BNC. I found that the 
XR35 enables you to save five or ten 
seconds, timewise, in loading. This can 
be very important during those times 
when the talent and everyone else gets a 
little edgy during the reload. 

"As I've said, every Assistant is a bit 
hesitant with a new camera and it's slow 
starting off, but once I got to know the 
XR35 a little bit I became very confi¬ 
dent in working with it. When you're 
using a BNC on location, you find that 
it becomes very heavy. It takes two men 
to move it around. With this new 
camera, one person can grab it, put it on 
the head, take it off and move it 
around. It's so much quicker than hav¬ 
ing to use two men or wait for the 
second man to come and help you move 
it. 

"The XR35 is a very quiet camera- 
comparable, in that respect, to a BNCR 
or PSR. The only time we had to barney 
it was when we were shooting with the 
zoom lens close to the talent, and it 
wasn't a true barney—just something 
like a towel laid over the zoom lens 
barrel. Even so, it was a lot quieter, in 
that close, than any other camera I've 
worked with. I found shooting with a 
zoom lens to be quieter, too. You don't 
have to bother with a iens blimp, as you 
do with the BNCR. You can see all your 
markings easily, and it's just as quiet as 
the lens-blimped camera. The sound 
people on 'SUGAR HILL' felt that way 
about it, too. 

"The XR35 has very clear optics in 
the viewing system. It's not like working 
with a pellicle mirror, where you lose 

1560 AMERICAN CINEMATOGRAPHER, DECEMBER, 1973 



(LEFT) The XR35 numbers among its unique features "unitized" construction, which means that the magazine blimp is permanently attached to 
the camera body. The camera is stored—ready to shoot (except for lens)—in one compact carrying case. Its reflex rotating mirror stops automatically 
in viewing position. Its pitch-adjustment facility helps make it an especially quiet camera, with no lens shroud required. (RIGHT) Displacement type 
1000-foot, lightweight magazine, especially designed for this camera, aids in making it compact. 

your contrast and about a third of a 
stop, also. It's a very crisp viewing 
system. The inching knob is located on 
the inside of the camera, and you have 
to grow accustomed to that. It's a little 
strange at first working with something 
you don't know about, but as you grow 
into it, you learn to like it. I found the 
XR35 to be a very enjoyable camera 
and one that is very easy to work with." 

In commenting on the use of the 
XR35 in shooting "SUGAR HILL", Jim 
Martin of Alan Gordon Enterprises Inc. 
had this to say: "I thought that the 
XR35 could offer a production cost 
saving when I suggested it to the people 
at American International Pictures. 
The premise was that this camera, being 
lighter, smaller and more compact over¬ 
all than the normal studio camera, 
would serve as a multi-purpose camera 
for what they wanted to do, rather than 
their having to take along a BNCR or 
PSR, with a Mark II for back-up. As it 
turned out, this is just what happened 
and it saved them the cost of carrying 
an additional camera on the show. They 
still had their 1000-foot capacity and 
the full range of lenses they wanted. It 
will, of course, accept all BNCR-mount- 
ed lenses—including any of the new fast 
lenses—and it's uninhibited by shrouds 
or anything like that. So, I thought it 
would serve that purpose for them, and 
I think it did reflect a great saving in 
production costs." ■ 

FEATURES OF THE CINEMA PRODUCTS 
XR35 STUDIO CAMERA 
■ Most compact and lightweight studio cam¬ 

era available. 
■ Unitized construction—magazine blimp is 

permanently attached to camera body 
blimp. The XR35 is stored—ready to shoot 
(except for lens)—in one compact carrying 
case. 

■ Rotating mirror reflex—with mirror stop¬ 
ping automatically in viewing position. 
Pellicle reflex available as an option. 

■ Normal and anamorphic viewing with Hi- 
Lo magnification, using large BFC-type 
helically adjustable eyepiece. 

■ Silent operation (no lens shroud required). 
■ Crystal controlled motor, with sync and 

continuously variable speed capability from 
4-32 fps. 

■ Out-of-sync warning tone (adjustable vol¬ 
ume) on rear control panel—plus out-of¬ 
sync warning light for sensitive filming 
situations. 

■ Built-in filter wheel located forward of 
shutter, with spaces for six selectable stand¬ 
ard gelatin filters. 

■ New lightweight “QUAD” displacement- 
type magnesium 1000-ft. magazine, with 
quick-open cover and snap-latch hold-down 
for fast loading. 

■ “Clam shell” opening at rear of low profile 
magazine blimp housing provides easy ac¬ 
cess for magazine loading, yet requires no 
side or headroom clearance. 

■ Exclusive two-axis vari-pitch stroke adjust¬ 
ment. 

■’ Internal threading knob on movement 
shaft. 

■ Quick acting snap-latch on motor blimp 
housing provides fast access to motor and 
filter wheel. 

■ Recessed carrying handles at front and rear 
of camera, with work light located in front 
handle. 

■ Illuminated footage counter and bubble 
level, plus internal blimp work light. 

■ Camera blimp housing constructed of mag¬ 
nesium, and finished in durable “steel 
gray” epoxy enamel. 

TECHNICAL SPECIFICATIONS: 
Dimensions: Overall length: 21”. Overall 
width: 14”. Overall height: 22”. 
Weight: 93 lbs. complete (including motor 
and magazine, except for lens and film). 
Sound Level: 27+1 dB, measured 3 ft. from 
film plane on weighted “A” scale. 
Speeds: 24 fps—with crystal controlled accu¬ 
racy of ±15 ppm over a temperature range of 
0-140°F. Continuously variable speed from 
4-32 fps. 
Power: Camera will run from any DC source 
ranging from 28-36 volts, current varying 
inversely with voltage. Nominal drain from 
standard Cinema Products 30V battery (Mod¬ 
el LA-2): 7 amps. There is a 15 amp resettable 
circuit breaker on the control panel. Power 
cable is a simple two lead cable, with no 

switch box in line (power and on/off switches 
are located on control panel). Power cable 
terminates at battery end in standard 8-pin 
Cannon connector. 
Film Capacity: 1000 ft.—in a special 
“QUAD” (quick acting displacement) maga¬ 
zine. 
Shutter: Continuously variable from 5-180°. 
Filters: Six position filter wheel, accepting 
standard gelatin filters. Filter wheel position 
is forward of shutter. 
Film Transport: Standard Mitchell pin-regis¬ 
tering compensating link movement, with 
exclusive Cinema Products-designed two-axis 
stroke adjustment. Dual eccentrics provide for 
independent adjustment of length of stroke 
and position of claw-entry relative to register 
pins. 
Lens Mount: The XR35 camera accepts all 
BNCR-type mounted lenses. ■ 

"Clam shell" magazine chamber doors provide 
easy access for magazine loading, yet require 
no side or headroom clearence in tight places. 
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Good news for news. 

There are times when only the new Canon Scoopic 
16M can bring back the footage. Because it’s the truly 
professional 16mm reporter that goes anywhere you go. 

Far such a newsworthy camera, the Scoopic 16M is 
surprisingly light — less than IV2 lbs. And thoughtfully 
designed, so it’s completely natural to hold, to handle, 
to control. Yet, with all its compactness and 
maneuverability, the new Scoopic 16m is rock-stable, 
even on the run. 

No wonder it’s the unique camera that’s perfect for 
television news and documentary work. Take a look 
through the viewfinder up above and you’ll see for 
yourself what we mean. 

The TV frameline is clearly defined. So, even as you 
shoot the raw stuff, the end is always in sight. That 
means shooting remains under control in the fastest- 
moving circumstances. And you’re on the air sooner, 
with less editing or wasted footage. 

The reflex viewfinder is offset to the side of the 
camera body, and the view through it is now brighter 
than ever. An all-matte screen makes for faster 
focusing anywhere in the frame, and also lets you 
check out multiple focusing points in advance, for 
faster and more accurate zooming once the action 
starts. 

The eyepiece can be closed to prevent light 
backflow from altering your readings, and to maintain 
perfect exposures. The eyepiece is also optically 
adjustable, so you can work without eyeglasses, if 
you wish. 

A servo-controlled automatic exposure system 

(ASA 20 to 640) frees you for fast-changing situations, 
especially where light varies unavoidably and 
unexpectedly. But you can still work your exposures 
manually when you prefer. And you see your T-stop in 
the finder, along with under- and over-exposure 
warnings. So you know where you are at all times. 

The new built-in battery system helps to keep you 
going, too — through 1600 feet of film at 24 frames per 
second on a single charge! The 12-volt NiCd is fully 
rechargeable in about V/2 hours, and external power 
supplies can also be used . 

Filming speeds now include single frame as well as 
a range of 16 to 64 frames per second, bringing with 
them the potential for imaginative special effects — 
plus the ability to handle rough-motion filming without 
losing projection quality. 

The Scoopic 16M comes with a fast new f :1.8 Canon 
Macro Zoom lens. In addition to Canon’s unsurpassed 
reputation for sharpness, contrast and color accuracy, 
it has built-in macro capability. Focusing begins at 
31/2 inches from the front of the lens, and goes from 
here—to eternity. Focal length ranges from 12.5 to 
75mm, so you’ll go in and out of the action with 
unparalleled smoothness at a zoom ratio of 6 to 1. 

Working professional orserious filmmaker, you’ll 
find the new Scoopic 16M a rugged, versatile, utterly 
dependable camera of high precision. It’s the sweet 
16, now sweeter. 

See your local authorized Canon dealerfor a 
demonstration, or write directly to Canon for more 
information. 

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

Canon USA, Inc., 457 Fullerton Avenue, Elmhurst, Illinois 60126 
Canon Optics & Business Machines Co.. Inc., 123 East Paularino Avenue, Costa Mesa, California 92626 

Mackenzie Equipment Co., Ltd., Saxony Building 26 Duncan Street, Toronto 2B, Ontario, Canada 



SMP1E EtyllPMENlEXHIBI1 
THE NEW WILCAM W-2+4 16mm SOUND CAMERA 

Evolving from the design of a professional Super-8 camera, a 

new 16mm camera, with many advanced features, makes its debut 

About 12 months ago Wilcam Photo 
Research, Inc. demonstrated a proto¬ 
type Super-8 camera at several trade 
shows in the United States and Europe. 
It was also the subject of an article in 
the December 1972 issue of American 
Cinematographer. This camera was re¬ 
ceived with great enthusiasm for its 
technical features, but acceptance of the 
Super-8 format for professional use is 
still very slow. For this reason, and also 
due to the uncertainty of film packag¬ 
ing, it was decided not to produce this 
Super-8 camera until some time in the 
future. An almost universal reaction to 
this Super-8 camera was: "If you only 
had this in a 16mm format." Well, now 
it is available. 

The Wilcam W-2+4 is a light-weight, 
all-magnesium, 16mm single/double¬ 
system sound camera with mirror-reflex 
shutter. The added complexity in manu¬ 
facture of this type of camera is more 
than offset by the many advantages, a 
few of which are: lenses can be used 
without the addition of a delicate beam¬ 
splitter viewfinder; the viewfinder image 
is many times brighter and, of course, 
all the light reaches the film. Having the 
finder as an integral part of the camera 
body, it is possible to include these 
additional features inside the viewfind¬ 
er: below the image the W-2+4 camera 
has a built-in match-pointer light meter 
which, at full zoom of 120mm, is 
equivalent to a 1-degree spot meter. A 

slide switch on the front of the camera 
converts this to an audio VU meter, so 
that a single operator can check the 
sound level without taking his eye off 
the subject matter he is filming. Above 
the image is an analog footage counter 
reading from 400 feet to zero. 

A 4-position filter slide is fitted just 
in front of the mirror shutter, giving 
finger tip control of a clear filter, plus 
three other positions; 85B, 85BN3 and 
CC20R filters are normally supplied. 
However, the filter slide is instantly 
removable and any combination of fil¬ 
ters may be fitted; the individual gelatin 
filter is 7/8 in. diameter. The lens 
mount is a quick-release bayonet type 
and an adapter can be supplied for using 
Arriflex lenses. The choice of lens 
mount is always difficult for the camera 
designer; the use of a standard mount is 
greatly to be desired, if at all possible. 
However, the only standard mount 
available for 16mm cameras is the C 
mount, and this was introduced in the 
late 1920's for the small lenses then in 
use. All the current manufacturers of 
zoom lenses are opposed to a C mount, 
as it is quite unsuitable for present-day 
lenses. Even if the mechanics of a C 
mount were acceptable, optical limita¬ 
tions make it impossible to use a rotat¬ 
ing mirror shutter and TTL light meter 

that will give accurate readings below 
F/3.5 with a lens mount .690 in. from 

BASIC FEATURES OF THE NEW 
WILCAM W-2+4 16mm SOUND CAMERA 

• 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. 

• One hour battery recharge. 

• PRICE no higher than current 16mm sound on film 

cameras with less features. 

Making its debut in the Equipment Exhibit of the recent 114th SMPTE Conference in New York, 
the new Wilcam W-2+4 is a light-weight, all-magnesium, 16mm single/double-system sound 
camera with mirror-reflex shutter. 
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the film plane. 
The W-2+4 16mm camera is driven 

by a 12-volt DC motor, which is speed- 
controlled by a crystal oscillator 
through a phase lock circuit. Due to its 
unique design it will maintain its speed 
lock from no-load condition to many 
times required load. The 24/25 FPS is 
accurate to 1 frame in 1200' at tempera¬ 
tures of —20 to +120°F. 36 FPS is also 
available for sporting events, etc. The 
drive motor is capable of very high 
torque (6in. ozs.) giving ultra-rapid ac¬ 
celeration. There is also an electromag¬ 
netic brake which will stop the camera 
when running at 24 FPS on the very 
next frame, always with the mirror 
shutter closed. With this combination it 
is possible to go from one take to the 
next without cutting, and have quite 
acceptable footage. The batteries are the 
latest type fast-charge nicad cells (re¬ 
charging time 1 hour) housed in the 

(Nl|P"3S^S 

For two-man operation, with an extra sound man, it is only necessary to remove the entire 
amplifier. This leaves the camera side, with connector for external amplifier, readily accessible. 
The film transport is the well-known Auricon movement and will accept all Auricon-type 
magnetic head units. 

able bias for optimum recording. A 
separate volume control is provided for 
the monitor headphone as well as voice- 
music switches for each microphone 
input. For two-man operation with an 
extra sound man it is only necessary to 
remove the entire amplifier; this leaves 
the camera side with connector for 
external amplifier readily accessible. 

Standard Mitchell—type magazines 
are used and Wilcam Photo Research, 
Inc. also makes a 200-foot magazine 
weighing only 18 ozs. The film trans¬ 
port is the well-known Auricon move¬ 
ment and will accept all Auricon type 
magnetic head units. The W-2+4 16mm 

sound-on-film camera can be supplied 
with its own integral amplifier, as de¬ 
scribed above, with single-channel exter¬ 
nal amplifier or with three-channel ex¬ 
ternal amplifier. In all cases these ampli¬ 
fiers are supplied complete with the 
Wilcam magnetic head unit. 

The camera is already tooled for 
production, as represented during its 
first general showing at the October 
SMPTE seminar in New York. 

For further information on the Wil¬ 
cam W-2+4 16mm Sound Camera, con¬ 
tact: Wilcam Photo Research Incorpo¬ 
rated, 8619 Yolanda Avenue, North- 
ridge, California 91324. ■ 

The lens mount of the Wilcam W-2+4 camera is a quick-release bayonet type and an adaptor can 
be supplied for using Arriflex lenses. Standard Mitchell-type magazines are used and Wilcam 
Photo Research, Inc. also makes a 200-foot magazine weighing only 18 ozs. 

The amplifier (right), with two microphone 
inputs, is contained in a high-impact plastic 
molding, that exactly conforms to the cam¬ 
era's side. 

camera top handle. The pack is 114" 
diameter x 414" long and will run 1600 
feet of film per charge. 

The amplifier, with two microphone 
inputs, is contained in a high-impact 
plastic molding, MU metal-lined, that 
exactly conforms to the camera side; 
the connector locates itself as the ampli¬ 
fier is placed on the camera body and a 
single knurled screw holds it in place. 
The amplifier contains all IC circuitry, 
has separate AGC for each channel with 
manual override and manually adjust¬ 
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FEATURING 
A CAST OF OVER 40 DIFFERENT NAME BRANDS OF FILM EQUIPMENT, 

SUCH AS ARRIFLEX, WEAVER-STEAD MAN 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. 

363 BRANNAN STREET, SAN FRANCISCO, CA. 94107 (415) 957-1787 
419 WEST 54TH STREET, NEW YORK, N.Y. 10019 (212) 581-5474 

 "XAUJUBSEV-  
ALWAYS ONE STEP AHEAD 

* 

* 

The new Senior “F” and Light Professional Tripod Heads 
to supplement present “Miller” Lines. 

Full fluid action tilt (full 90°) 
either way with more positive 
tilt control and Lock, in 
any traverse. 

FEATURES INCLUDE: 

Pan Unit permits (full 360°) 
horizontal traverse between 
full fluid drag and free slip for 
filming fast moving objects 
or events. 

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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LOW CONTRAST 
FILTERS 

TIFFEN 
FINEST FILTERS AVAILABLE TODAY 

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

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

Designed for the cinematogra¬ 
pher seeking to effectively desat- 
urate and mute on-screen colors 
by pre-selected degrees: to soften 
shadows and to blend make-up in 
portraits, without altering lighting: 
indoors or out. TIFFEN LOW CON¬ 
TRAST FILTERS range in effec¬ 
tive degrees from minimal to 
maximum in filters #1—#5. They 
are used at any lens opening: 
their effectiveness does not 
change with speed or lens open¬ 
ing, Retain resolution in filters 
#1, 2, 3; hold good resolution 
while achieving a marked in¬ 
crease in softness and a slight 
degree of diffusion in filters #4, 5. 
For further special effects, they 
may be used in combination with 
color filters for mood or unique 
soft-light scenes. Available in all 
standard filter sizes. 

4V2" 
DIAMETER 
ACCESSORIES 
Tiffen 4%" filters are engi¬ 
neered to meet the exacting 
standards of large diameter 
professional lenses. The AV2" 
filter will fit numerous lenses, 
using Tiffen adapter rings, 
eliminating the need for vari¬ 
ous costly special-size filters. 
Available in all standard col¬ 
ors, combination colors, neu¬ 
tral densities, rotating polari¬ 
zer; and diopters V2, 1,2, and 3. 

■ i I d d ' 71 Jane Street, 
Roslyn Heights, L.I., N.Y. 11577 
Dealers throughout the world. 

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 
5229 Vantage Avenue, North Hollywood, California 91607 
(213) 877-1060 

FOREIGN: 
PRODUCTS PERFECTONE S.A. 
2500 Bienne • Switzerland 
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JONATHAN LIVINGSTON SEAGULL 
Continued from Page 1529 

turned upside-down in flight. Also, ' 
shot some closeups of the dives by 
hand-holding the camera "cockeyed" 
and walking or zooming in, so that the 
gull appeared to be diving at a sharp 
angle. 

QUESTION: In reference to that close- 
up you mentioned of the bird appearing 
to turn upside-down in flight: such a 
shot would usually have been made with 
a rather long lens, and we all know that 
it is almost impossible to hand-hold long 
telephoto lenses without some jerkiness 
creeping in. Wouldn't it have been 
smoother to use some sort of simple 
mechanical device to rotate the camera? 

COUFFER: Originally we did have such 
a mechanical device for this purpose—a 
mount that held the camera and rotated 
180 degrees on lens axis—but the effect 
was actually too perfect and looked 
unnatural, so we used the hand-held 
camera instead. / wasn't using a long 
lens for that shot. / was working dose-in 
to the bird, only three or four feet 
away, and / used a wide-angle lens. And 
/ was shooting at 120 fps so there was 
no jerkiness. The Arri, incidentally, has 
an eyepiece that rotates, so that you can 
hold it with the eyepiece stuck in your 
eye socket and simply rotate the camera 
body. This is a fortunate bit of engineer¬ 
ing which, Tm sure, was not designed in 
anticipation of making seagulls do bar¬ 
rel-rolls. 

QUESTION: Aside from keeping a pic¬ 
ture featuring wall-to-wall seagulls visu¬ 
ally interesting for an hour-and-a-half, 
what other problems did you have in 
shooting "SEAGULL"? 

COUFFER: One problem that really 
had me worried when / first read the 
script was the fact that there were a 
great many night sequences indicated. / 
knew that these would have to be shot 
day-for-night, because we wanted to see 
backgrounds and there was no possible 
way to light night-for-night. The first 
rule in day-for-night shooting is to 
eliminate the sky wherever possible and, 
if one must have a sky in the shot, to 
try and hold a fixed composition neces¬ 
sary for the use of a pola-screen or 
graduated neutral density filter. Ob¬ 
viously, when photographing a bird in 
flight, / would have to be shooting into 
the sky and panning all the time. The 
panning requirement eliminated the pos¬ 
sible use of a pola-screen, and graduated 
neutral density filters were ruled out for 
the same reason. I really worried about 
the day-for-night problem for about a 
week. The solution seems very obvious, 
now that the picture's completed, but at 
the time it was a great problem. / simply 
shot the night sequences on black and 
white negative stock, which is highly 
responsive to filtered effects, and print¬ 
ed it along with the regular color dailies. 
I/Ve used Eastman Double-X negative 
with a deep red filter (29F) and under¬ 
exposed it a couple of stops. It worked 
out that, with the faster film, the filter 
and the underexposure, / could use the 
same ASA rating as / had been using 
with the Eastmancolor negative. In 
other words, / shot the black and white 
at ASA 64. / tried to shoot all closeups 
in three-quarter backlight, with lots of 
heavy shadow areas. For flying shots it 
didn't matter so much what angle of 
sunlight we used, but there had to be 
big areas of blue sky, so that the red 
filter could effectively make the sky 
black. 

QUESTION: Obviously these day-for- 

night scenes, shot on black and white 
negative against dark skies, could be 
printed with any desired amount of blue 
added to give them a cold night effect in 
the final cut, but did you find any 
difficulty in intercutting such scenes 
with those shot on color negative? 

COUFFER: Actually, yes. The one 
problem in using the black and white 
for such scenes is that you can't make 
shots originally photographed in color 
look the same. This meant that the 
editor couldn't steal a shot from a day 
sequence, print it up for night and insert 
it into a black and white sequence. A 
couple of times our editor, Frank Kel¬ 
ler, felt compelled to do this because he 
had the action he wanted in a day shot, 
but the result was a noticeable mis¬ 
match in the final film. I'm sure the 
continuity of action justified doing this, 
but it mortified me to see the photo¬ 
graphic mismatch. Incidentally, / had a 
heck of a time holding down blue in 
those shots. It's become a convention to 
see a lot of blue in night shots, but to 
me, the black and white effect with a 
minimum of blue was more natural. 

QUESTION: Were the Eastman 5254 
Color Negative and Double-X black and 
white negative the only two film stocks 
used on the picture? 

COUFFER: Actually we used three film 
stocks for the negative. One section of 
the movie deals with Jonathan's exper¬ 
ience in "another world". One of the 
pictorial effects to accomplish the 
"other world" feeling was that all of the 
gulls in that world were pure white. We 
used white gulls for the intimate mater¬ 
ial in those sequences, but we also used 
footage of wild conventionally-colored 
gulls for much of the flight sequences. A 
special still photographer named Elliot 

{LEFT) All of the camera gear and other production equipment had to be lowered down the face of the cliff by means of block and tackle at 
Garrapatta Beach, a wildly beautiful, very remote spot on the coast south of Carmel, California. (RIGHT) Trainer Ray Berwick coaxes a reluctant 
seagull to show some emotion, while Jack Couffer mans the camera waiting for the action to develop. The trainers on "SEAGULL" did an incredible 
job of putting these birds through their paces in front of the lens. 



Marks was on the set for a while, and he 
shot some transparencies on Ekta- 
chrome which he then had developed as 
negative (ordinarily the film is reversed 
in processing and comes out as a posi¬ 
tive transparency). When the gull was in 
silhouette, the result of Elliot's shots 
showed a pure white bird. That's where 
/ got the idea—to give credit where 
credit is due. / ordered up some Ekta- 
chrome still film in 400-foot rolls, and 
shot some tests. / didn't do what Elliot 
did, but used the positive image Ekta- 
chrome for our original which gave a 
negative effect. Some of the skies really 
went wild with this strange process and 
the birds stayed pure white. We also 
shot some silhouettes of birds on EK 
color and tried for the same effect in 
the lab. / can't tell you why, but we 
never could achieve the same rich effect 
of the Ektachrome by printing EK color 

for a negative effect in the lab. So we 
ended up by shooting a few miles of 
Ektachrome. It's a very expensive film, 
so anyone who thinks we shot some of 
the movie in black and white to save 
money can rest assured that we more 
than made up the difference in raw- 
stock costs with our purchase of Ekta¬ 
chrome. 

QUESTION: The birds in the "other 
world" sequences certainly do look dif¬ 
ferent. Is there anything else that was 
done—other than what you've already 
mentioned—to take them out of reality, 
so to speak? 

COUFFER: As described in the story, 
the gulls in this world were actually 
supposed to glow! Well, / never did 
completely solve that problem. / could¬ 
n't come up with anything that would 
make the gulls radiate a light that would 
make their immediate surroundings 
seem to have a light source from the 
bird. But / did eliminate the gulls' 
shadows, and always placed the white 
birds in a direct backlight with areas of 
deep black shadows behind. Then we 
just poured in the hottest possible re¬ 
flectors, lead side, full blast, and burned 
in the light from two sides so that there 
was no modeling at all on the gulls. It's 
a completely unnatural effect, of 
course, but that's what we wanted. / 
can't guess at how many stops overex¬ 
posed the gulls were, surely three or 
four. About all the detail you can see is 
the eye and the beak which were not 
pure white to start with. 

QUESTION: The novel has been var¬ 
iously described as "poetic, lyrical, me¬ 
taphysical", and so forth. Wasn't it 
rather difficult to capture these some¬ 

Portrait of a cinematographer jumping for joy. A jubilant Jack Couffer, very happy at getting an 
"impossible" shot, demonstrates his glee. The photographic challenge of making this picture was 
almost mind-boggling, but the dedicated efforts of cameramen on the ground and in the air 
resulted in some of the most beautiful photography ever put on film. 

what nebulous qualities on film in order 
to avoid having it turn out like simply a 
documentary on birdlife—which, inci¬ 
dentally, it certainly is not? 

COUFFER: All of this relates to 
another concept which we had at the 
beginning. / didn't want the film to look 
like a natural history film. It's not a 
natural history story at all. The author 
knew a hell of a lot more about air¬ 
planes than he did about seagulls, as any 
ornithologist will tell you, and the story 
wasn't really concerned with either one. 
It's an allegory, of course, about human 

experience. The ideas in the story are 
poetic, so / hoped for the photography 
to be something of a visual poem. It's 
very unlike the natural history films / 
have shot in which the photography is 
more straightforward—except for THE 
DARWIN ADVENTURE, which also 
treated some of the natural history 
material in an abstract way. Incidental¬ 
ly, / think that's one of the best pictures 
/ ever made, and nobody's heard of it, 
although 20th Century-Fox was sup¬ 
posed to have been distributing it for a 
year. 

Continued on Page 1590 

The crew prepares to film one of the most emotion-packed sequences in the picture. An 
exhausted Jonathan lies exhausted on a raft, prepared to give up the ghost, but his dauntless 
spirit finally soars and his body along with it. Filming at Monterey Bay, Jack Couffer and trainer 
Gary Gero are in the boat (foreground), while Mathew Place works in the water. 



or “I DON’ WANNA GET TURNED INTO NO FROG!” 
Daredevil editor accompanies a group of intrepid film-makers 

shooting a witchcraft movie and almost ends up green and bumpy 
By HERB A. LIGHTMAN 

"Witches? ... In St. Paul, Minneso¬ 
ta? You gotta be kidding." 

"Honest Injun," says the voice on 
the other end of long distance. It's 
Maury Hurley, calling from Minneapolis, 
and he sounds excited—but then, old 
Maury would sound excited reading the 
telephone book. "There're covens and 

covens of witches in St. Paul—46, to be 
exact," he goes on. "It's got something 
to do with how the stars are arranged. 
The main star is poised right over St. 

Paul—so all the witches flock there. It's 
practically the witch capital of the 
world!" 

"Salem must be green with envy," I 
comment. 

"Anyway, we're making this feature 
movie with a full cast of real live 
witches—and they're even going to let us 
film their secret rituals. We want you to 
come along." 

He's just made me an offer I can't 
refuse! In the time that it takes me to 

Although he may not look like a witch, Carl Weschke is the leader of a coven in St. Paul, 
Minnesota. He also owns Llewellyn Publishing Co., one of the top occult publishing houses in the 
world. He will make his screen debut playing himself in a new feature about witchcraft called 
"ISIS", a Pi-in-the-Sky Production. 

pack my broomstick and bat wings, I'm 
on the plane and off to the Twin Cities. 
All witches aside, the main reason that 
I've dropped everything to go is that a 
couple of years ago I had a wild time 
with Maury and his zany crew while 
they were shagging snowmobiles around 
during the filming of their first feature- 
then called "STORM" (see American 
Cinematographer, February 1972)—and 
I was much impressed with this group of 
turned-on dudes who would rather 
make movies than eat (and it sometimes 
comes to that!). 

Actually, they've got their own pro¬ 
duction company in Minneapolis, Wood¬ 
bine Pictures Corp., which specializes in 
industrial films, documentaries, TV spe¬ 
cials, and the like—but they dream of 
features, just as kids at Christmas have 
visions of sugar plums dancing through 
their tiny skulls. Having made one fea¬ 
ture, they're now bitten by the bug. But 
whereas last time they had $300,000 of 
someone else's money to spend, this 
time it's their own money—$18,000 
total budget. 

A neat trick, if they can do it. 
"Sure we can do it!" says Maury 

Hurley, when I arrive in St. Paul. Maury 
is nothing, if not positive. "Three of us 
are taking some of the money we make 
in our other company, shooting indus¬ 
trials, and we're committing it to this 
project. If we can pull it off for 
$18,000—which includes a sizable con¬ 
tingency—that in itself will be a remark¬ 
able experiment. It's a great way to 
make this movie, but you couldn't do it 
on any other kind of movie. We don't 
have to shoot on a steady schedule. We 
can work the shooting in between things 
we're doing in our other company. Not 
being subject to the usual pressures of 
schedule, we can pour into it all of the 
creativity and work and time that's 
necessary—and still do it on our 
budget." 

He tells me that the name of the film 
is "ISIS"—which has a certain ring to 
it—and I ask him how he happened to 
decide on a film about witchcraft. 

"I wanted to do something that dealt 
with different kinds of perspectives, 
different kinds of realities, different 
kinds of mystical or religious beliefs," 
he tells me. "At first I thought of doing 
something about Zen or Yoga, but I 



(TOP LEFT) The witches silently assemble in the dimly-lit ritual room, located on the lower level of Carl Weschke's home. It is an oval room, filled 
with the trappings of witchcraft. The magic circle and pentagram are drawn on the carpet. Candles burn in a mirror-lined coffin standing against the 
wall. (CENTER) Between set-ups. Director Maury Hurley gives his "star" instructions. (RIGHT) The crew films initiation: Skip Nelson with 
hand-held NPR, Lyle McIntyre with Nagra, Ned Judge (in shadow) with ACL on tripod. (BELOW LEFT) Weschke "opens the circle", summoning 
the "powers" to attend. (CENTER) The naked initiate, hands tied behind her back, begins the ritual. (LEFT) Witches chant around the bonfire, 
during "Calling Down of the Moon" ceremony. 

Qandid photographs taken during filming of "Calling Down of the Moon" ceremony show crew and witches mingling in easy camaraderie. This is 
basically a joyous ceremony, during which the coven sings, chants and dances around the fire. Torches were fueled by propane tanks buried in the 
ground. Late autumn chill led Weschke to observe: "I'm beginning to think we're indoor witches." In photograph at TOP CENTER, Ned Judge holds 
his "homemade fill light", which consists simply of a bare quartz lamp hanging from a cord, battery-powered and backed up by a "reflector" made 
of folded aluminum foil. It is amazingly efficient. 



The house in St. Paul that Carl Weschke and his family live in, and which also houses Llewellyn 
Publishing Co., is a spooky old brownstone mansion, haunted by the ghost of a suicide servant 
girl. It is here that the rituals of Weschke's coven are conducted. "A perfect pad for a witch," 
says the enthralled author. 

discarded that idea because neither Zen 
nor Yoga lends itself to the development 

of a plot line. After all, it's pretty hard 
to make a film about a guy who's sitting 
there looking at his toenails. Then I met 
the witches—a very casual meeting at 
first—and talked with them on and off 
for about three months. In the course of 
our conversations, it became evident 
that they had a religious belief that was 
not anything like what I thought witch¬ 
craft was. They were very serious peo¬ 
ple, involved in something which they 
felt added up to Truth. If you looked at 
it as a traditional Catholic from Boston 
—where I was brought up in the old 
Catholic ethic—half, or maybe 80% of 
what you've been taught is that if you 
don't do what you're supposed to do, 
the Devil is going to get you, or the 
witches, or the things that go bump in 
the night. So I had a built-in belief that 
there was another side to the God coin. 

"Anyway, after talking to these peo¬ 
ple and winning their trust and coopera¬ 
tion, I decided to make the film about 
witchcraft. It's a good vehicle for us 
because of the drama of the rituals. 
Such rituals lend themselves to the 
dramatic impact we're after. We had a 
bit of trouble at first arriving at a plot 
line. The rituals were either too power¬ 
ful for the plot, or the plot became too 
complicated. We decided to simplify 
and now our basic plot line is about a 
girl who has reached the depths of 
profound loneliness because her life is 
pointless, meaningless. She's not sad; 
she's not sitting in a room all by herself; 

she's out and she's doing, but her life is 
without direction. 

"Through a casual kind of meeting 
with some witches—who she doesn't 
know, at the time, are witches—she 
becomes interested in them as people. 
This stimulates her interest in why they 
are what they are—which leads her on 
into witchcraft. She feels drawn to it by 
a kind of magnetism. She commits to it, 
which gives her a kind of purpose and 
strength—and it's that commitment that 
we're really going to try to examine, as 
much as the occult aspects of the 
witchcraft." 

I ask him about the style of the film 
and his method of working. 

"It's a very bizarre method of work¬ 
ing, for a director like myself," he tells 
me. "We don't have a traditional script, 
with specific scenes and a bunch of 
dialogue all lined out. That would be 
affective for most films, but not for this 
one. What we're trying to do is show 
things in such a way that one scene 
propels us into the next scene. I've 
taken the people who are working with 
me—Ned and Lyle and Skip—and put 
them in a position where there is an 
enormous amount of responsibility and 
pressure on them. I'm not telling them 
what is happening before we go into a 
situation. Whatever the event may be, 
I'm relying on them to give me the 
feeling and the flavor of the event, as 
they see it—as it happens around them. 
It's not documentary as much as what 
they used to call, a few years ago, a 
'happening'; you're right in the middle 

of it and it's swirling around you, but 
within it are the essences of what's 
happening. I expect them to capture 
those essences on film—even though I've 
asked for only four or five shots to 
advance the plot line. I've looked 
through the lens maybe four times since 
we've started—operating on faith. It's 
scary until you see the stuff come back 
from the lab. Then you say: 'Yeah. 
That's what I had in mind. Look at 
that!' It's a strange way to work, but 
judging from what we've seen to date, 
it's worth it." 

The crew begins to assemble for the 
shooting that is to take place that night. 
Some of them I know from the snow¬ 
mobile caper and there is a back- 
slapping reunion. Lyle McIntyre is one 
of them—good old faithful, dependable, 
long-suffering Lyle. Functioning as Pro¬ 
duction Manager, among dozens of 
other things, he's the one who fields the 
various crises that develop, at the rate of 
three-and-a-half a minute. Seemingly un¬ 
flappable, he sorts things out in his own 
quiet way and invariably gets the train 
back on the track just as it's plunging 
toward destruction. 

Then there's Skip Nelson, whom I 
last saw pointing his zoom lens into a 
charging snowmobile. Skip is an ace 
news and documentary cameraman, the 
kind of guy who never admits that a 
shot is impossible—and, for him, it isn't. 
With it all, he's quiet and good-natured 
and positive—a pro to his fingertips. 

There're a couple of blokes on the 
crew I haven't met before. Ned Judge, a 
jolly giant of a man, is one of the 
principals in Woodbine and is also (I am 
to find out) an absolutely first-rate 
cameraman. 

Rounding out the compact crew is 
Fred Baker, who, for all I know, may 
have had his tongue cut out, because 
during all the time that I am around him 
he utters not a syllable—just bustles 
about furiously, doing whatever has to 
be done. 

Lyle, by nature somewhat shy and 
laconic, loosens up under the liberating 
influence of a scotch-and-soda and talks 
about the filming. 

"This project is loosely organized, 
compared to our last feature," he tells 
me, "but we all work together very well. 
All of us, starting with television, have 
worked in a variety of filming back¬ 
grounds. We know there're going to be 
problems and, therefore, we're prepared 
for whatever happens. The problems are 
solved very, very quickly, because no¬ 
body is afraid of pitching in and help¬ 
ing. We're all involved in this project, so 
everybody does anything necessary to 
make it happen. Nobody is sitting on his 
butt, worrying about what time it is and 
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waiting for his check. Everybody is 
making a movie and doing whatever he 
can to help. We work in an atmosphere 
of mutual trust. Shooting without a 
formal script is difficult and we're under 
extreme pressure. Hopefully, we can 
pull it off—but none of us here doubts 
that we will. It's only on the outside 
that people say: 'Yeah— maybe it will 
work.' We're going to do it well because 
we're well-equipped and we know all 
the tricks. Those of us who are involved 
in the filming are convinced it's going to 
work—because it's got to work." 

Stout fellow! 
The equipment is being prepared for 

the shoot that night and, since that 
aspect is of special interest to American 
Cinematographer readers, I collar Ned 
Judge in a relatively quiet moment and 
ask him about the cameras, lights, etc., 
that are being used in the filming. 

"As you know, this picture is a sort 
of marriage between documentary style 
and fictional style, but as far as the 
cameras and equipment are concerned, 
the method of shooting is pretty much 
documentary," he says. "Therefore, 
we've selected equipment that has been 
designed for the field—quick-change- 
magazine cameras like the Eclair ACL 
and NPR, with the Arriflex brought 
along as a back-up camera. 

"As far as lighting is concerned, 
we're using the new Lowell Tota-lights, 
six of them, and several Mole-Richard- 
son location kits. This picture presents 
quite a problem for the cameramen 
because, while we're shooting it in 
documentary style, we'd love to have 
the kind of lighting control and techni¬ 
cal control that's needed to make it into 
a very beautiful fiction-type film. But 
that's impossible, of course, because in 
most of the situations we shoot, the 
action is uncontrollable. There are a lot 
of mood sequences, where it wouldn't 
be appropriate to use a general, bland 
kind of lighting that would cover the 
action no matter what happens. We try, 
instead, for a very dramatic kind of 
lighting that enhances the mood, but 
the situation is usually so uncontrolled 
that you may suddenly end up with a 
key person standing in total darkness, 
while somebody you don't give a damn 
about shooting is standing right in the 
spotlight. It's very difficult, but you 
have to worry with it and keep on your 
toes—always attempting to outguess the 
people in front of the camera, trying to 
keep one step ahead of what they're 
doing. 

"It wouldn't be so bad if we had the 
crew to switch and dim lights, or follow 
people with spots, but in this kind of 
shooting you've got to keep your crew 
as small and as low-profile as possible. 

As part of the "Calling down of the Moon" ceremony, Weschke kneels before Mari Norvang, who 
plays a witchcraft novitiate in "ISIS". In the background are crew members: Cameraman Skip 
Nelson (with camera on tripod), Lyle McIntyre (Production Manager doubling as soundman). 
Cameraman Ned Judge and Director Maury Hurley, helping out by holding Coleman lantern 
pressed into service as fill light. 

We've got a small, cohesive crew and we 
all work very well together, but some¬ 
times we wish we could add one more 
man to run lights. 

"For various reasons of lab control 
and post-production control, we've de¬ 
cided to shoot as much as possible on 
ECO reversal film, and we're trying not 
to push anything unless we absolutely 
have to. When we get into a really 
low-light situation where we can shoot 
without pushing, we use EF, but where 
it's necessary to push one stop, we 
switch to 16mm Color Negative, rather 
than EF pushed one stop. We made tests 
with both, and we like the results with 
the negative much better. The blacks are 
blacker and the images appear sharper 
and have a nicer overall quality. We're 
going to end up with a mixed bag of 
reversal and negative film. I wish I could 
have talked beforehand to someone 
who's had to mix negative and reversal, 
to get some idea of the post-production 
problems and the solutions they may 
have discovered, but in Minneapolis that 
was impossible—so I've just gone ahead 
and shot it." 

I ask Ned which camera he, personal¬ 
ly, prefers to use for this type of 
shooting. 

"Well, we're using an ACL with the 
new 400-foot magazine and we're also 
using an NPR," he says. "I personally 
prefer the NPR over the ACL. For one 
thing, I'm 6'4" and weigh 230 lbs., so 
the blank weight of the NPR doesn't 
bother me. I really like its orientable 
viewfinder. That makes the NPR a lap 

camera, a knee camera, a stomach cam¬ 
era, a back camera; you can use your 
body to hold it rigid and shoot from 
any position. The viewfinder on the 
ACL is particularly ill-designed and the 
camera's noiser than the NPR. It also 
doesn't have the shutter that automati¬ 
cally stops open in the viewfinder— 
which is a really handy item when 

Continued on Page 1596 

Ned Judge bounces the beam of a small 
quartz light off the ceiling to provide a faint 
fill light during shooting of ritual sequence. 
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THE PRODUCTION OF 

“ONE BY ONE" 
Manager Small crew, using the latest filming technology, captures the reality 

of the Grand Prix racing circuit and "tells it like it is" in 35mm 
By PETER SAMUELSON , Production 

(Euroshoot) for Leavell-Brunswick Productions 

It's not as if Auto Racing is a new 
subject for film. Sleek racer flashes past 
the NnR in unidentifiable blur of 
colour: "And so Emerson Fittipaldi 
wins for the third time. In boxing 
yesterday . . The 16mm coverage of 
racing is an exciting but ultimately 
frustrating business, one that our crew 
on "ONE BY ONE" knows well. There 
you stand in the rain at Druids corner, 
restricted by ferocious Marshals to one 
place, and the colour and screams of the 
cars are lost in a tiny negative, and bad 
vantage points. It's all cars and bends 
and pans. 

At the other end of the scale, Mr. 
McQueen and Mr. Frankenheimer, for¬ 
midable film-makers with obvious box- 
office sense, have each made an epic of 

a sport, with the colour and the charis¬ 
ma of actual locations. But, these zil- 
lion-dollar epics do not represent the 
reality of racing, jealous though one 
may be of the slickness of dramatic 
intensity. Something is lacking. I 
worked for seven months on "LE 
MANS" with Steve McQueen. To simu¬ 
late crowd response to passing cars in 
the pits one day, we organized five 
hundred extras with two American 
flags. When we dropped the left-hand 
flag, they all looked at the right-hand 
flag, and vice versa. Lo, the racing 
crowd follows the passage of the cars, 
their eyes in mysterious synchronism. 
But however well the race footage 
matched the creation, however daring 
and convincing the cast were, it is not 

respectfully a racer's film, because it is 
not Jackie Stewart who never makes a 
mistake, it is not Francois Cevert or 
Peter Revson waving to the crowds. Put 
bluntly, on "LE MANS" we fired radio- 
controlled Lolas dressed as Ferraris at 
Martini signs, we created holocausts of 
burning petroleum, but the terrible, 
awful tragedy of Roger Williamson los¬ 
ing his life at Zandvoort, or Francois 
Cevert at Watkins Glen is absent in the 
spills and thrills of fiction. There is 
excitement in the Racing Epic, but it 
does not represent a Human Document, 
has no inkling of the weird, vivid, 
symbolic life of a Racing Driver. 

It is only recently that it has become 
practical to make a 35mm feature 
about the real world of racing. It is one 

(LEFT) Michael Delaney shoots Jackie Stewart in nerve-wracking few seconds before Swedish Grand Prix. The 1973 World Champion was one of 
four top drivers extensively interviewed under contract. (CENTER) An example of the infra-red experiments made with various filter packs. 
(RIGHT) Jacky lekx, Belgian racing champion, shoulders Arri 35BL. Mutual respect grew during season between drivers and film crew. 



(LEFT) Sean O Dell assists Claude DuBoc with 35BL in interviewing Mike Hailwood atop mountain near Marseilles. The new camera made 35mm 
sync-sound possible for the first time in difficult locations. (CENTER) Extreme Macro-Photography of mechanical elements and race calligraphy was 
executed in brief periods when mechanics were not occupied. Low profile of crew led to respect and cooperation of racing teams. (RIGHT) Jamie 
Shourt aligns Questar using reflex finder on lens. Precise calculation was necessary to film difficult angles through mirrors. The accurate follow focus 
scale can also be seen. 

(LEFT) Special machinings and adaptation to side-mounted motor base were necessary to mount the maximum 3200mm lens. (CENTER) Arri 35BL 
made possible a complete sync-sound unit kept in readiness. Cameraman and soundman could grab entire unit and run. (RIGHT) Soundman Kevin 
Coutts places Audio Radio Mike on the late Francois Cevert. Nagra S allowed voice and background to be recorded separately for balancing later. 

(LEFT) Questar lens was used throughout, minus 85 filter, to gain extra precious speed. (CENTER) Car-to-car running shots were achieved at speeds 
up to 180 mph, thanks to Jacques Beranger's sophisticated reduced-vibration mounts. (RIGHT) Vibration on the Questar was a major problem. 
After experiments with Dynalens devices, the simple solution was to lock all parts of the apparatus together very tightly. 

(LEFT) Three-camera rig was hung under the mobile timing bridge at Paul Ricard French Grand Prix. Bill Shourt indoctrinates dubious track safety 
official. (CENTER) Camera angles were complicated by intended four-meter rise and fall of bridge. Finally the marshal received monogramed 
T-Shirts and the bridge remained immobile. (RIGHT) Use of three cameras allows lengthening of car pass-by in extended phase split-screen. The 
distortion of a fish-eye effect is thereby avoided and the cars are larger in the frame. 



thing to spend five hours on each set-up 
and have a crew of fifty to help. It is 
quite another thing to run around Race 
Tracks in twelve countries over nine 
months to follow the garish personali¬ 
ties ai.d stupendous machines. Nor is 
the problem purely one of logistics. The 
fact is that until the introduction of the 
Panaflex fully-silent, hand-held reflex 
camera, and the Arriflex 35BL, there 
simply was no way of shooting location 
sound interiors in 35mm, with anything 
remotely like the speed or efficiency of 
an NPR or other silent 16mm equip¬ 
ment. 

State-of-the-Art technology is now 
available, and Leavell-Brunswick set out 
for South America last January to cover 
the Argentina G.P. Since then, we have 
followed the teams and hangers-on 
through each race from Brazil and 
South Africa, through the European 
series to Canada and Watkins Glen. The 
gratifying element has been the degree 
to which our crew has become accepted 
by the clique that is Racing. As the 
races rolled by, the built-in animosity to 
"those damned people with the cam¬ 
eras" faded as the mechanics and drivers 
came not only to recognize us, but saw 
that we favoured a low-key approach, 
while the news-boys climbed all over 
each other for a better angle. We 
showed that we were as interested in the 
weary men who slave all night before a 
race to prepare a gear-box or modify an 
engine as in the race-day pomp and 
glory. We were invariably the first crew 
to arrive, and the last to leave—no 
one-day news coverage. Lastly, agree¬ 
ments with Jackie Stewart, now World 
Champion; with Peter Revson, Mike 
Hailwood, and the late Francois Cevert 
allowed us to interview them in depth 
on and off the track, and to place audio 
radio mikes on them at the racetracks, 
an important consideration when the 
ambient noise level is so painfully high. 

Sync-sound sequences throughout 
were shot with an Arriflex 35BL, these 
months of filming constituting perhaps 
the most testing assignment of the 
model to date. The Cameramen in¬ 
volved, Jackie Kargayan from France, 
Mike Delaney from England, with John 
Tully, Rene Guissart and Claude Duboc, 
found the camera a great improvement 
over the imperfectly soft-blimped 2C's 
that were previously the only way to 
shoot portable sync 35 in quiet areas. 
We did find that the camera was heavy 
for the kind of sprinting involved in, for 
example, the pits area at Silverstone, 
especially during a race when the incom¬ 
ing car has no intention of slowing any 
more for the cameraman equipped with 
a BL than for one with an NPR! 

Despite the "teething problems" en¬ 

countered with any new piece of equip¬ 
ment, the feeling is that the new Kodak 
Eastman-color negative, in conjunction 
with the Arri 35BL and Panaflex type 
of silent portable, is the most important 
development in high-quality filming 
since the BNC. Suddenly the vastly 
greater definition and quality of 35mm 
wide-screen techniques can tackle a 
range of cinema verite subjects, and lend 
them the credibility and impact of a big 
screen. 

In our case the illustration is regret¬ 
tably an accident. Racing is a world on 
the margin of disaster: Jackie Stewart 
will take a corner at 105 miles per hour. 
The line he takes and the speed never 
vary under the same road conditions. 
"Never vary" means never ever. We 
superimposed footage . . . and it does 
not look superimposed or in bad regis¬ 
ter .. . that is why he is the Champion. 
But the science and art sometimes fail, 
and perhaps the most awful footage on 
film is part of our "ONE BY ONE". At 
Zandvoort, Roger Williamson's car hits a 
guard rail, and is a blazing inferno as the 
gasoline ignites even before the car 
slides to a halt. We see Williamson vainly 
try to pull himself clear of the flames in 
the few seconds of protection his suit of 
Nomex can provide. He is trapped. 
Nobody moves to help. Some spectators 
jump over a fence and run towards the 
fire. They are chased away by police 
with dogs. David Purley, a friend of 
Roger's, pulls out of the race and runs 
to help. He struggles to turn the car 
right side up, hands burning. He runs to 
a horrified track-marshal and snatches 
the fire extinguisher from him. He 
struggles, the car burns, Williamson dies 
before our eyes and the race goes on 
around them. 35mm . . . 1:1.85 . . . 
colour . . . stereo sound. Totally horrify¬ 
ing and almost impossible to watch even 
on the KEM here in Hollywood. We are 
not glorifying the dangers and vicarious 
thrills of racing, but recording them 
with sympathy and attempting to pene¬ 
trate the weird "do or die" culture that 
attracts drivers and thousands of specta¬ 
tors. 

Peter Leavell and Brunswick Films 
decided from the very start to exploit 
the big negative wherever possible. I 
think we realised that racing is essential¬ 
ly a boring spectator sport if the audi¬ 
ence has none of the emotional smells 
and camaraderie of the live event. Be¬ 
cause of our close relationship with the 
teams, we were able to cheat crews into 
normally forbidden positions and gain 
unique and fascinating closeups of the 
racer at work. But apart from the 
advantages of being around longer, of 
having time to follow-through an idea 
from week to week, several rather 

unique techniques were developed to 
enhance the racing footage. The Shourt 
brothers, of Communication Arts in 
Boulder, adapted a Questar mirror tele¬ 
scope to provide a 3200mm follow-fo¬ 
cus lens for a 2C Arri, while still keeping 
the entire rig less than two feet long. 
Not only were straight-line shots of 
remarkable clarity and exceptional dura¬ 
tion achieved, but we were able to pick 
out isolated crowd candids and the 
nervous ultra-closeups of drivers and 
team managers before a race without 
intruding. We did not ruin their concen¬ 
tration, so they did not react to our 
presence and a moving intimacy is devel¬ 
oped in our thematic coverage: The 
viewer is right in there with them. 

The Questar was also used in con¬ 
junction with several ten-to-twenty- 
inch-square mirrors, mounted on ball 
swivel joints and placed in the normally 
"verboten" areas of the track—under 
timing bridges, inside guard railing and 
over the pits. The Questar was used to 
film into these mirrors and with careful 
calculation of sun-angles, glare factors 
and camera line, interesting and unique 
effects were obtained. 

Permission was obtained at the Paul 
Ricard French Grand Prix Track, and at 
the Monaco Grand Prix to place multi¬ 
ple-camera, synchronized rigs around 
the track. It seemed to us that, apart 
from the fictional epics where actors 
and cars can be posed, the bane of live 
racing coverage is the brief glimpses in 
which the speeding cars are seen. The 
camera has either to remain static and 
catch the blur of a passing car, or to pan 
and tilt and open up the zoom in a 
giddy attempt to keep the racer in shot. 
By using three or more synchronized 
cameras—controlled by radio from one 
camera position, but spread along sever¬ 
al hundred yards of track—we can inter¬ 
cut and keep the same car or pack in 
shot for almost a minute. For the first 
time one can really observe the superb 
technical precision of a great driver— 
Stewart or Fittipaldi, and interestingly 
enough, the more such material we see, 
the less the drivers appear as reckless 
daredevils. It is not just driving a car 
fast, but line, position, drift and split- 
second timing. 

It was in the field of car-mount 
footage that the disadvantages of 35mm 
equipment were most evident. It was 
easy to be envious of the 16mm boys 
with their little GSAP cameras gaffer- 
taped to the spars of a racer. It is 
obviously quite a different proposition 
to place an Arri 2C, as the G-Force 
generated on a corner taken at over one 
hundred miles per hour is something 
that defies imagination. We were fortu¬ 
nate to have Jacques Beranger working 
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Camera Opticals 

Type: Tri-split screen multi-camera head 

Description: Three cameras mounted on a precision platform 

Effect 1: Static platform, static cameras show cars moving in 
three seqential segments of a given field of view. 
Action is from left to right, top to bottom. Background 
is static with cars moving across. 

Benefit: Study of how a driver might handle an 

Benefit: Action is heightened by panning with the 
pack blurring the background and letting the cars slide 
out of view at pan end. 
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Effect 3: Printing the film in out of sync, combinations. 

Benefit: Creates three view "playback effect" of say 
one car cut into the middle of real time action of the 
pack. 
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PRE-PRODUCTION ROUGH SKETCHES FOR SHOOTING THREE-CAMERA SEQUENCE. 

with us, and he brought with him the 
expertise that helped create mounts, 
under Gaylin Schultz, on the McQueen 
film. We were not helped by the fact 
that Team Managers have better things 
to do with the limited time available in 
practice sessions than have monster 
cameras strapped and bolted to their 
precious struts! 

Sound was recorded on a Nagra 4S 
by Kevin Coutts and Jean Kargayan. 
Jean, an old hand at French Television 
Sports Specials coverage, and basically 
an Editor by trade, is also in sole charge 
of our cutting at Horizontal Editing 
Studios in Hollywood, where his dexter¬ 
ity on the KEM is helped by the exact 
knowledge of all available material 
gained from having been present active¬ 
ly at every race. 

Neck-mike use of the outstanding 
ECM50 microphone on a driver in the 
high ambient noise level of the screech¬ 
ing pits was found to be very useful, 
while we recorded the background on 
the second channel of the 4S with a 
multi-directional mike. Thus the balance 
becomes a dubbing decision, rather than 
one to be made in the harried atmo¬ 
sphere of location shooting. 

The terrible multi-car collision on the 
second lap of the British Grand Prix at 
Silverstone was captured vividly by 
three Leavell-Brunswick units. The col¬ 
lision, at 140 miles per hour, miracu¬ 
lously caused no greater human damage 
than a broken ankle, although nine cars 
were totally written off, and the race 
was stopped. The Kargayan 35BL foot¬ 
age shows, in one harrowing four- 
minute take that no fiction can emulate, 
a static shot of the race start, after 
which the damaged car of Jackie Oliver 
scrapes past and stops camera right. 
Oliver emerges, swearing, and the crowd 
shouts encouragement. He scowls and 
shouts back, "Good luck! What for?" 
As he walks away, the cars come around 
on their second lap. The crash is as 
prolonged as it is spectacular. We see 
pieces of wheel and bodywork fly 
through the air, drivers wave to avoid 
the still-arriving back of the pack, 
people run on and off the track, one of 
the cars over-revs noisily in center 
frame. The sound-track is full of stereo 
fire engines, screeching horns, BBC com¬ 
mentary, as well as with swearing and 
the gush of extinguishers. Yellow flags 
wave frantically and police whistles 
blow: It is a once-in-a-lifetime shot, well 
backed up by a reverse angle and a 
telephoto high-speed shot. 

Another way in which we hope to 
take car-photography out of the reajrp 
of the "now you see it, now you don't" 
is through the use of imaginative opti¬ 

cals, especially split-screens. Rob Bla- 
lack and Bruce Green of Praxis are 
advising here in Los Angeles, and, of 
course, the KEM table is ideally useful, 
as any number of picture elements can 
be seen at once, with full sound. Jean 
and John Arrufat are executing many of 
the original ideas of Jamie Shourt, with 
the material shot in the correct ratios! 
One three-camera rig was placed under a 
timing bridge at the French Grand Prix. 
Camera #1 captures the oncoming cars, 
Camera #2 points straight down, and #3 
picks them up departing behind camera. 
The same rig was used on a horizontal 
plane in Sweden, with the advantage 
that step-framing can be used to keep 
the cars in shot for longer than a simply 
intercut sequence could, and the lower 
panels can dissolve to the next shot 

while the top completes the first se¬ 
quence. As well as cine material, Gor¬ 
don Rowley, who travelled with us, has 
supplied many 70mm Ektachrome stills, 
whose careful composition and framing 
allow us to incorporate the best close-up 
observation of fiction with the blur and 
excitement of documentary fact. 

We have now been involved in Iso- 
Marlboros and John Player Team 
Lotuses for so long that it is difficult to 
see the wood for the trees. But there has 
been a fairly rigid auteur scenario all 
along from Peter Leavell, and this avoids 
most of the waste inherent in racing 
footage. We hope to have in fine-cut 
very soon a technically-innovative, top- 
quality feature documentary that will 
do justice to the arena of the modern 
Gladiators. ■ 
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(LEFT) In a rare moment on the ground, aerial cameraman Jim Freeman and assistant set up the Panavision-adapted Mitchell Mark II, with 1000mm 
lens, in a field of wildflowers. (CENTER) Jonathan pecks among the wildflowers, waiting for his ladybird to arrive for filming of the "love 
sequence". (RIGHT) Jim checks out the camera which is mounted beneath the cab of the helicopter to get super-low-level flying shots. 

(LEFT) Freeman is right at home behind the Tyler-mounted camera. The aerial cameramen would usually be in the air by 5:30 in the morning, and 
it was not unusual to shoot 12,000 to 13,000 feet of 35mm film in a single day. (CENTER) The seagulls contentedly fly along with the helicopter. 
They probably think it's just another "big bird". (RIGHT) At dusk, the camera crew films shots of the gulls, while wind machine at right stirs up a 
minor gale. 

(LEFT) An ingenious ruse is put into effect to get shots of soaring gulls. A dummy bird rides piggyback on a radio-controlled model airplane until it 
reaches a suitable altitude, at which time the bird is released from the plane (by remote control) and glides gracefully before the cameras. (CENTER) 
In a rare moment of violence for this film, Jonathan is attacked by a hawk. (RIGHT) The "love sequence" in the field of wildflowers was filmed 
entirely with the 1000mm lens. 

(LEFT) After a hard day in the helicopter, Jim Freeman relaxes in his hotel room, surrounded by bits and pieces of Panavision equipment. 226 
hours of helicopter filming were logged for "JONATHAN", which must be the track record. (CENTER) Jonathan glides against the snowswept 
slopes of Mt. Whitney, California, the highest peak in the United States. (RIGHT) The seagulls wade contentedly in the surf at sunset. The picture is 
filled with poetic images like this and is a feast for the eye. 



LIFE WITH "JONATHAN" 
Continued from Page 1533 

Once the birds were caught, they 
were put into aluminum carrying cases 
and transported back to Carmel, where 
they lived in a huge barn complete with 
fresh horsemeat, fresh tuna, vitamins 
and, of course, fresh water. The birds 
were kept here for a maximum of three 
days. The best "Jonathan" gulls were 
transported to room 336 at the Holiday 
Inn. This was really a neat room. It was 
a corner room so that it had a two-way 
view: an Eastern view and a Southern 
view and the birds had the whole room 
to themselves. There were 20 birds in 
this room who were selected to ride in 
the helicopter because they had the 
perfect markings, perfect necks, and, 
above all, perfect feather condition so 
they could soar and glide. 

One night after the birds were getting 
fairly well adapted to room 336, there 
was a little dispute between bird No. 3 
and bird No. 17. They couldn't quite 
decide who was going to rule the lamp 
and in the process of discussion they 
knocked over the lamp, which was 
conveniently left on as a night lamp so 
the birds wouldn't be afraid of the dark. 
The lamp fell over and it scorched the 
wall. Fortunately, somebody heard the 
noise, rushed right in and none of the 
seagulls were hurt. The only loss was 
that their perch fell down. 

Room 336 was purposely picked 
because it was at the end of the hallway 
and it was on the third floor, so that, if 
there was full occupancy in the motel, 
the seagull suite theoretically wouldn't 
bother any of the other guests. But 
occasionally the birds had a very lively 
night or they were just in a very 
talkative mood and four or five door¬ 
ways down you could still hear reverber¬ 
ations of their talking. In fact, occasion¬ 
ally, you could even hear them as far 
down as the elevator, which is probably 
20 rooms down from their suite. 

The seagulls always enjoyed riding 
down the elevators. In fact, one enjoyed 
it so much that, in the process of going 
down, he got loose in the elevator and 
when the elevator opened on the first 
floor he was the first one who got out, 
shocking a couple businessmen and their 
wives who were there for a seminar. 

Another classic moment was when 
several seagulls were riding up in the 
elevator to go to bed in room 336 and 
we pushed the elevator on the non-stop 
button to bypass floor No. 2, but this 
time the elevator stopped at floor No. 2. 
In stepped a really dapper couple 
dressed in their evening gowns. They 
thought they were going down, but 
really they were going up in this eleva¬ 

tor full of seagulls. They had on so 
much perfume that for the first few 
seconds they really didn't notice the 
strange seagull odor. But as the elevator 
continued going up, they suddenly real¬ 
ized there was another smell competing 
with their perfume. At first they pre¬ 
tended not to notice. Once they saw the 
seagulls, they acted like they were just 
seeing things and looked straight ahead 
at the elevator doors. 

Like whenever there's 50 people in 
an elevator, the first few floors you're 
afraid to look at one another and then, 
after the next 10 floors, you take a 
quick glance around. Then, when 
another person has eye contact with 
you, you quickly look away because 
you don't want to be guilty of being 
seen looking at someone else in an 
elevator. The perfumed people took 
quick glances, but they never really gave 
the seagull good eye contact. The sea¬ 
gull was staring at them the whole time 
because he was really in the elevator 
first and, really, these perfumed ladies 
were the intruders. In fact, the seagulls 
were probably getting a headache from 
all that perfume. 

When room 336 became the seagull 
suite, the first thing the Holiday Inn did 
was take out the bed and put down ten 
sheets to protect the carpet. The sheets 
would be changed every day, but in¬ 
stead of changing just one sheet on the 
bed, the maids changed about 15 sheets. 
The common joke among the Holiday 
Inn maids was to always give a new girl 
room 336. They'd say that the room 
had to be made up quickly and the girl 
would go flying into the room to be 
greeted by 20 seagulls. 

During the day, the seagulls had a 
full view. The curtains were pulled back, 
the window was opened, and about six 
lucky seagulls would sit on the ledge 
just watching the sights and sounds 
below. It was really a strange sight to be 
coming back from the restaurant and 
look up towards the third floor, admir¬ 
ing the skyline, and then see six birds 
just sitting across this window. At first 
you figured that somebody had some 
really pretty decoys for decoration but 
when they'd start flapping their wings 
and making their seagull sound you 
knew they weren't just decoys. One 
time, by mistake, the desk clerk rang 
room 336 and scared the seagull that 
was sitting on the phone. As he jumped 
off he knocked the phone off the hook 
and all the desk clerk heard was a bunch 
of noise. 

GEORGE: HALF SEAGULL 
At first George Nolan was a fantastic 

helicopter pilot, but as the months went 
on he went through a transformation 

Freeman, who feels that he, the camera, the 
Tyler mount and the plane are "one" in the 
air, did the helicopter filming for last year's 
Academy Award-winning short, "SENTI¬ 
NELS OF SILENCE". 

and took on a new personality. He 
inherited part of the seagulls' disposi¬ 
tion. We think now he's more than half 
seagull. He learned to anticipate the 
seagull's moves, and that was the secret. 
If you reacted to what the seagull did, it 
was too late. You had to be about a 
second or two seconds ahead of the 
bird. George mastered this perfectly and 
we got so we could do a three-quarter 
front on a bird and come around to a 
three-quarter rear and have the bird peel 
away—or we would start with a top 
angle coming down to a straight-on 
angle, dropping down to a look-up angle 
at the bird. In the process of changing 
the axis, it gave the bird an incredible 
climbing feeling or dropping feeling and, 
in reality, the bird wasn't moving at all, 
it was the helicopter, thanks to George. 
It gave the birds another dimension to 
their flying. One morning we were 
getting into position at about 8,000 feet 
when seagull No. 2 got out of his little 
cage and started walking up towards the 
front of the helicopter. George had on 
his bright red socks which were, in turn, 
hooked to a battery. These batteries 
caused a direct short in his socks which 
gave him a little foot heat in the 
10°-to-30° weather. The next thing I 
heard over the intercom system was: 
"Get this dude off my drumstick!" I 
turned around and looked and here's 
this seagull latched onto his sock and a 
little bit of his skin. I guess the red 
reminded the gull of some fresh horse 
meat that he'd had the day before at the 
Holiday Inn. But he just didn't want to 

Continued on Page 1588 
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try. The first is limited by the length of 
the day. The second, while showing 
some growth, reflects structural re¬ 
arrangements more than actual expan¬ 
sion. Naturally, this all adds up to a 
picture of saturation. But there are a 
couple of flaws in the picture. 

The most immediate is the self-im¬ 
posed phrase, "in this country." It 
strikes me as more than a little parochial 
to talk about saturation when about 2/3 
of the world's population does not 
enjoy the entertainment, educational 
and informational values inherent in the 
idea of repeatable experience. 

It gets even more ironic when you 
consider that motion-picture film is one 
of the few items known to man that is 
standardized throughout the world—due 
in no small measure to the efforts of 
this society. Even if we do stick to our 
own shores, the saturation argument 
overlooks the tremendous growth po¬ 
tential in new applications of the visual 
image. 

Over the last ten years American 
business has multiplied its investment 
for hardware and software in motion 
pictures and other forms of audiovisual 
communications. The potential in this 
area alone has grown so fast that it now 
equals in dollars the total of what the 
entire market in audiovisuals amounted 
to about ten years ago. Then, too, the 
growth forecast by some for cable tele¬ 
vision overwhelms any idea of market 
saturation. 

Already today about ten percent of 
American homes are receiving cable 
television. By 1980, about 35 percent of 
homes are expected to be connected. 
Watching what's happened in places like 
Toronto . . . where 45% of the TV 
homes are connected by cable ... re¬ 
inforces the plausibility of such a fore¬ 
cast. It doesn't take a tightly focused 
imagination to see that staple attrac¬ 
tions on pay TV are going to be sports 
and feature movies on an extra-charge 
basis. If each of the wired homes aver¬ 
ages just one movie a month at a charge 
of, say, three dollars, the total would 
about equal the box-office receipts of 
all the movie houses in the United 
States last year. 

Now, it's possible that these movies 
of the 80's could originate on some 
electronic medium. It's much more like¬ 
ly to be on film. All of the artistry and 
craftsmanship of movie-making has been 
built up around film. The center of 
gravity is there. And in my opinion, it 
will remain there, as movie-making con¬ 
tinues on its path of development. 

That brings us to the basic misim- 
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pression underlying the repeated prom¬ 
ises of the tape take-over that has been 
"imminent" for some fifteen years now. 
The misimpression is that film is a 
sitting target while video systems ad¬ 
vance in gigantic leaps. It overlooks the 
real facts of what has been happening in 
both fields. 

During the fifteen years I'm talking 
about, no fewer than 31 new or im¬ 
proved motion picture film products 
have been introduced by Kodak alone. 
As many of you already know, the 
35mm color negative that will become 
available to the industry in limited 
quantities around the first of the year, 
offers a sharpness and lack of graininess 
that we believe will set new quality 
standards for the projected image. The 
16mm version of the same stock makes 
possible results comparable to what was 
obtained with 35mm only a few years 
ago. Television producers operating un¬ 
der budgetary constraints will now have 
another option for cutting costs with 
very little sacrifice in picture quality. 

Much of the development work in 
electronic systems has centered neces¬ 
sarily on miniaturization of equipment. 
Until electronic cameras and recorders 
become a good deal less costly, a lot 
lighter, and shed their umbilical cords, 
they are likely to stay pretty much 
studio-bound. 

We all recognize that considerable 
progress is being made in this and in 
other directions. But what should also 
be recognized is that equivalent, if not 
greater, progress has been made in the 
same time frame toward making the 
photographic process smaller, more 
economical, easier to use—and still of 
professional caliber. I'm referring princi¬ 
pally to developments in Super-8. 

When you put this together with a 
videoplayer that allows direct plug-in of 
a film cassette into the electronic cir¬ 
cuit, the idea of Super-8 film chains 
begins to move out of the novelty phase 
for the television industry—both broad¬ 
cast and cable—and certainly for educa¬ 
tional, industrial, and military users. In 
the future, any low-cost tape instal¬ 
lation will have to be compared for 
economic justification alongside Super- 
8. And it is in this area of economics 
that many a mismatch has occurred. 
Most of the cost justifications made for 
tape rest on two rather wobbly prem¬ 
ises. 

First, the inherently higher cost of 
electronic equipment is not allowed to 
enter the picture. Second, the re-use 
factor of the tape is weighted heavily. In 
other words, you get the razor free and 
the blade stays sharp indefinitely. It 
doesn't take a degree in economics to 
realize that things just don't work out 
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that way in any line of business. Equip¬ 
ment costs have to be amortized some¬ 
where. And you re-use tape only at the 
expense of losing the program material 
or of transferring it to film. Any tape- 
and-film comparison is a case of apples 
and oranges unless it takes into account 
the total costs of each approach. 

As for myopia, I guess that most of 
us who ever worked in the technical side 
of the business have, from time to time, 
slipped into the shortsighted viewpoint 
that the quality standards of a whole 
industry can be set by laboratory 
demonstrations. 

In a way I wish this were so. I could 
walk you through the laboratories up in 
Rochester and show you some of the 
things going on in lasers and film charac¬ 
teristics, for instance, that would prob¬ 
ably knock your eyes out. And there we 
are again—right back at myopia. Because 
life in the laboratory just isn't the same 
as life in the field. Actually, we see 
more than enough room for improve¬ 
ment in the average quality of results 
with existing film technology. The mis- 
assumption that I had in mind is the 
fairly common one that technological 
progress is a process of replacement. We 
come by it probably on the basis of a 
few outstanding innovations: The auto¬ 
mobile for the horse and buggy. The jet 
engine for the piston engine. The tran¬ 
sistor for the vacuum tube. 

As a matter of fact, these are more 
the exceptions than the rule. 

If you took a broad survey of a 
hundred or more significant develop¬ 
ments of this century, I believe you 
would find that they were more additive 
than subtractive. That is, new things 
coming out establish themselves along¬ 
side what was already there, rather than 
pushing them out. 

For example, I can remember that 
about the time I was subjected to 
Elementary Physics, one of the big 
events was the introduction of the 
fluorescent lamp. It gave more light 
with less wattage. You could twist it 
into any number of fascinating shapes. 
Naturally, the fluorescent was going to 
put the familiar incandescent light bulb 
out of business. What actually hap¬ 
pened, of course, was that each has 
found its own place because of certain 
distinct advantages: The fluorescent, for 
utilitarian areas where a high overall 
level of light is important. The incandes¬ 
cent, where the human desire for selec¬ 
tivity, convenience, and warmth needs 
to be satisfied. 

Moving to more recent times and 
closer to home—my home, if not 
yours—I can tell you categorically that 
the years which saw the widespread 
acceptance of instant photography were 
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the period of greatest growth in history 
for conventional photography. One 
could cite many other instances in 
which new technology moved in along¬ 
side existing technology with the two 
getting along just fine. 

The misassumption that progress is 
necessarily equated with replacement 
has given rise to what I believe is the 
outright fallacy underlying the Great 
Debate. It is that the future of film and 
tape is necessarily an "either-or" propo¬ 
sition. It is true that there are certain 
applications within the broad technolo¬ 
gy of repeatable experience where one 
or the other has clear-cut superiority. 

In the early days of television, it was 
my Company that brought out the 
process that gave birth to the so-called 
"hot kine," allowing Uncle Miltie to be 
seen in prime time on the West Coast. 
Therefore, I can tell vou that the siqht 
of a still-damp original being slapped on 
a projector for playback was never quite 
our notion of the ideal application of 
film's best characteristics. The instant- 
playback capabilities of videotape fill a 
real need here. For this one clear-cut 
purpose, tape can do a job for which 
film was never really suited. 

On the other hand, for large-screen 
projection, where resolution and image 
sharpness are the criteria, film is, today, 
the only suitable medium. And with an 
improved emulsion coming along, as I 
mentioned, it appears as though this 
state of affairs should hold good for 
quite a while. In between these two 
extremes is a wide range of production, 
distribution, and show situations in 
which both media present the user with 
advantages, whose relative weight de¬ 
pends on his priorities. 

The electronic medium has going for 
it immediate access, some re-usability of 
the raw material, more control of the 
output. The photographic medium of¬ 
fers greater camera mobility, more prac¬ 
tical convenience in editing, more infor¬ 
mation storage potential, international 
standardization, and lower cost. 

Users are going to want all these 
characteristics on different occasions. It 
looks as though both media are going to 
be around together as long as they have 
something to offer the user. And at 
Kodak we feel that will be a long, long 
while. So this would be as good a time 
as any to start talking sense about the 
interrelationship between the two. 

I think we could all subscribe to the 
simple statement of principle that the 
user ought to be able to make his 
decision on the basis of what he wants 
to do rather than the least obnoxious 
trade-off. I'll tell you a couple of things 
that we have been doing at Kodak lately 
to further that principle. In addition to 
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improving the film materials themselves, 
we have applied substantial efforts at 
the points of match-up between photog¬ 
raphy and electronics. As you probably 
remember, we demonstrated before this 
society the feasibility of videoplayer 
equipment using Super-8 film cartridges. 

This equipment makes it possible to 
plug photographic images directly into 

electronic circuitry for conversion and 
display. It is compatible with FCC 
requirements for broadcasting, and it 
meets the NTSC signal standards. Also, 
the Kodak Videoplayer might do a little 
something to further the cause of inter¬ 
national understanding in communica¬ 
tions. I am happy to say that it has been 
accepted abroad for use in the PAL 
system. 

In the reverse direction—electronic- 
to-photographic transfer—we have made 
noteworthy advances in the Triniscope 
method of recording. The aim point 
here is to make available for use with 
the electronic medium something like 
the kind of quality control that color 
separations brought to the print 
medium. Triniscope is just one example 
of what is being done to help you in the 
industry get the most you can from the 
present state-of-the-art. 

Now, I am sure that if an electronics 
manufacturer or a video-tape producer 
were represented on this platform you 
could be hearing of similar steps being 
taken from their positions along the 
tape-to-film route. But all the steps that 
they or I could cite necessarily remain 
limited and isolated. 

Getting the imagination into focus 
requires a common vision of what it is 
we're supposed to be focusing on. Ad¬ 
mittedly, dreaming about what might be 
doesn't come that easily to us "techni¬ 
cal types." We're more accustomed to 
working out precise specifications of 
what is and to be thinking of progress in 
incremental steps. But it has happened 
in the past, and every time it has opened 
new vistas in the technology of repeat- 
able experience. 

As far as I am concerned, there could 
be no more productive place for it to 
start happening again than in the delib¬ 
erations of this society. And no more 
auspicious time than the present. 

If this kind of common vision does 
come about, if the collective imagina¬ 
tion of a most imaginative industry can 
be brought into a single focus, I am 
confident we will all realize positive 
results. And when that future president 
of Eastman Kodak keeps his speaking 
date with you in the year 2016, he'll be 
able to cite one more instance in which 
opportunity came to call, masquerading 
as a problem. 

Thank you ■ 
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NEW CP-16R AND CP-16RA 
REFLEX CAMERA SYSTEM 
Continued from Page 1545 

The standard eyepiece for the CP- 
16R has a large, bright viewing system 
and a very convenient dioptric adjust¬ 
ment. A rotating collar moves in a 
helical slot to provide this adjustment in 
a precise, smooth manner. When proper¬ 
ly set, the adjustment can be locked off 
with a thumb screw. 

The attachment of the standard eye¬ 
piece to the camera is through a locking 
arrangement which is identical to that 
used by the Angenieux orientable view¬ 
finder. Accordingly, the Angenieux 
orientable viewfinder may be used with 
the camera as an optional accessory. 

We were unhappy with this Ange¬ 
nieux viewfinder, however, because it 
caused the eye of the operator to be 
approximately four inches behind the 
film plane. We have designed an erect 
image viewfinder of our own in which 
the legs of the viewfinder fold in a 
forward direction, so as to have the eye 
of the operator remain approximately 
one inch behind the film plane, as is the 
case with the standard CP-16R finder. 
Our finder provides erect image viewing 
with left and right eye accommodation 
and 360-degree rotation about the hori¬ 
zontal axis normal to the prime lens 
optical axis. 

We will also provide, with the stan¬ 
dard CP-16R finder, an extender tube 
for left-eye viewing in those cases where 
this is required. 

We have also changed our approach 
to the AC operation, utilizing two small 
chargers in lieu of the battery elimina¬ 
tor. And we now encourage full release 
on our NC-4 Nicad batteries (since each 
NC-4 can drive over 4000 feet of 16mm 
film on a single charge). 

A small molded-fiberglass shoulder 
pad was also designed for use with this 
camera. It has a built-in 17-degree slope 
to accommodate the normal shoulder 
slope. It is adjustable front-to-back, as 
well as side-to-side. 

To complement the new reflex cam¬ 
era, we designed a molded plastic separ¬ 
ate compartment-type magazine called 
the Model PLC-4. The magazine is made 
of glass-filled poly carbonate resin 
(Lexan). This is an extremely high-im¬ 
pact material which has greater strength 
than the magnesium. It is the same 
material we used to manufacture the 
casings of our NC-4 batteries. The maga¬ 
zine has two hinged doors that are easily 
opened with thumb latches for quick 
operation, as compared with the screw- 
down type of magazine covers. The 
relatively square configuration of the 
compartment makes it easy to remove a 

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

Times have changed. 
Today it's lightweight equip¬ 

ment. Small crews. Independent 
film-makers. 

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

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

Beginners or advanced students. 
Day or evening classes. But 

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

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

AFTER MOVING INTO THE 
HEARTS 0FTHE INDUSTRY, 

WEVE MOVED INTO 
THE HEART OF NEW YORK. 
World, you’ve been kind to us. As the 
country’s foremost specialist in hori¬ 
zontal editing equipment, you’ve taken 
us into your hearts. So the least we 
could do is return the compliment. 

First, we moved into the heart of 
New York. (At 61st Street, we’re 
really closer to the aorta, but easier 
to reach just the same.) 

Second, and probably more impres¬ 
sive, we’ve done major surgery on 
the prices of editing supplies. 
Not just a little cut here or there, 
but enough across-the-board slashing 
to make a surgeon faint. 

If you want to know more, pick up the 
telephone and call us. Or better yet, 
visit the newest tenant of New York’s 
theatrical artery. And while we’re in a 
welcoming vein, take advantage of our 
opening special. It won’t make you 
rich, or us, poor. But hopefully, it’ll 
get you to visit us before your next 
editing emergency. And give us the 
chance to thank you for your business. 
From the bottom of our hearts. 

GENERAL RAYFIN LIMITED 
1860 Broadway (at 61st. St.) New York 10023 (212) 541-6464 
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EVERYTHING YOU NEED TO SHOOT 
PERFECT COLOR MOTION PICTURES!; 

By the Author of THE FIVE C's OF CINEMATOGRAPHY 

TEXT • TOOLS • CINE ACCESSORIES 

All Technical Data in Feet and Metric 
Incredible Value! ONLY $20! 
WRITE FOR DESCRIPTIVE BROCHURE 

Californians add 6% Sales Tax. Foreign Orders add $1 per 

book for postage, handling. NO C.O.D.’s! NO BILLING! 

MASCELUS 
.. C,*F 
WORKBOOK 

IHn«*ATlOHAL 

CINE/GRAFIC PUBLICATIONS • BOX 430 * HOLLYWOOD, CA 90028 

WNDu ST Prm 
STANDARDS 

The MKH 415. 
A new kind of 
microphone. 
The MKH 415 fills a gap in many broad¬ 
casting, recording and filmmaking 
applications. A gap created by 
longer- and shorter-than-normal 
miking distances, high wind and 
crowd noise levels, and more 
demanding engineers. To 
meet these often conflicting 
needs, we devised a unique 
combination of pressure- 
gradient and interfer¬ 
ence principles. 

The result is a 
condenser mi¬ 
crophone equally 
at home in record¬ 
ing studios, onstage, in re¬ 
porting and on location. 

Neither cardiod nor shotgun, the 
MKH 415 behaves asasuper-cardiod 

below 2 kHz; at higher 
frequencies its pattern 

narrows to a beam. Be¬ 
sides reduced leakage, 

this higher on-axis conver- 
sion efficiency yields 

improved wind-noise resist¬ 
ance and virtually no proxim¬ 

ity effect, permittingclose 
miking of performers and inter¬ 

viewers, without bass attenuators. 

Beyond these advantages, and 
the added “reach” provided by 
the microphone’s 10" length, the 
MKH 415 offers extremely wide 
response, high output and over¬ 
load resistance—traditional Senn- 
heiser characteristics. Once you 
try it, we’re sure you’ll call it in¬ 
dispensable. For more informa¬ 
tion, please write, or call us. 

SEIMIMHEISER 
ELECTRONIC CORPORATION 
10 West 37th Street, NewYbrk, N.Y10018 (212) 239-0190 
Manufacturing Plant: Bissendorf, Hannover, West Germany 

daylight-load spool. A special plunger in 
the center shaft positively retains the 
flange of the spool so that it will not 
rattle. The magazine is extremely silent 
in operation. 

It has a replaceable aluminum toe 
which can be easily replaced if broken. 
Being non-metallic, it solves one of the 
major problems encountered by camera¬ 
men, which is caused by the fine parti¬ 
cles of metal depositing on the emulsion 
and then causing spotting or "comet 
tails" when the emulsion passes through 
the processing bath. This is due to the 
chemical reaction between the extreme¬ 
ly active particles of magnesium or 
aluminum and the processing bath. 

In general, I feel that the CP-16R 
Reflex represents not only an extremely 
versatile news-documentary camera, but 
also a very valid production camera for 
TV or feature production. We have not 
been lured into the cassette-load compe¬ 
tition, but are following the more con¬ 
ventional film threading configuration. 
This gives us proven reliability, good 
steady pictures, great flexibility in mag¬ 
azine capacity (up to 1,200 feet) and a 
camera that is silent enough for both 
close location shooting and studio 
operation—a camera that is light and 
portable enough for hand-held shoulder 
operation, as well as tripod or dolly 
operation. 

All the things that have been said 
about the CP-16 as innovations, such as 
a small DC crystal-controlled motor, 
plug-in batteries, and compact and light¬ 
weight design, can be said about the 
CP-16R Reflex camera, as well as its 
compatibility with the Crystasound 
amplifier and other accessories for the 
CP-16. 

For further information about this 
equipment, please contact: CINEMA 
PRODUCTS CORPORATION, 2044 
Cotner Avenue, Los Angeles, California 
90025, Telephone: (213)478-0711. ■ 

FEATURES OF CINEMA PRODUCTS' NEW 
CP-16R AND CP-16R/A REFLEX TV-NEWS- 
FILM/DOCUMENTARY CAMERA SYSTEM 
MIRROR SHUTTER: 
The mirror shutter is set at a 45° angle, and 
geared to rotate at half speed. T-he mirror 
shutter stops automatically in a viewing posi¬ 
tion. 

STANDARD REFLEX VIEWFINDER: 
The reflex viewfinder, supplied as standard 
equipment, is fixed in orientation. This diop- 
trically adjustable standard reflex viewfinder 
is located approximately 1” back of the film 
plane. 

“ORIENTABLE” REFLEX VIEWFINDER: 
The standard fixed orientation viewfinder is 
removable, and may be replaced with an 
“orientable” erect image viewfinder. Option¬ 
ally available is either the new Cinema Prod¬ 
ucts “orientable” viewfinder (where the eye¬ 
piece is located approximately 1” back of the 
film plane) or the Angenieux “orientable” 
viewfinder (where the eyepiece is located 
approximately 4” back of the film plane). 
The Cinema Products and Angenieux “orient- 
able” viewfinders—both dioptrically adjust- 
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able—are directly interchangeable. 

LENS MOUNT: 
CP-16R and CP-16R/A reflex cameras feature 
a unique miniaturized BNCR-type lens 
mount, with professional-type positive lock¬ 
ing ring. A special lens adapter is available for 
Arriflex 16-mounted lenses. 

SYNC AND VARIABLE SPEEDS: 
□ Sync Speeds (crystal controlled): 24 or 25 
fps. 
□ Variable Speeds: 12, 16, 20, 28, 32 and 36 
fps. 

ADDITIONAL FEATURES (Standard or Op¬ 
tional) : 
□ J-5 Zoom Control (with servo feedback 
system circuitry, thumb activated direction/ 
proportional speed control—all compactly 
packaged in the camera handgrip). 

Indicators and controls visible in the view¬ 
finder: 
□ End-of-film warning indicator. □ Out-of¬ 
sync warning indicator. □ Battery condition 
indicator. □ Fully automatic and semi-auto¬ 
matic (“matched needle”) exposure control. 

POWER: 
CP-16R and CP-16R/A reflex cameras are 
each supplied with two NC-4 nicad plug-in 
batteries and two NCC-5 battery chargers. 
(Note: If AC operation is required, the NCC-4 
battery eliminator/charger must be ordered, 
along with a “dummy” battery pack, as 
optional accessories.) 

CP-16 SYSTEM COMPATIBILITY: 
The internal mechanism of CP-16 reflex cam¬ 
era models, including the pull-down claw, is 
identical to non-reflex camera models. CP-16 
system accessories are interchangeable be¬ 
tween the reflex and non-reflex camera 
models (such as magazines, Crystasound 
Amplifier, Auxiliary Side Cover, 3XL Mag¬ 
netic Record/Playback Head, Pre-Amplifier 
for condenser microphone, etc.). 

WEIGHT: 
CP-16R (body only): 10 lbs. 
CP-16R/A (body only): 11 lbs. 

DIMENSIONS: 
CP-16R (body only): 93/4" long x 6” high x 6” 
wide. 
CP-16 R/A (body only): 9%” long x 6” high x 
6V2” wide. 

the. a new 16mm color film 

Arnfiex ^rom ^rn ^eo^e 

Everyone associated with film making knows 
about Arri cameras. But unless you’ve worked 
with them, their reputation for operational per¬ 
fection, stamina and versatility has to be expe¬ 
rienced. So we've put that reputation on film. 
And invite you to see it. 

“The Arriflex Image” is the Arri people’s film 
that tells all about their cameras. How they're 
made to perform with such perfection and how 
and where they’re used. Starting in their tech¬ 
nician’s apprenticeship school, through the me¬ 
ticulous manufacturing and testing stages and 
then out to actual diverse assignments in locales 
around the world. From the Arctic to the tropics. 
All in 28 colorful minutes. 

We offer a print of “The Arriflex Image” to qual¬ 
ified* groups without charge. Schedule it for 
viewing soon. 

“THE ARRIFLEX IMAGE” is offered on 
loan without charge for screening any¬ 
where in the continental U.S.A. to the 
following groups: Professional producers 
and cameramen, professional associa¬ 
tions and affiliated chapters, institutions 
teaching motion picture production, Gov¬ 
ernment Agencies and services concerned 
with motion picture production. Please 
request on letterhead. 

ARRI 
ARRIFLEX COMPANY OF AMERICA 

P.O. Box 1050, Woodside, N. Y. 11377 
1011 Chestnut St., Burbank, Ca. 91502 

ARRIFLEX 16SR 
CAMERA UP-DATED 
Continued from Page 1549 

of documentary filming, news, or indus¬ 
trial filming. With the introduction of 
the new Eastman Color negative we 
hope to see widespread use of the 16SR 
as a straightforward production camera, 
as well. In fact, we look forward to 
ever-increasing use of 16mm in all areas 
of motion picture production—including 
certain types of features. 

QUESTION: Does the 16SR still in¬ 
clude the Super-16 option, as originally 
indicated at Photokina? 

BERGMANN: The camera design con¬ 
cept is such that the Super-16 conver¬ 
sion is easily possible. This will be a 
conversion which can be handled by all 
Arriflex service departments. 

QUESTION: And now for the $64 
question: When will the 16SR actually 
be available to the industry? 

BERGMANN: We will have the camera 
available, in limited quantities, in April, 
1974. That is to say, in April the first 
cameras will be available to our agents 
and production will increase steadily 
from that point on. ■ 

MINI-MAT 
CONTINUOUS 

FILM 
PROCESSOR 

FIGHT OBSOLESCENSE 
HILLS manufactures continuous film 
processors that are the ultimate in 
versatility! New and old processes, 
including the new Kodacolor II proc¬ 
ess, are a snap. With 16 rearrangeable 
tank sections, HILLS can fight obso¬ 
lescense indefinitely. 

Our model 146 processes films up to 
46mm wide. E-4 film is processed at 
two feet per minute. Prices for this 
model start at $4,200.00* 

For 8 or 16 mm, color or black and 
white film, our model 216 is avail¬ 
able. With this model, ME-4 film runs 
at 17 feet per minute. Prices for 
model 216 start at $4,410.00* 

The MINI-MAT 70 is now available! 
Prices for the MINI-MAT 70 start at 
$6,250.00*. For any process up to 
70mm wide films. This model will 
double the output of our standard 
MINI-MAT units, and at the same 
time, provide a long trouble free life. 

Versatility And Long Life With Stainless Steel Construction 
FURTHER INFORMATION A VAILABLE FROM 

MANUFACTURING CO., INC. 

Manufacturers of 

Continuous Film Processing Equipment 

P.O. Box 125, Chalfont, Pa. 18914 U.S.A. 
Phone 215—345-1944 

*ATTACHMENTS OR ACCESSORIES NOT INCLUDED 
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New Hahnel 16mm splicer. It’s motorized. 
Instead of hand-scraping 
(and the risks thereof), 
Hahnel’s new battery- 
operated 16mm splicer 
uses a 6000-rpm sapphire- 
coated scraping wheel to 
produce a clean, wedge- 
shaped, jump-free, blip- 
free splice. In seconds. 
Consistently. 

What’s more, it lets 
you cut right on the image 
line, so you never lose a 
single frame. 

Ordinary splice leaves a bump on 
the film and a jump on the screen. 

The Hahnel wedge-shaped splice 
is invisible on the screen. 

And cementing is 
easier, too: there’s a light 
right under the spot where 
the film-ends meet. 

For single- and 
double-perforated 16mm 
films, magnetic, optical or 
silent. 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.V. 11514. For more information write Dept. CL 

.Hie _ 
(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. 

LIFE WITH "JONATHAN" 
Continued from Page 1579 

let go of that sock. 
The seagulls would love to get up in 

front next to George's leg and just 
check out the view through the bubble. 
In fact, they were really glad, because 
they didn't have to make any effort to 
have all this beautiful scenery pass by 
them. They always seemed a little disap¬ 
pointed when they finally were released 
from the helicopter and had to see the 
scenery on their own effort. One time 
we released a seagull and flew with him 
for about 30 miles in formation. That 
bird was such a ham, he'd give us 
three-quarter fronts, three-quarter rears; 
he'd bank for us, glide for us, pump for 
us. He'd do everything you could ever 
ask for a seagull to do. Then we looked 
down at the gas gauge and had to come 
down from 8,500 feet to refuel. As we 
started down, the seagull followed us. It 
was one of the most incredible things. 
We went through six magazines. It got 
to the point where we were sick of 
photographing him because, after all, 
you know, you can only shoot a star for 
so long; then you have to bring on a 

- stand-in or a new star. This bird was so 
cooperative that he gave us some of the 
most spectacular shots of the movie. We 
could lock off with him coming in 
extremely close and the bird seemed to 
enjoy every moment of it. 

Thankfully, it got to the point that 
we could change magazines in less than 
a minute, totally cleaning and inspecting 
all the rollers and the aperture plate. At 
120 frames-per-second, the film goes 
through mighty fast, and you get to be 
really quick at changing magazines. We 
always carried a minimum of 20 maga¬ 
zines in the helicopter. Normally we had 
seven of color, seven of black and white, 
and six of Ektachrome. We could only 
use 400-foot magazines, because the 
door on the helicopter prohibits using a 
1,000-foot magazine because of size. It's 
like filming interiors in a car; you just 
can't have a big magazine jutting out of 
the camera. 

THE LOCATIONS 

The most important element of the 
production was having an ample supply 
of seagulls. So whatever location we 
chose, we automatically took the heli¬ 
copter, all our camera equipment, the 
crew and, above all, the stars. When we 
left the Holiday Inn in Carmel we had a 
huge "Adventure in Moving" with a 
U-Haul truck. It was complete with 
bedding facilities, heat lamps and, above 
all, there was a screen on the back that 
became the gull's picture window. As 
the birds were going from Carmel to Mt. 
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Whitney, they wanted some air condi¬ 
tioning, so we just opened up the back 
end. As we were driving down the 
freeway on Route 99, all the seagulls 
lined up next to the window and 
checked out all the funny-looking 
people that were driving in the cars 
behind. It really created some traffic 
jams. 

Once the truck arrived at its location, 
a portable 20-by-20-foot pen was put 
up. There was a long ramp that came 
down from the truck and, as soon as the 
pen was assembled, all the seagulls 
would automatically come scooting 
down this little ramp because they 
really enjoyed getting to their garden 
area. There they had luxurious baths 
and an outdoor carpet on the ground to 
keep the dirt from their feathers. Each 
bird was bathed by hand with Johnson's 
Baby Shampoo, the no-tear variety so 
their eyes wouldn't burn. They would 
just love to be hand-bathed. They were 
kept super clean so that when they were 
filmed against the white snow, they 
appeared just as white, if not whiter. A 
variety of locations was used besides 
Carmel and Mt. Whitney. Point Reyes 
proves to be a fantastic location, be¬ 
cause of Drake's Bay. It's glassy most of 
the time, perfect for tremendous reflec¬ 
tion and sunsets. Also Pismo Beach sand 
dunes were used for the outcast se¬ 
quence where Jonathan's alone. The 
way the sand dunes were photographed 
made them look 100 miles long—where¬ 
as, in reality, they are only a few miles 
long. The late afternoon light showed 
the shadow of a seagull flying as well as 
the texture and the patterns of the 
dunes. Death Valley was used for a 
variety of backdrops, and for moonrise 
and sunrise shots. 

Another location, Tehachapi, was 
used for the love scene between Sally 
and Jonathan. The huge rains brought 
an unusual amount of wildflowers—mul¬ 
ti-colored carpets half-a-mile long on the 
foothills of the Tehachapi Mountains. It 
took about ten days to film the se¬ 
quence with the right light. The 
1,000mm lens really brought out the 
patterns in the flowers, as well as the 
extreme closeups necessary for the 
script. 

A LIFE WITH JONATHAN 

During the course of time we saw 
some incredible things, such as we had 
never seen before. We lived the life of a 
seagull: we were always thinking about 
seagulls, looking at seagulls, and talking 
with Mr. Bartlett about seagulls. It 
seemed that almost every hour that you 
were awake, your whole mind was on 
the gulls, and on how you could in¬ 
crease the aesthetic value of the film. ■ 

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 

INTRODUCTORY OFFER 
12/8.4 Volt 4 A.H. for 

ARRIFLEX 16BL/16S/16M 

COMPLETE 

$199.00 
JOHN CHILES ASSOCIATES 

3410 Galilee Road 
Jacksonville, Florida 32207 

Phone 904-398-7922 
or 904-398-5068 

THE NEW JOHN CMILE6 
POWER BELT 

HANDS OFF THE UGLY LEO POD 
Mounting Plate Tilts 
Up or Down 30 Degrees 

All Weather Construction 
Weighs Less Than 5 Pounds 

Quick-Release Enables 
Cameraman to Dispose of 
Camera and Pod FAST 

One Time Adjustments 
Make the Leo-Pod Custom 
Fit for ALL Cameramen 

BOTH HANDS FREE FOR 
ZOOM, IRIS, FOCUS OR 
SOUND ADJUSTMENTS 

Mounting plates for ALL 
Types of Cameras 

Even Distribution of 
Weight Makes Shooting Easier 

Eclair Cradle is Compatible 
With Quick Release Fixtures 
& TriPods. ($37.50 ea.) 

LEO-POD MARK III 

Model 125A — $95.00 (ARRIFLEX, MITCHELL, AURICON GENERAL, etc.) 
Model 125B - $95.00 (BOLEX, BEAULIEU, etc.) 
MODEL 125EP — $95.00 (ECLAIR w/PERFECTONE, CANON 200, etc.) 
MODEL 125E — $132.50 (ECLAIR NPR) 
For Further Information Contact 
Leopold Enterprises South, Inc. 
729 W. Sunrise Blvd. (305) 764-1315 
Ft. Lauderdale, Fla. 33311 
P.O. Box 4543, Ft. Lauderdale, Fla. 33304 
Canadian Distributor: 
Photographic Analysis, Ltd. 
8 Brian Cliff Dr. (416) 445-6410 
Don Mills (Toronto), Ontario 
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JONATHAN LIVINGSTON SEAGULL 
Continued from Page 1569 

ECO - 7390 The ultimate film reproduction in 
sharpness, color & silversound 

ECO - EF Excellent low contrast print rendering 
73B9 with silversound for TV or projection. 

1Gmm EKTACHROME ECO 7252 16mm ULTRASONIC CLEANING 

16mm ME-4 PROCESSING 16mm CREATIVE EDITING (Kern Table) 

16mm COLOR WORKPRINTING (1 Day Service) 16mm CONFORMING AGB ROLLS 

16mm RELEASE PRINTING 3400K-5400K 16mm CREATIVE SOUND PRODUCTION (Interlock) 

16mm OPTICAL SOUND TRANSFER 16mm POSTFOGGING OF EF 

16mm SILVERSOUNDTRACK APPLICATION 16mm TITLES 6 ART WORK 

16mm OPTICAL PRINTING 

CHANNEL 8 COLOR LABS 
905 JACKSON STREET/P.O. BOX 1410 

TAMPA, FLORIDA 33601/813/229-7781 

Crystasound 
Pre-Amplifier for 
CP-16/A Cameras 

The Crystasound Pre-Amplifier optional accessory provides the 

CP-16/A camera system with an additional condenser microphone 

capability-without requiring the use of the Crystasound Auxiliary 

Mixer. When the Model CM-1 Pre-Amplifier unit is plugged in, the 

CP-16/A Crystasound built-in Amplifier will still accept 

two low impedance microphones and one line input — 

as well as one Sennheiser 804/805 - series con¬ 

denser microphone, with all systems controlling 

the Crystasound built-in Amplifier remaining 

fully operational. All required power 

is supplied by the same NC-4 nicad 

battery pack powering the entire 

CP-16/A camera system. 

For further 
information, 
please write to: 

U CORPORATION 

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

QUESTION: Some of the more stun¬ 
ning shots in "SEAGULL" were ob¬ 
viously made from the air. Can you tell 
me about those? 

COUFFER: A very important aspect of 
the photography in J. L.S. is the spectac¬ 
ular helicopter work, and full credit for 
that goes to the cameraman, Jim Free¬ 
man, and the pilot, George Nolan. They 
worked perfectly as a team, and pro¬ 
duced some breathtaking shots that / 
don't believe have ever been surpassed 
in helicopter photography. They were 
on location with us for at least three 
months, and / don't think that any 
picture has ever had so much helicopter 
time. We also had two different fixed- 
wing airplanes with top stunt pilots 
who did some of the POV shots. The 
camera was mounted in the undercar¬ 
riage, exposure predetermined, and was 
started by the pilot by remote control 
at the beginning of a maneuver. 

QUESTION: Anyone who has ever tried 
to film wildlife of any kind—especially 
in closeup—knows that it is much more 
difficult than it appears to be. You are 
one of the acknowledged experts at this 
very special kind of cinematography. I 
wonder if you would mind breaking the 
challenge down into its specific com¬ 
ponents? 

COUFFER: One problem with photo¬ 
graphing this film would seem as if it 
ought to be a pretty basic operation. 
The problem was keeping the subject in 
the picture! / used a Panavision-adapted 
Mitchell Mark II which had reflex view¬ 
ing. A lot of the shots of the gulls doing 
aerobatics, and fast flight really present¬ 
ed problems of keeping the subject in 
the frame. Erratic, unpredictable flight 
is very difficult to follow. / do my own 
operating, and / follow focus myself on 
the groundglass, so the problem is multi¬ 
plied. But there's no way an assistant 
can keep a moving bird in focus when 
you're shooting on the long end of a 
zoom lens or with the 1000mm which / 
often used. Panavision adapted an Arri 
bull's-eye viewfinder for me which / 
could use with my left eye for tracking, 
while keeping focus with the right eye. I 
don't claim that / could do both at the 
same time; it was back and forth, but I 
practiced a lot until it became auto¬ 
matic. 

But that was only a small technical 
problem. The answer to your question 
concerns my first interest as a naturalist 
when / was a youngster. My involve¬ 
ment with film came as a happy coinci- 

1590 AMERICAN CINEMATOGRAPHER, DECEMBER, 1973 



dence when / was in school at USC 
studying zoology. At the time they had 
a mediocre Zoology Department and a 
superior Cinema Department. / had a 
friend named Conrad Hall (who, of 
course, is now a distinguished cinema¬ 
tographer), who was taking courses in 
filmmaking after having changed over 
from a major in journalism, and I went 
with him to listen to a few lectures by 
Slavko Vorkapich who was head of the 
Cinema Department. / was really in¬ 
spired by Vorky. He changed my whole 
objective in life, just as he'd done Con's. 
We both ended up majoring in Cinema 
Arts. It's an example, in case any 
teachers would like to take inspiration 
from it, where the imagination of one 
teacher had a profound effect on our 
lives. 

One irritant to my career is that 
producers are uneasy with my back¬ 
ground in natural history. It's the old 
problem of being categorized. If you're 
good at one thing, you can't be capable 
in something else. I've got a reputation 
for being able to shoot and direct 
natural history films. But what about 
people? Producers never seem to realize 
that I've directed the people in films 
like "RING OF BRIGHT WATER". It 
seems crazy, but this business is a bit 
nuts. 

Believe me, it's a lot easier for me to 
deal with actors who respond to what 
you have discussed with them, than it is 
with animals which behave only because 
of some maneuver you've dreamed up 
to outsmart them. I'm equally comfort¬ 
able with a film involving good actors 
where / can more-or-less relax and let it 
happen, or scratching my brain devising 
ways to make it happen with the ani¬ 
mals. 

QUESTION: I know that you have, 
during recent years, concentrated more 
on directing than on working as a 
cinematographer. What kind of adjust¬ 
ments, if any, did you have to make in 
going back to being a Director of 
Photography, after having worked so 
much as a Director? 

COUFFER: I've been a Director for the 
past few years, and it's been several 
years since I've done more photography 
than second unit work on my own 
films. Most of my films deal with some 
aspect of natural history, with people in 
the biggest part of the movie and 
animals in the remainder. / shoot the 
animal parts myself as a second unit 
operation, pre- or post-production, and 
direct the main unit with another cam¬ 
eraman, just as in any conventional film. 
It bothers me that in this business it's 
considered a step backward to go from 
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directing to Director of Photography. 
At least Directors think it is—D.P.s 
don't! 

QUESTION: With the exception of 
Haskell Wexler and yourself, there are 
very few "big league" Hollywood film¬ 
makers who function both as Director 
and Cinematographer, or alternate be¬ 
tween the two crafts. Do you find any 
dichotomy in doing so? 

COUFFER: Not to forget Bill Fraker 
who is active both shooting and direct¬ 
ing. Now, on to the question: / simply 
like to work in film, and I like to use 
my hands and body as much as my 
head. Whatever capacity / happen to be 
in. Director or D.P., I'm always lugging 
something from one set-up to the next, 
and tearing around doing things that 
maybe some shop steward from another 
craft gets uneasy about, but / really 
enjoy it and / believe the crews pitch in 
even more when they see the boss doing 
the dirty work along with the rest. But 
that isn't the reason / do it. / do it 
because / like it. 

/ think you can make more mistakes 
and get away with them as a Director 
than as a D.P. There are times when you 
can cover yourself with set-ups and in 
other ways, and you can bluff your way 
through situations. It's something you 
have to do when you don't have an 
answer—stumble through and depend on 
intuition. As a Director of Photography 
everything is there on the screen. There 
are a few directors around who don't 
know what they're doing—but not many 
D.P.'s. 

QUESTION: No two directors work in 
exactly the same manner, even though 
both may achieve excellent results. 
From the very human standpoint, don't 
you find it a bit difficult to work as a 
Director of Photography now, with 
someone else actually directing the pic¬ 
ture. What I mean is: aren't you some¬ 
times tempted to tell the Director how 
you would stage a particular piece of 
action if you were directing? 

COUFFER: I'm usually quite able to 
restrain my directorial urges. Often / see 
other directors doing things / would do 
differently, and sometimes / think 
they're wrong. Sometimes, depending 
on the situation and the director, and 
because of the team nature of film-mak¬ 
ing, if / think an idea might be welcome, 
/ might offer a suggestion; sometimes 
not. It's a matter of discretion and 
judgment and mostly personality. As 
.often as not, / see another director do 
something really inspired that / didn't 
think of, and / learn something. I'm not 
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a self-centered person who has irrevo¬ 
cable ideas about how things must be 
done. Asa director, I'm very much open 
to suggestion from anyone on the set. 
I'll listen to anyone's idea—as long as 
they don't pout if / don't agree with it. 
That's an understanding / always have 
with the crews / work with—and it's a 
part of why my pictures are usually a 
happy film-making experience. Every¬ 
one's participating beyond their narrow 
niche. This attitude helps to get good 
people. No one likes to work for a 
tyrant. 

QUESTION: Through the years you 
have built an almost unparalleled repu¬ 
tation as an expert in filming wildlife. 
Can you tell me how you feel this might 
have given you a very special back¬ 
ground for shooting a picture like 
“JONATHAN LIVINGSTON SEA¬ 
GULL"? 

COUFFER: There were some very 
tricky things with this film concerning 
bird training and handling. Because of 
my background, / worked very closely 
with the trainers. In this area Hall 
Bartlett gave me free rein, so / was 
something else in addition to camera¬ 
man. There were a lot of people who 
didn't think it would be possible to get 
gulls performing some of the aerobatic 
feats that the script required, and great 
credit goes to the trainers for pulling 
this off. 

Also, curiously enough, some of the 
best of the dive shots and other aero¬ 
batics were the natural behavior of wild 
birds. One wouldn't imagine that sea¬ 
gulls really do some of those things, but 
under exceptional circumstances they 
do. It was my experience as a naturalist 
that put me at an advantage in knowing 
under what circumstances / might find 
the gulls behaving in extraordinary 
ways. 

QUESTION: Some of the scenes in 
"SEAGULL" are so spectacular that 
they could only have been achieved 
with the aid of special effects. However, 
it is a tribute both to you and to special 
effects expert L.B. Abbott, ASC, that it 
is impossible to tell where the one craft 
leaves off and the other begins—just as it 
should be. Would you care to comment 
on this? 

COUFFER: Bill Abbott lived up to his 
incredible reputation as the master of 
special effects, and did a great deal for 
the visual effects of the picture. He 
combined some helicopter backgrounds 
with trained bird shots made against a 
blue backing, and he put some birds 
against his own backgrounds, and con- 
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tributed some other very tricky shots. 
But a lot of the shots that look as if 
they might be special effects were actu¬ 
ally shot the way you see them. 

QUESTION: Are there any further com¬ 
ments you could like to make about 
your experiences in working on "JONA¬ 
THAN LIVINGSTON SEAGULL"? 

COUFFER: There have been some very 
complimentary comments about the 
photography. I'd like to say very hon¬ 
estly that a great deal of the credit is 
due to Hall Bartlett who was the Pro¬ 
ducer and Director. He was very de¬ 
manding, uncompromisingly so, and / 
think / would have been tempted to 
settle for less in many cases if it hadn't 
been for this attitude of pressing for the 
best, l/l/e had time and the budget to do 
this—a luxury which / haven't always 
had—but it was Hall Bartlett reaching 
out for quality that really made it 
happen. 

QUESTION: One more thing. Someone 
told me I should ask you about an 
incident during the filming which in¬ 
volved a large wave. What did he mean 
by that? 

COUFFER: Ah, yes. The incident of 
the great wave. We did a lot of work on 
beaches, along the edge of the surf, and 
the height of the tide became as impor¬ 
tant in making a daily schedule as the 
coffee break. Often we'd move a set-up 
half-a-dozen times up or down the 
beach as the tide rose or fell. 

On this particular day, famous in a 
very small circle, and known as "The 
Day of the Great Wave", we had been 
working for three or four hours on a 
beach at the mouth of a narrow cliff- 
rimmed gorge. We had an "A"-frame at 
the edge of the cliff with a high-line on 
which we'd sent down a lot of equip¬ 
ment and, while the grips were laying 
about fifty feet of track for a Western 
dolly, / was set up for another shot with 
the camera on a tripod. 

We were hoping to get some high surf 
in the background, and weren't quite 
ready with the actors when I saw this 
big set of waves outside. / said some¬ 
thing that in retrospect was pretty 
stupid, like: "Wow, Hall! That's the 
kind of background we want! Look at 
that wave! Isn't it just beautiful?" 

/ was getting my kicks by merrily 
visualizing the proposed shot through 
the viewfinder as that big foaming mon¬ 
ster bore down. / felt perfectly safe, / 
mean, we'd been working on the beach 
for hours and were familiar with the 
day's pattern of waves, but this one was 
really the "ninth ninth", as the surfers 
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COMBINES THE FUNCTIONS OF 

• LOCATION RECORDER 
• LABORATORY RESOLVER 

• EDITING BENCH AMPLIFIER 
• SOUND STUDIO DUBBER 

• TRANSFER RECORDER 

IT IS COMPATIBLE WITH MOST OTHER 
SYNC SOUND SYSTEMS, PROFESSIONAL 
OR AMATEUR. PILOTONE OR DIGITAL 
SYNC, REEL-TO-REEL OR CASSETTE 

shooting 

o E* .a II 
sound 

The Super 8 Sound Recorder has been de¬ 
signed to sync with the latest generation of 
"electronic" Super 8 cameras equipped with 
a once-per-frame contact switch (electronic 
flash socket) and with any camera equipped 
with a pilotone sync generator. 

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 

say, the biggest wave of the biggest set 
of the day. 

About the time it broke and that 
wall of white water started charging up 
the beach, / realized we were in trouble. 
/ yelled, and my assistant yelled, and 
everyone nearby came running to help 
with the camera. But it was all pretty 
futile. / wrapped my arms around the 
tripod head, braced myself, gritted my 
teeth, and waited for the inevitable. 
Three or four guys arrived to hold on. 
Either they thought I'd make a good 
anchor, or maybe they felt they could 
help me take on the whole Pacific 
Ocean, which seemed to be coming at us 
all at once. / was braced in a very heroic 
stance, pushing the tripod legs down 
into the sand as hard as / could. / was 
holding the camera and it was holding 
me—we were holding each other—and 
helping hands were holding us. Then the 
wave hit, and one by one I felt my 
buddies go. It was like losing part of 
your crew from a foundering lifeboat. 
After the initial wall of water crashed 
on us like a bomb, the aftershock just 
kept on coming. It was like trying to 
keep your feet in the middle of a strong 
river current. The wave crested up above 
my waist, and in a few seconds / was all 
alone—assistant, grips, gaffer, director, 
all gone with the tide. As the current 
tore by, / could feel it digging out the 
sand under my feet and from under the 
tripod legs. We slowly sank together 
into the sand, and / kept shoving down, 
embracing that precious camera to the 
last. 

Then it stopped—and it all happened 
again in reverse in the backwash! 

When it was over, / was left standing 
with the camera in a hole about two 
feet deep. There were struggling bodies, 
apple boxes, wedges, planks, batteries, 
track, and reflectors scattered along 
about half-a-mile of beach. A hundred 
yards back in the canyon we dug the 
dolly out of the sand. What a bunch of 
drowned rats we were. Nobody escaped 
a soaking. But there was a good feeling 
of averted catastrophe. Nobody suc¬ 
cumbed, and we had a rather jolly time 
cleaning up the mess. Norm Harris, the 
gaffer, was the only casualty. He got 
clouted with a sharp-edged accessory 
case that he was trying to surfboard, 
and he went limping around, picking 
pieces out of the sand and bleeding like 
a war hero counting the dead after a 
battle. 

I'd love to have watched that scene 
as one of the uninvolved spectators 

up on the cliff. Everything a movie 
company does seems insane to them, 
anyway. This must have confirmed that 
we really were, all, totally mad. / 
probably would have died laughing. ■ 
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FILMING THE WITCHES 
Continued from Page 1573 

you're shooting fast, moving around a 
lot and don't want to be always fooling 
with the armature on the motor." 

"What about the lenses you're us¬ 
ing?" I ask 

"On the ACL we're using the Ange- 
nieux 9.5mm-57mm zoom, which has 
the low-light-level requirement we need. 
It's T/1.6 and a fairly sharp lens. We're 
also using the Canon 12mm-120mm 
Macrozoom lens. On the NPR we're 
using the Angenieux 12mm-120mm and 
9.5mm-95mm zooms. We also have an 
Angenieux 25mm F/.95 prime lens for 
the really low-level stuff. In some scenes 
we'll be shooting with literally one 
foot-candle of light. Using a one-stop 
push (which brings the film to ASA 
200) and shooting with the F/.95 lens, 
we'll just get inside the exposurable 
range of the film." 

Maury Hurley gives me a briefing on 
the shooting that will take place that 
night: "We're going to be filming the 
First Initiation of our leading lady into 
the coven. (It takes three initiations to 
become a full-fledged witch, but she's 
just a novitiate at this point in the 
story.) We'll be shooting in the home of 
Carl Weschke, who's the Head Witch of 
the coven, and the real thing. Every 
witch has a 'witch name' and his is 
'Gnosticus'. He owns the Llewellyn Pub¬ 
lishing Company, one of the top occult 
publishing houses in the world. He's a 
sincere man and very knowledgeable 
about all aspects of the occult, as well as 
about all other kinds of religion. He's 
also a man whom I respect and trust. 
He's not an actor, of course, but it 
would be difficult to find an actor to 
play the part as well as he does it. He 
has a great look about him—a great face, 
a great beard and a great presence. His 
eyes are perfect and he has a magnifi¬ 
cent bass voice. He conducts the witch¬ 
craft rituals exactly as they really are. 
We'll be shooting tonight in the actual 
ritual room, which is in the basement of 
his home. The Initiation Ceremony will 
be precisely authentic, from start to 
finish—and this will be the first time it's 
ever been filmed." 

"Gee, I can hardly wait!" I chortle. 
"It's just like Halloween!" 

Maury fixes me with a glare. "Now, 
we all know about your weird sense of 
humor from the last time you came 
clomping around with us," he says, not 
too unkindly, "so don't go making any 
smart-ass remarks in front of the witch¬ 
es. They just might turn you into a 
frog." 

I gulp. "I don' wanna get turned into 
no frog," I say, my voice already sound- 
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ing like a croak. "Green ain't my color." 
"Those bumps wouldn't do much for 

you, either," says Hurley, "so watch it. 
Bub." 

If the best Art Director in Holly¬ 
wood were to design an abode for the 
Head Witch of a coven, he couldn't do 
better than the home that Carl Weschke 
actually lives in. It's an imposing three- 
story structure built of reddish brown- 
stone. Its circular turret looms over the 
landscape and its windows stare down 
like the eyes of the dead. The trees that 
stand next to it clutch at it with barren 
limbs. 

The house is, I'm told, about 90 
years old and it's appropriately haunted 
by the ghost of a young serving girl who 
was rendered pregnant by the master of 
the house, 'round about the turn of the 
century, and decided to end it all by 
hanging herself in the third-floor stair¬ 
well. At odd moments the poor darling 
can be heard weeping and carrying on 
up there. 

The inside of the house is, if any¬ 
thing, even more atmospheric than its 
exterior. The ceilings are high, the 
rooms spacious. The walls are faced 
with elaborate paneling and exotic cov¬ 
erings. Several of the rooms are lined 
from floor to ceiling with book- 
crammed shelves—a vast library of vol¬ 
umes on everything to do with the 
occult, world religions, psychology, 
philosophy and related subjects. A truly 
"grand" staircase sweeps toward the 
upper floors. This house is the perfect 
pad for the Head Witch of a coven. 

Carl Weschke lives here with his 
attractive young wife (they were wed¬ 
ded in a witchcraft ceremony) and 
infant son. The house also serves as the 
headquarters of his occult publishing 
business. 

Soon I meet the gentleman himself, 
and I'm utterly disarmed by him. 
Whereas I had expected to meet some¬ 
one rather theatrical and faintly sinister, 
he is none of those • things. He is, 
instead, a man of obviously very high 
intelligence and encyclopaedic knowl¬ 
edge. He is friendly and down-to-earth 
and has a droll sense of humor. Though 
he is very sincere and serious about 
witchcraft, it's plain to see that he 
doesn't take himself too seriously. 

I know very little about witchcraft- 
only what I learned while researching a 
production of "Bell, Book and Candle" 
which I directed on television several 
years ago—so I make so bold as to ask 
him a few questions, which he gracious¬ 
ly answers. 

When I ask him how he defines 
witchcraft he says that it is regarded as a 
religion, but, even more than that, a 
practical philosophy for positive living. 
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■ Three times the life expectancy of 
standard Auricon-type mag heads. 
3XL mag heads are built with a 
special hard alloy which provides 
extra long wearing time. ■ No ad¬ 
justments are required. 3XL record 
and playback heads are mounted on 
a common pivot arm assembly which 
guarantees positive azimuth align¬ 
ment for the entire life of the 3XL 
module. ■ 3XL mag heads are com¬ 
patible for use with all 16mm single 
system sound cameras which accept 
Auricon-type mag heads (such as 
CP-16 and CP-16/A cameras). 

3XL mag head shown installed 
in CP-16/A camera. 

His coven practices "white magic", with 
the aim of helping the individual realize 
his highest potential as a person. 
Though he has nothing derogatory to 
say about Satanists and black magic 
types, it is clear that his philosophy is 
far removed from theirs—although they 
share some basic rituals in common. 
"It's not the form, but the intent that 
makes the difference," he tells me. 

I ask him why he has consented to 
participate in the making of this film 
and he tells me, very simply, that he 
feels that witchcraft has been kept a 
deep, dark secret for far too long. 
Miapprehensions have grown up about it 
because of the secrecy and he feels that 
the film will help inform the public as 
to what it really is; also, he trusts 
Hurley and his crew to treat the subject 
with respect. He admits that his views 
are not shared by all of the witches. 
Many of them feel that their secrets 
have been jealously guarded for 2,000 
years and that this secrecy must contin¬ 
ue. He shrugs—he has to do what he 
thinks is right. He excuses himself po¬ 
litely. He has to get into his robes for 
the filming that is to take place. 

Meanwhile, the leading lady has ar¬ 
rived. She is a lovely blonde named Mari 
Norvang—friendly and funny and a real¬ 
ly good sport, as it turns out. She's done 
some stage work and a few television 
dramas, but this is her first feature 
movie. By curious coincidence, she has 
played on television the role of the 
hapless maid servant who hanged herself 
in the stairwell on the third floor. 

Meanwhile, the crew is busy in the 
basement, hanging lights, readying cam¬ 
eras, taking meter readings. The first 
scene will be a "walking dolly" shot 
down a long corridor as the novitiate 
and her witch guide approach the ritual 
chamber. Ned hides Tota-Lights in 
nooks and crannies along the way, 
covering them with reddish amber gels. 
The "key" light on the girls' faces will 
actually emanate from the candles they 
are carrying. 

Maury calls for a run-through. The 
girls walk down the corridor. Skip Nel¬ 
son, hand-holding the Eclair with the 
F/.95 lens mounted walks backward 
about four paces in front of them, 
executing a very smooth "trucking" 
shot. Three takes are made. Maury 
"prints" the last one. It's in the can. 
Strike it! Next set-up! 

Now we move into the ritual cham¬ 
ber, and this is an astounding "set". It is 
an oval-shaped room with a low ceiling 
and it is crammed with the various 
trappings of witchcraft. A mirror-lined 
black coffin stands against, one wall, 
with candles burning inside it. There are 
crystal balls, smoking incense contain- 
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SMITH-VICTOR CORR. 
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ers, black-light posters of occult design, 
and many unfamiliar objects of an 
exotic nature. On the carpet has been 
drawn the "magic circle" with penta¬ 
gram in the center. Overhead a Tiffany 
glass lamp sheds a ruddy glow. 

Tiny Mole-Richardson quartz lights 
have been hung against the low ceiling 
to provide atmospheric area lighting. 
Ned Judge bounces the beam of a 
slightly larger lamp off the ceiling to 
provide some sort of faint fill light 
over-all. 

Present in the room, resplendent in 
their witch robes, are Carl, his wife and 
two other young ladies. The crew is set 
up to shoot—Ned with the tripod- 
mounted ACL, Skip hand-holding the 
NPR, Lyle holding the microphone, 
with the Nagra slung from his shoulder. 
Since this is the real thing, there will be 
no rehearsals. They'll have to "wing" it. 

The Initiation Ritual begins with Carl 
"opening the circle"—that is, calling up 
the "powers" from their various other 
worlds—commanding them to come 
forth and join the circle. The roster of 
powers summoned includes a compre¬ 
hensive pantheon of ancient deities— 
Egyptian gods, Indian gods, the Hebrew 
god, Assyrian gods, Druidic gods. Fac¬ 
ing, in turn, toward the four points of 
the compass, and pointing aloft a small 
dagger, Carl sings out their names in a 
basso profundo worthy of an opera star. 
I could swear I feel the room filling with 
unseen presences. My hair stands on 
end. 

Suddenly there is a knock on the 
door—and I almost jump out of my 
skin. Carl asks who is there, and the 
witch guide says that a novitiate has 
come, seeking initiation. Carl bids them 
enter, and the door slowly opens. 

There stands the red-robed guide 
leading the novitiate, who is mother- 
naked, except for a sweet smile on her 
face and a blue hood-like cap that 
covers her eyes. Her hands are tied 
behind her back with a silken cord. 

They move on into the room and 
enter the magic circle through a wooden 
archway. I can hear the faint whir of the 
cameras—and the pounding of my own 
heart. I can't shake the feeling that 
there are more entities in that room 
than I can see. The vibes are confused 
and strangely hostile. The air seems 
thick. 

The Initiation Ritual unfolds in a 
choreography that seems to be moving 
at about 96 frames. Carl's deep voice 
fills the room as he recites the incanta¬ 
tions. Swinging a pyx fuming with 
incense, he greets the novitiate, embrac¬ 
es her, kneels before her, bestows the 
ritual kisses. 

The camera crew stands transfixed. 
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Skip Nelson, moving like a ghost about 
the room with his hand-held camera, 
probes for angles. His movements seem 
dreamlike—as if he were gliding about 
on full automatic. 

Now the novitiate is kneeling before 
the coven leader, as he prepares to carry 
out the symbolic scourging. There is a 
tension in the very air. The ''scourge'' is 
made up of flails that are actually 
colored ribbons. He lashes the naked 
back of the kneeling novitiate, counting 
out the blows one-by-one. With each 
blow the tension seems to mount. 

When he reaches the ninth blow, one 
of the attendant witches suddenly col¬ 
lapses and falls to the floor. The cam¬ 
eras continue to whir. This must be part 
of the ritual. But, no—something is very 
wrong. The other witches rush to the 
fallen one. Her face is dead white 
against her red robe. Carl quietly calls 
for water, kneels over the stricken 
witch, rubs her wrists, gently slaps her 
cheek. For what seems like several 
minutes, she does not move at all. The 
tension in the room is, by now, almost 
unbearable. Then slowly—incredibly 
slowly—she begins to stir. It takes the 
longest time for her to float up out of 
the mists of wherever she was—and now 
she doesn't know where she is. It takes 
several more minutes for her to reorient 
to the here and the now. 

The cameras have stopped. I catch a 
glimpse of Hurley's face. He's goggle- 
eyed—horrified—and so am I. 

The fallen witch is helped to her feet. 
She mumbles something about having 
seen visions . . . heard voices . . . Hurley 
turns to the crew. "It's a wrap," he says 
in a hoarse whisper. "We won't shoot 
anymore tonight." We're all shaken by 
what has happened—all except Carl, 
who seems completely composed and 
tranquil. 

Later, back at my hotel, we huddle 
over scotch-and-sodas, performing a 
post mortem of the evening's events. 

"We can never shoot in that room 
again," says Hurley. "We went too 
far . . . offended someone ... or some 
thing ... I'd been warned that some¬ 
thing startling might happen there to¬ 
night—and it did." 

"What in hell do you suppose did 
happen?" I ask. 

"I don't really know," says Hurley. 
"To us, standing outside the circle, it 
looked like it fell apart because of the 
heat, the lights, the tension. But to the 
witches inside the circle, it fell apart 
because powers came in and possessed 
the girl and she passed out. They told 
me privately that this was unusual. They 
never expected it to happen. By their 
definition, we invoked the gods and 
commanded them to be present at the 
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cjtlaifta Film Equipment Rentals# 
1848 BRIARWOOD ROAD, N.E. 

ATLANTA, GEORGIA 30329 
404/633-4101 

HARRISON CAMERA & LIGHTING CORP. 
14839 N.E. 20th Ave., North Miami, Fla. 33161 
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ceremony, but we had no purpose for 
them. There was no reason for them to 
be there—except our cotton-pickin' 
movie—and so they were mischievous. I 
don't know. I can't really explain it. I 
just know that it happened, and I don't 
want it to happen again.” 

"What about the shooting scheduled 
for tomorrow night?” I ask. 

"Well, tomorrow night we're going to 
shoot the 'Calling down of the Moon' 
ceremony outdoors," he says. "It's a 
celebration kind of thing—chanting and 
dancing around the fire. Carl says it's all 
right to go through with it. But this 
time, we won't open the circle. I think 
that was our big mistake—opening the 
circle and actually invoking the powers. 
We were trying to be completely au¬ 
thentic, but we got more authenticity 
than we bargained for!" 

On the following evening we drive to 
a place in the countryside about 25 
miles outside of St. Paul. We turn into a 
gate and find ourselves in what seems 
like a vast private estate. It is actually a 
former experimental horticultural farm 
belonging to Carl's parents. On it, 40 
years ago, his late father had built a 
magnificent log cabin. 

We go inside and meet Carl's mother, 
a charming lady who, with the typical 
warm hospitality of midwestern people, 
extends a cordial welcome to the cam¬ 
era crew, the first arrivals. She has 
prepared a heaping tray of sandwiches 
and coffee to sustain the witches who 
are to gather for the ceremony that 
night. 

I'm absolutely fascinated with the 
log cabin. Built of huge logs originally 
trucked in from God-knows-where, it is 
an authentic replica of American fron¬ 
tier architecture—except for the modern 
plumbing and electricity that have been 
added for comfort's sake. With my 
Walter Mitty imagination, I have little 
trouble becoming Daniel Boone in a 
place like this. 

The area where we are going to shoot 
is a clearing off in the woods. Details are 
formed to gather firewood and get the 
torches set up. Lyle McIntyre has 
brought along a portable television set 
which he plugs into his car so that he 
can watch "ALL IN THE FAMILY" 
between chores. 

The torches, four of them surround¬ 
ing the fire area—are to be fueled by 
propane and it's necessary to dig holes 
to hide the propane tanks. Loads of 
firewood are brought in and stacked, so 
that everything is ready by the time the 
witches arrive. There are more of them 
tonight—three men and six women. Just 
the right proportion, by my reckoning. 

By the time it is dark, everything is 
set to go. Lyle having seen Archie 
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Bunker through his crisis of the evening, 
now has the Nagra set up for recording. 
Skip has his fast lens mounted on the 
NPR. This is going to be essentially an 
available light shoot, with all of the 
lighting coming from the fire and the 
torches. Obviously, with a bunch of 
witches in dark robes, moving against a 
pitch black background, that won't 
quite do it. 

To help the situation, Ned has rigged 
a makeshift portable light. It consists 
simply of a bare quartz lamp dangling 
from a wire and backed up by a folded 
aluminum foil reflector. This ridiculous- 
looking homemade rig, powered by a 
battery slung over Ned's shoulder, kicks 
out an amazing amount of lumens and it 
serves admirably as a fill light or rim 
light as needed. A couple of Coleman 
lanterns, actually brought along as work 
lights, are pressed into service for the 
same purpose, even though their color 
temperatures are a bit high. 

The "Calling down of the Moon" 
Ceremony begins and Carl, who careful¬ 
ly avoids "opening the circle" this time, 
welcomes the initiate and goes through 
the appropriate ritual. The witches 
chant in unison as they march around 
the fire. 

The cameras grind and everything 
goes very well. Meanwhile, the night air 
has grown very cold and the witches (to 
say nothing of the camera crew) are 
shivering. Between takes, Carl says: 
"I'm beginning to think we're indoor 
witches." 

Now is when Skip Nelson shows his 
genius as a cameraman. Shooting with 
the F/.95 lens wide open, he has about a 
three-eighths-inch depth of field and the 

light level is so low that he can barely 
see anything clearly enough through the 
viewfinder to get a focus. But he man¬ 
ages to split whatever focus there is to 
get in-depth shots and some fine compo¬ 
sitions. Ned is also busy shooting like 
the pro that he is, and there's nary a 
complaint from either of them. 

All goes without a hitch. Nobody 
gets possessed by anything (except, 
maybe, the cold); nobody passes out; 
there's nothing but good vibes. We wrap 
it all up in short order and gorge 
outselves on Mrs. Weschke's fine sand¬ 
wiches. 

The next morning, winging toward 
Hollywood on the plane, I reflect that 
this has been one of my more worth¬ 
while adventures. I've had the pleasure 
of being with a group of real pros doing 
their thing for the sheer joy of doing it. 
I've met some fascinating people and 
learned a lot about witchcraft. 

And I've managed to get the hell out 
of there without getting turned into a 
frog! ■ 
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(212) 246-0865 

MOTION PICTURE EQUIPMENT 
CORPORATION 

MCALISTER CAMERA DOLLY 
HOLLYWOOD SCENE DOCK 

GRIP EQUIPMENT 
5428 SATSUMA AVE. 

NO. HOLLYWOOD, CAL. 91601 
(213) 766-4397 

r Hack Swain 
Productions, 
InC. * 20 YEARS IN FLORIDA 
Producer services at realistic fees 

Call us: 813/955-1706 
k P. 0. Box 10235, Sarasota, Fla. 33578 A 
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INDEX TO FILMING FACILITIES 

ASIAN FILMS 
72 JANPATH.N.DELHI-1 

Cable : Moviphoto, 
New Delhi (India); 
Telephone : 47995 

in FiORinn nr/ 

With the largest and most completely 
equipped facility to serve the motion 
picture industry in the Southeast. 

COMPLETE 16 & 35MM SOUND 

PRODUCTION FACILITIES 

• Mixing • Dubbing • Transfer (Magnetic 
& Optical) • Interlock Screening 
• Editing • Location Sound • 
Sound Effects and Music Libraries 

WESTREX / NAGRA / RCA EQUIPMENT 

Send for our descriptive brochure 

WARREN SOUND STUDIOS 
35 N.E. 62nd Street* Miami, Florida 33138 
Phone: (305) 754-9539 

DON RENN 
UNDERWATER AND 
WILDLIFE FILM 
SINCE 1948: 

= The finest 
Mi underwater 

equipment 
■I available in the 

world today 

■I Underwater 
lights, gener¬ 

al ators, boats, 
equip., rental, 

■■ stock footage 

295 W. Enid Dr., Key Biscayne, Fla. 33149 
(305) 251-6990 or 361-2366 

Arriflex 
Eclairs 

Photo-Sonics 
Millikens 

+ 
Cooke 
Zeis 

Klnoptic 
+ 

Individually 
Water Corrected 
Lens Dome Ports 

asm 
FARKflS FILM COMPANY 

IS 
COVERED 

BY 

612 MARINA HOUSE, HONG KONG 

• Production Management Service 
• Professional Crews 
• Camera and Equipment Rentals 
• Complete 16/mm & 35/mm 

Production Facilities 

Volume 54, 1973 

Index by Title or Subject 

-A- 

Academy of Motion Picture Arts and Sciences 
Breaks Ground for New Headquarters 
Building, Nov. 1416 

Alternative to Super-16, An, Mar. 312 
“An American Family,” May 590 
Arriflex 16SR Camera Since Photokina 1972, 

The, Dec. 1548 
Atema 166 Editing Table, Sep. 1140 
Atlanta International Film Festival, Nov. 

1390 
Awards of the Sixth Annual Atlanta 

International Film Festival, Nov. 1424 

-B- 

Beaulieu Story, The, Oct. 1314 
Behind the Scenes of “Westworld,” Nov. 

1394 
“Beyond Disaster” . . . We Hoped!, Jun. 692 
Bitten by the Film Bug, Jun. 734 
Bringing Reality to Filming of “The Man 

Without a Country,” Apr. 470 
Build Your Own Editing Table, Apr. 440 

-c- 

Camera, Action, “Cut!”, Jan. 36 
Cameraman’s Remote Start/Slate RS/S-2, 

The, Dec. 1556 
Canon Story, The, Aug. 994 
Choice Between Film and Tape, The, Sep. 

1132 
Cine-8 Hi-Speed/Pulse Super-8 

Camera—Model SP-1, The, Oct. 1298 
Cinema Products’ XR35 Lightweight 35mm 

Studio and Location Camera, Dec. 1568 
Cinema Workshop, Camera Drives, Aug. 960 

Crystal-Sync, Dec. 1504 
D.C. Servo Motors, Nov. 1372 
Governor Motors, Sep. 1092 
Light Meters—Part I, Apr. 384 
Light Meters—Part II, May 518 
Light Meters—Part III, Jun. 660 
Light Meters—Part IV, Jul. 816 
Ni-Cad Batteries, Jan. 16 
Ni-Cad Batteries—Charge Retention, Mar. 

248 
Ni-Cad Batteries—Charging, Feb. 132 
Synchronous Motors, Oct. 1240 

Cinematography on the Ocean Floor, Apr. 
462 

Cinemobile Introduces Two New 
“Super-Vehicles", Jul. 867 

“Comic Book”—Overcoming the Obstacles to 
Independent Film-Making, Nov. 1450 

Community College Provides Practical 
Training Ground for Young Film-Makers, 
Feb. 182 

Computerized Color Balancing at CFI, Oct. 
1288 

Continental Camera Systems Introduces 
Unique 35mm Mark 10 Helicopter Mount, 
Feb. 202 

CP-16 Camera/Nagra SN Connection, The, 
Sep.1152 

Creating Special Effects for “Westworld,” 
Nov. 1477 

Creating Special Effects for “Young 
Goodman Brown,” Mar. 339 

ARRI 35BL 
LENS MOUNT 
CONVERSION 

FOR 
BNC MOUNT 

Do it yourself in 20 mins, 
with just a screwdriver! 

ALSO: 
Many other lens mount con¬ 

versions-and Super 16. 
SYLCRAFT 

ENGINEERING CO. 

(213) 464-0828 
6572 Santa Monica Blvd. 

Hollywood, Calif. 90038 

MUSIC MOODS FOR FILM 
This record is a comprehensive MOOD 
MUSIC LIBRARY, designed specifically 
to meet the needs of low budgeted 
feature films, independent film makers, 
film classes, and any kind of production 
Where COMMERCIALLY LICENSED 
music is required. 
Price of $49.95 grants ownership of the 
record itself, and a 3 year license for the 
commercial use of the sounds contained 
in it. 
Check or Money Order only . . . $49.95 

MELAINE PRODUCTIONS 
Livingston Professional Building 
114 West Mt. Pleasant Avenue 
Livingston, N.J. 07309 

for everything 
you need 
in professional 
motion picture 
equipment... 

INATIONAI CINE 
EQUIPMENT, INC. 
4140 AUSTIN BOULEVARD 
ISLAND PARK, N. Y. 115 5 8 

(516) 889-4600 

For Bolex Cameras : 
. Long Telephotos & Accessories 

Angenieux 12 to 120s & 9.5 to 95s 

LENS SUPPORTS 
write for brochure 

Din Film Associates 
9 Worster Ter., \tyeymouth, MA 02188 
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CANADA’S 

Kentucky 
Complete producer's assistance services 

Crews Equipment 
Locations Logistics 

ASMAN-TODD 
PRODUCTIONS 

517 West Ormsby (502) 635-5636 
Louisville, Kentucky 40203 

NICAD® — BATTERIES 
IN STOCK 

CALL 

305 945 4253 
2013 N E 160 TH ST rrOvQiTl N MIAMI BCH FLA 33162 

CAMERA STOCKS 
PRICE 

EASTMAN KODAK PER FT 

16 mm EKTACHROMES 
7252, 7241, 7242 7256  065 
Magnetic Striped 07 
16mm Color Negative 7254   .073 
16mm Black & White Negative 025 
16mm Black & White Reversal 0375 

3-M REVERSALS 
ASA 64, 160 and 250 100'. .$3.50 400'. .12.95 

all new unopened rolls 

MAGNETIC SOUND STOCKS 
New Pyral 1200' rolls   16.80 ea. 
New SFE 1000' rolls   12.95 ea. 

FILM & EDITORIAL LEADERS 
16mm 35mm 

Black Leader 4.0 Den . .. ... 19.50 26.50 

White Leader   ... 10.25 15.50 
Academy   . . . 35.00 38.00 

Fill Leader   . . . 3.25 3.25 

studio film exchange, inc. 
11555 Ventura, Studio City, Calif. 91604 

213-985-3303 

BUY 
&SELL 

Distributor: 
SFE Raw Stock, Inc. 

366 W. 46th St. 
N.Y.C., N.Y. 10036 

212-265-3740 

Creating Special Visual Effects for "Radio 
Rocket Boy," Oct. 1338 

Creative Post-Flashing Technique for “The 
Long Goodbye,” Mar. 278 

“Cycle of Life,” Nov. 1404 

-D- 

Dallas Lends “Hollywood Touch” to 
“Film/Tape Horizons,” Feb. 150 

“Death of the Red Planet” Filmed in Laser 
Images, Jul. 842 

DeLuxe General Lab Furthers Pollution 
Abatement Program, Mar. 309 

Diary of an Around-the-World Corporate 
Film, Apr. 430 

Directing and Filming “Four Children,” Nov. 
1410 

Directory of Florida Motion Picture 
Production Facilities and Services, Jun. 
740 

-E- 

largest and most complete 
rental house 

CINEVISION 

2000 Northcliffe Ave. 
Montreal, Quebec 
(514) 487-5010 

2264 Lakeshore 
Blvd. West 

Toronto, Ontario 
(416) 252-5457 

Eastman Color Black & White 
16mm 8mm Super 8 

CenCoast Film Systems, Inc. 
Nation Wide Service 

1144 Orcutt Road (805) 543-2144 
San Luis Obispo. Calif. 93401 

Ever-Obedient “Cine-Slave,” The, Jan. 54 

-F- 

Film ’73: Film-Plus-Tape, Sep. 1118 
Filmex Announces Extraordinary Success of 

Second Exposition, Jan. 61 
Filming “Deadly Fathoms,” Nov. 1446 
Filming “Garden Isle” in the World's Largest 

Film Format, Aug. 1026 
Filming “Isis” Among the Witches, or, “I 

Don’ Wanna Get Turned into No Frog!”, 
Dec. 1570 

Filming of “Earth Rider,” The, Jan. 34 
Filming of “Jonathan Livingston Seagull,” 

The, Dec. 1526 
Filming of “Like a Phoenix Rising,” The, 

Mar. 284 
Filming of “Threshold: The Blue Angels 

Experience,” The, Oct. 1262 
Filming “Tears of Buddha,” Sep. 1174 
Filming the Atomic Graveyard, Nov. 1464 
Filming the Circus in a 70mm Vertical 

Format, Feb. 146 
Filming the Ways that Skylab Astronauts 

Train Underwater, Jun. 718 
Film-making in the Lone Star State, Oct. 

1282 
Five Best-Photographed Motion Pictures of 

1972, The, May 548 
Fleximount: Hand-Held Without Tears, The, 

Sep.1156 
Florida Filming Scene, The, Jun. 682 
Florida Film-Makers Utilize Film Techniques 

in Shooting Videotape, Jun. 704 
Former Hollywood Producer Talks About the 

Florida Filming Scene, Jun. 696 
Forty-Fifth Annual Academy Awards 

Presentation, The, May 542 

-G- 

Getting the Imagination in Focus, Dec. 1540 

—H— 

Highlights from the History of Motion Picture 
Formats, Jan. 40 

Hollywood in a Hole, Jul. 844 
How “Home Movies” Provide Demolition 

Company with Keys to New Technology, 
Mar. 300 

How “No Go!” Was Filmed, Aug. 1017 
How “Oscar” Nominees are Selected and 

Awards Voted, May 554 

-I- 

Interview with an "Emmy” Winner, Jul. 890 

J- 

Javelin Night Viewing Devices, Jul. 848 

SHOOTING IN CANAD1? 
Rent from the complete rental house OCINEQUIP 

SS1” 
Equipment Rentals 

41 Scollard Street. Toronto.Ontario.Canada. Phone 920-5424 

PROFESSIONAL 
MOTION PICTURE 

AND 
TV EQUIPMENT 

7041 Vineland Ave. 213/875-2444 
North Hollywood, California 91605 

□XBERRY 
Division of Richmark Ca 

Tel. [212] 585-0730 
Cable OXBERRY, N.Y. 
516 TIMPSON PL., BRONX, N.Y. 10455 

OPTICAL 
PRINTERS 

LIQUID GATE 

ANIMATION 
& FILMSTRIP 
EQUIPMENT 

Covering FLORIDA 
like the SUNSHINE— 

COMPLETE RENTAL SERVICE 
mm ■■■■■■■■■■■■■■■■ mi 

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

Phone (305) 851-2780 

LOW OVERHEAD 
means 
LOW PRICES 

GET OUR LOW QUOTATIONS 

LLOYD'S CAMERA EXCHANGE 
1612»©$feTUENGA BOULEVARD 
HOLLYWOOD, CALIFORNIA 90028 
213 467-7180 
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-K- 
LINWOOD DUNN, ASC 

Former Head of RKO Studio Effects Dept. 
NOBODY makes BETTER 16mm 

COLOR POSITIVE PRINTS 
- than TEKNIFILM ! 

Kenworthy Snorkel Camera System Today, 
The, Aug. 1002 

Kodak Announces New, Improved 5247/7247 
Eastman Color Negative, Jan. 46 

CREATIVE 
SPECIAL EFFECTS 

• 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 

IIHIJKK AUOTION rirmm; 
i IILA\ nnxmrs i 

35, 16, and 8mm. Contact continuous, and optical 
reduction and enlarging for color and B&W films. 
Please write for information and prices: 

Uhler Cine Machine Cable: Uhlcima 
15762 Wyoming Ave., Detroit, Mich. 48238 

(313) 861-4663 

For the best in quality and service 

RUSSELL FILM 
LABORATORIES 

Complete 16mm Lab 

Color and black & White processing 

Sound recording 

Editing 

Printing 

Titles 
Same day service on Ektachrome 
processing and work prints 

RUSSELL FILM LABORATORIES 
P. O. Box 6938 • Jacksonville, Fla. 32205 

(904) 389-2316 

gf^lSEA 
W FILMS 

PROFESSIONAL 
UNDERWATER 
PHOTOGRAPHY 

(415) 841-0555 
A Stqn Waterman/ 
Al Giddings Enterprise 
6853 Buckingham Blvd., Berkeley, CA 94705 

To Classified Advertisers 

Copy deadline for classified ad 

vertising is the 1st of month, < 

preceding publication date. MaiP 

copy and remittance to cover 

cost to 

AMERICAN CINEMATOGRAPHER < 
1782 No. Orange Dr. < 
Hollywood 28, Calif. 

-L- 

“Let the Good Times Roll,” Nov. 1398 
Life with “Jonathan,” A, Dec. 1530 
“Lost Horizon,” How It Was Filmed, Apr. 

406 

-M- 

Making a Science-Fiction Educational Film, 
Oct. 1292 

Making of “No Place to Hide,” The, Nov. 
1406 

Man who Never Shoots with His Feet on the 
Ground, The, Oct. 1258 

MCA Demonstrates New Disco-Vision for Use 
on Standard Home TV Sets, Feb. 152 

Minolta Color Meter, May 580 
Model 1000 Super-8 Animation Stand, Oct. 

1301 

—N— 

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 

POSCO 
color media 

ROSCO, PORTCHESTER, N.Y. 10573 

National Academy of Television Arts & 
Sciences — The First Twenty-Five Years, 
The, Feb. 156 

Neil Armstrong Air Museum Tells Story of 
Man’s Conquest of Space, Feb. 168 

Neilson-Hordell Junior Animation Stand, Sep. 
1145 

New CP-16 R and CP-16 R/A Reflex 
TV-Newsfilm/Documentary Camera 
System, The, Dec. 1544 

New Fuji Film Ultra Multi-Layer EBC Coating 
Technique An Answer to Camera Flare 
Problem, Mar. 304 

New Generation of Super-8 Cameras, A, Feb. 
164 

New Kem Junior Editing Table Uses All Kem 
Picture and Sound Modules, Mar. 292 

New Kodak Super-8 Projector Has Sound 
Recording Features, Mar. 308 

New Panaflex Camera Makes Its Production 
Debut, The, May 564 

New Sawyer Sound Building Dedicated at 
Samuel Goldwyn Studios, Mar. 296 

Northfield Appliances Ltd. Time-Lapse 
Equipment, Sep. 1160 

Notes on the Curved Image, Aug. 1019 

-0- 

On Location in Israel ’73, Oct. 1318 
On Location with “Country Blue,” Jun. 730 
On Location with “Deluge,” May 562 
On Location with “Lost Horizon,” Apr. 410 
On Transporting a Camera from One Room to 

Another, Feb. 174 
114th SMPTE Conference and Equipment 

Exhibit, The, Dec. 1536 
“One-Man-Band” and How He Does It, The, 

Jun.720 

-P- 

P.A.G. Modular Sound Dubbing System, Sep. 
1148 

Photographing “Cycle of Life,” Nov. 1405 
Photographing of “Young Goodman Brown,” 

The, Mar. 326 
Photographing the Sears Circus—An Interview 

with Director of Photography Jack 
Priestley, Feb. 189 

“Poseidon Adventure” Producer Irwin Allen 
Addresses A.S.C., Jan. 60 

Preparations Getting Under Way for American 
Bicentennial Celebration, Feb. 179 

Pre-Production Planning Pays Off on Filming 
of “The Man From Clover Grove,” Apr. 
424 

Production of “Catch the Black Sunshine,” 
Jun.686 

Production of “One by One,” The, Dec. 1574 
Production of “Steel Arena,” The, Jul. 854 

rVLT^FllmLab 
1 * • SERVICE. INC. 

FULL SERVICE 16MM LABORATORY 
fc^INTERNEGATIVE^^^ 

MM3 
• 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 

A COMPLETE 

16mm MOTION 
PICTURE LAB. 

OVER 32 YEARS EXPERIENCE 
Use Specialists to Make Your Color Prints 

Pioneer in 16mm color negative¬ 

positive printing and processing • 

Color additive printing • Edge 

Numbering • Cutting Rooms avail¬ 

able • Same day service on Koda 

and B&W reversal dailies 
“Clients throughout the entire 

r world” 

”C Mark of Quality  

Color Reproduction Co. 
7936 Santa Monica Blvd. (213) 654-8010 

Hollywood, Calif. 90046 

If it’s worth saying 
it’s worth saying into 
a Shure Microphone 

AMERICAN CINEMATOGRAPHER, DECEMBER, 1973 1605 



MOVIOLA SALES, 
SERVICE & RENTALS 
Free estimates, shipping con¬ 
tainers, quick service. 

FILM ASSISTANCE 
1946 N.E. 151st St., Miami, Fla 
33162 (305) 944-7494 

CINE TECH 
INCORPORATED 

Deals In Rental Equipment 

7330 N.E. 4th Court 
Miami, Fla. 33138 

Call EGON STEPHAN 
(305) 754-2611 

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 

QUALITY 16mm PRINTS 
k OUR SPECIALTY J 

Satisfied customers coast to coast 
B&W • Kodachrome • Ektachrome 

Color Interneg • Positive 

1923 N.W. Kearney St T 
Portland. Oregon 97209 
(503) 224-3835 TEKNIFILM. INC. 

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 

" ID B 
■  ■ 

■ JR, ■ 

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 

H)A.IsrISTY ROUZER 

STTJIDIO 

7022 Melrose Avenue, Hollywood, California 90038 

Request Brochure HC (213) 936-2494 

Production of ‘‘Voyage to the Outer Planets,” 
The, Aug. 990 

Production of “Young Goodman Brown,” 
The, Mar. 274 

-R- 

“Radio Rocket Boy” and How It Was Filmed, 
Oct. 1270 

Renaissance Approach to Film-Making, A, 
Jul. 864 

Report from the UCLA Film-Makers, Apr. 
434 

Ryder Sound Services, Inc., Celebrates 25th 
Anniversary, May 574 

-s- 

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 

Shooting “E Force One” in Australia and 
Southeast Asia, Oct. 1274 

Single-Camera and Multi-Camera Lighting 
Methods, Sep. 1128 

Sixteen-Millimeter Film Production in United 
Kingdom Independent Television, Sep. 
1138 

Sixth Motion Picture Seminar of the 
Northwest, Jul. 876 

“Solo,” May. 546 
Some Facts About Omnimax, Aug. 1065 
Some Notes on Other Spherical Motion 

Picture Productions, Aug. 1035 
State of the Art, The, Sep. 1122 
Streamlined Approach to the Florida Filming 

Scene,A, Jun. 700 
Student Film-Makers Go All-Out to Produce 

“A Field of Honor,” Jul. 882 

-T- 

“The Fabulous Fox” To Serve as 
Headquarters for the Sixth Annual Atlanta 
International Film Festival, May 558 

"The Man From Lox,” Sep. 1178 
“The Neptune Factor”—An Undersea 

Odyssey, Jul. 858 
“The Sheik of Chicago?”—Or Making Movies 

Like the Big Guys, Sep. 1182 
Time-Lapse Filming with the Pulsar, Aug. 

1008 
Topside Photography of “Deadly Fathoms,” 

Nov. 1446 
Toward True Cinema, Jul. 884 
Turpin Colorflex System as Used for “Young 

Winston,” The, Jan. 30 
“Two Easy Pieces”—A Film/Videotape 

Exercise, Mar. 330 
Two Years’ Experience with Color Negative 

Film Transmission, Sep. 1134 
Tycho S.A.4 Speaker/Amplifier System, The, 

Sep. 1144 

-u- 

Under-Fire Filming of “No Go!" in Northern 
Ireland, The, Aug. 1014 

Underwater Filming of “Treasure Galleon,” 
The, Jun. 710 

Underwater Photography for “Deadly 
Fathoms,” Nov. 1449 

Underwater Specialist, Jun. 714 
Unique New Low-Inertia Film Transport 

Projector, A, Jan. 50 
Unique New “Space Theatre” for a 

Spectacular Multi-Media Show, Aug. 988 

-w- 

Westrex 5035 Film Carrier Assembly, Sep. 
1153 

“Westworld”: A State of Mind?, Nov. 1437 
What About "Zaat”?, Jun. 762 
Why the CP-16R and CP-16R/A Camera 

System and PLC-4 Magazine Were 
Developed, Dec. 1544 

Wilcam W-2+4 16mm Reflex Sound Camera, 
The, Dec. 1564 

-Y- 

Your Friendly Neighborhood 
Cinematographer, Feb. 160 

5H00TII1G 
Contact Jim Grattan for 
top equipped crews. Single 
and double system. ^iinnnDn? 

PDATTAId 1440 st- Catherine Street, West 
Suite 507. Montreal 107, P. Q. Canada. 

PRODUCTIONS (514) 878-9638 

"ANIMATION IN 
TWELVE HARD 

12-COMPLETE LESSONS” 'INVITED 

robert p. heath productions, inc. 
1627 Scott Avenue, West Islip. New York 11795 

Complete 16mm & 35mm color & b&w 
processing and printing. Eastman COL¬ 
OR Ektachrome processing. Magnetic 
sound striping for 16mm-8mm and 

Super 8mm. 
V acuumate 
film t reat- 
ment. 16mm 
Optical 
T ransfers. 

QUEBEC 1085 St. Alexander St., Montreal, Quebec 
FILM LABS Telephone (514) 861-5483 

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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INDEX BY AUTHORS 

•ii. y.t WIM. 

PRODUCTION MUSIC 
Complete 128 Album collection of 
Production Music for editing, scoring, 
and post production of films, video¬ 
tapes and TV programming. Write for 
catalog describing 3,000 selection li¬ 
brary. Re-recording and clearance for 
use of library available at economical 
rates for producers. 
Also 15 Album Production Sound 
Effect Library available containing 
over 500 different Sound Effects. 

Send for Free Catalogs 

THOMAS J. VALENTINO, INC. 
Established 1932 

151 West 46 St. (212) Cl 6-4675 
New York, N.Y. 10036 

Time Framing rate 1 per second variable 
I anco 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 

MANMAC INDUSTRIES 
893 Belmont, N. Vancouver, B.C. CANADA 

BOLEX ACCESSORIES 
■ 24-Frame Sync. Camera motor—115V 
■ Var. Speed Battery Camera motor—24V 
■ 400-ft. Magazine w/400' counter in camera 
■ Intervaltimer—Range 1V2 sec. to 36 min. 
■ Animation motor for new single-frame shaft 

Write for New Bolex Accessory Catalog. 
STEVENS ENGINEERING CO. 

Dept. A, 340 Newport Blvd., 
 Newport Beach. Calif. 92660  

PROFESSIONAL LAMINATED 

MAGNETICSTRIPING 

$.04 Per Foot—300 Ft. Min. Chg. 
19929 MAPES AVE. 

CERRITOS, CA 90701 

FAST SERVICE-FREE BROCHURE 

-B- 

Birns, Tom: Report from the UCLA 
Film-Makers, Apr. 434 

-c- 

Casey, George: Production of “Voyage to the 
Outer Planets,” The, Aug. 990; Some 
Notes on Other Spherical Motion Picture 
Productions, Aug. 1035 

Chase, Richard: How “No Go!” Was Filmed, 
Aug. 1017 

Colbert, Stanley: Former Hollywood 
Producer Talks About the Florida Filming 
Scene, Jun. 696 

Coleman, Leonard F.: Film-Making in the 
Lone Star State, Oct. 1282 

Colwell, John M.: Your Friendly 
Neighborhood Cinematographer, Feb. 160 

Cosgrove, Jack: Underwater Filming of 
“Treasure Galleon,” The, Jun. 710 

  jjjjhulKe 
films in association 

with Black Star ' 
Productions, Inc.I 
Complete facilities for all types 
of expert underwater and 
topside filming and production. 

For Information: 
Beniamin J. Chapnick 
450 Park Avenue South 
New York, N.Y. 10016 
(212) OR 9-3288 
Miami, London 

NEW! 
SUPER-8 Lab Services 

“Quality ♦ Economy” 
THE R G PHOTOGRAPHIC CO. 

Box 223.New Hyde Park. New York 11040 

-D- 

Derks, Mik: “The Sheik of Chicago?"—Or 
Making Movies Like The Big Guys, Sep. 
1182 

DiGiulio, Edmund: Why the CP-16R and 
CP-16R/A Camera System and PLC-4 
Magazine Were Developed, Dec. 1544. 

Dinallo, Greg: Filming the Circus in a 70mm 
Vertical Format, Feb. 146 

Dunker, John: “The Man from Lox,” Sep. 
1178 

Dunton, Joe: CP-16 Camera/Nagra SN 
Connection, The, Sep. 1152 

-F- 

Fallon, Walter A.: Getting the Imagination in 
Focus, Dec. 1540 

Feigelson, Julius D.: National Academy of 
Television Arts & Sciences—The First 
Twenty-Five Years, The, Feb. 156 

Fillinger, Paul: Diary of an Around-the-World 
Corporate Film, Apr. 430 

Fisher, Robert A.: Bringing Reality to 
Filming of “The Man Without a Country," 
Apr. 470 

Fox, Donald: Creating Special Effects for 
“Young Goodman Brown,” Mar. 339 

Freeman, Jim and MacGillvray, Greg: Life 
with “Jonathan,” A, Dec. 1530 

Frehsee, Rick: Filming the Atomic 
Graveyard, Nov. 1464 

-G- 

Goss, Victor III: Hollywood in a Hole, Jul. 
844 

Gunselman, John: Directing and Filming 
“Four Children,” Nov. 1410 

-H- 

Harris, Michael: Filming “Deadly Fathoms,” 
Nov. 1446 

Harris, Winifred: “Let the Good Times Roll,” 
Nov. 1398 

Herron, J. Barry: Man Who Never Shoots with 
His Feet On the Ground, The, Oct. 1258 

Hines, William E.: Pre-Production Planning 
Pays off on Filming of “The Man from 
Clover Grove,” Apr. 424 

Hong, Eui: Filming “Tears of Buddha,” Sep. 
1174 

Hoover, Mike: “Solo,” May 546 
Huntley, Timothy Wade: On Transporting a 

Camera from One Room to Another, Feb. 
174 

-J- 

Jones, Gary W.: Dallas Lends “Hollywood 
Touch” to “Film/Tape Horizons,” Feb 
150 

CENTRAL FLORIDA 
... and everywhere 

director /cinematographer 

RODNEY E.CAVIN 
(305)838-8326 P.0. Box 507 
Altamonte Springs Florida 32701 v 

M0VIES FROM SLIDES 
Dissolves, Pans, zooms to areas as small as 
V\", 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 

WESTHEIMER Company 

Joseph JVestheimer. A.S.C. 

TITLES, TRAILERS, INSERTS AND OPTICAL EFFECTS 

FOR MOTION PICTURES AND TELEVISION 
HO 6-8271 

736 Seward St., Hollywood, Calif. 90038 

KINGSWAY: 

CANADA’S 

POST-PRODUCTION 

EQUIPMENT 

SPECIALISTS. 
Featuring 

STEENBECK* BAUER 
PRECISION . MURAY 

For more information on all our fine equipment 
. contact: 

W Kingsway Rim Equipment Ltd. 
821 Kipling Avenue, Toronto, Ontario 

M8Z 5G8 Phone: 416-233-1103 
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-K- 
■ KEM Universal Editing Tables 
■ KEM Junior Editing Tables 
■ KEM Rapid-S Editing Tables 
■ KEM Transfer and Dubbing Systems 
Revolutionary Systems for the Film Industry 

KEM 
ELECTRONIC 
MECHANIC CORP. 

an affiliate of The Intercraft Corporation 

225 Park Avenue S. 
New York, N.Y. 10003 

(212) 260-2150 

COMPLETE LABORATORY AND 
POST PRODUCTION SERVICES 

ZST FOTO-KEM 
INDUSTRIES, INC. 

J “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 
0-7/' o-inn 3215 Cahuenga West 8/b-OlUU Hollywood, Calif 90028 

For Professional Equipment in 

PHILADELPHIA, 
O. H. HIRT, INC. 

39 N. 11th St. * Phila, Pa 19107 
(215) 923-0650 

Keil, Bill: On Location with "Lost Horizon," 
Apr. 410 

Kenworthy, N. Paul Jr.: Kenworthy Snorkel 
Camera System Today, The, Aug. 1002 

King, Anthony Scott: Alternative to 
Super-16, An, Mar. 312 

-L- 

Lee, Steve: “One-Man-Band” and How He 
Does It, The, Jun. 720 

Lester, Mark L.: Production of "Steel Arena,” 
The, Jul. 854 

Lightman, Herb A.-. Atlanta International 
Film Festival, Nov. 1390; Beaulieu Story, 
The, Oct. 1314; Canon Story, The, Aug. 
994; Film ’73: Film Plus Tape, Sep. 1118; 
Filming "Isis” Among the Witches, or, “I 
Don’ Wanna Get Turned into No Frog!", 
Dec. 1570; Florida Filming Scene, The, 
Jun. 682; New Panaflex Camera Makes Its 
Production Debut, The, May 564; Sixth 
Motion Picture Seminar of the Northwest, 
The, Jul. 876 

Linsman, William: Filming of "Like a Phoenix 
Rising,” The, Mar. 284 

Lipnick, Edward: Creative Post-Flashing 
Technique for “The Long Goodbye,” Mar. 
278 

Logan, Dick: “Beyond Disaster” . . . We 
Hoped!, Jun. 692 

Lovallo, Toby: Student Film-Makers Go 
All-Out to Produce “A Field of Honor,” 
Jul. 882. 

-M- 

MacGillvray, Greg and Freeman, Jim: Life 
with “Jonathan,” A, Dec. 1530 

Marlow, Paul (With Sylvia Lovegren): Filming 
of “Threshold: The Blue Angels 
Experience,” The, Oct. 1262 

Marvin, Mike: Filming of “Earth Rider,” The, 
Jan. 34 

Mayer, John: “Radio Rocket Boy” and How 
It Was Filmed, Oct. 1270 

McAdam, Jack: “The Neptune Factor”—An 
Undersea Odyssey, Jul. 858 

Moberly, Luke: Bitten by the Film Bug, Jun, 
734 

Mounier, Bruce: Underwater Photography for 
“Deadly Fathoms,” Nov. 1449 

-N- 

9 Worster Ter., Weymouth, MA 02188 

SPECIALTIES EDITOR 
3 magnetic tracks plus 

at sync sound speed 

Synchronous motor 
Foot or hand control 

Automatic clutch 
Mixer-amplifier 

Large light well 
3429 Encina Drive 
Las Vegas, Nev 89121 (702)451- 

magnasync MOVIOLA 
flNMEXICOl 

CIR Italian Splicers / Hollywood Film Co. 
35-16mm Projection Service, Cutting 
rooms and all Editorial Equipment 

is available from Alberto E. Valenzuela 
Miraflores, 905, Mexico 13 D.F. 
Tel. 5-39-57-49 

St/fttS Sf>£CM£/SrS! 
Any Quantity... BEST Prices 

Cm*/*C. 
8764 Beverly Blvd., Hollywood, Calif 90048 (213) 652-7357 

ALL MOVIE LAB SERVICES 
16mm, Super 8, Regular 8 

Write for free brochure 

★★★★★★★★★★★★★★★ 

ECLAIR AND ARRIFLEX 
Motors, Lenses, Etc. 

FACTORY TRAINED BY ECLAIR 

(213) 463-1551 
6572 Santa Monica Blvd. 
Hollywood, Calif. 90038 

★★★★★★★★★★★★★★★ 

Newby, Jeff: Streamlined Approach to the 
Florida Filming Scene, A, Jun. 700 

Novros, Les: Notes on the Curved Image, 
Aug. 1019 

-P- 

Palmer, Jim: “Two Easy Pieces”—A 
Film/Videotape Exercise, Mar. 330 

Patterson, Richard: Highlights from the 
History of Motion Picture Formats, Jan. 
40 

Pelton, Dale: “Death of the Red Planet” 
Filmed in Laser Images, Jul. 842 

Phelps, William: Production of “Young 
Goodman Brown,” The, Mar. 274 

Polito, Gene: “Westworld”: A State of Mind?, 
Nov. 1437 

-R- 

Randolph, James: How “Home Movies” 
Provide Demolition Company with Keys 
to New Technology, Mar. 300 

Raymond, Alan and Raymond, Susan: “An 
American Family,” May 590 

Raymond, Susan and Raymond, Alan: “An 
American Family,” May 590 

Robertson, Richard: Photographing of 
“Young Goodman Brown,” The, Mar. 326 

Robinson, Chris: Production of “Catch the 
Black Sunshine,” The, Jun. 686 

Continued on Page 1610 

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 

1 6MM & Super-8 Ektachrome service 
Send for new brochure 

HO 2-6814 Days 
HO 2-8292 Emergency 

Service 
NEWSFILM LABORATORY, INC. 

516 No. Larchmont Blvd. 
Los Angeles, California 90004 

Write or phone 
for our Brochure 
today... 

Copies of the 1973 WCTD 
are still available 

WEST COAST THEATRICAL DIRECTORY 
P.O. Box 6227, San Jose, CA 95150 

PH 408/296-1060 - TWX 910/338-0182 

m 

THEATRIMP 
DIRECTORY 
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BUY-SELL-SWAP HERE 
STUDIO PRODUCTION EQUIP. STUDIO PRODUCTION EQUIP. STUDIO PRODUCTION EQUIP. 

16mm Optical/Magnetic RCA Sync projector- 
2 case-$150. B&H 70DL filter slotted, body 
only, $100. P.O. Box 671, WISCONSIN RAP¬ 
IDS, wise. 

ZOOM lenses: Monital ultra wide angle 8- 
26mm f/1.6 C-mount, finderless, with shade/ 
filter ring. Lists over $1,200. Only 6, brand 
new at $575 each. Use on any 16mm reflex 
camera having C-mount. Great for under¬ 
water, small rooms, tight areas etc. Eclair 
NPR crystal outfit $7,200. Eclair NPR Ciblo 
outfit, $5,200. Moviola 16/16 editor $2,100. 
All kinds of cameras, lenses, sound, editing 
and projection equipment pre-owned at big 
savings. Our latest lists and a 1974 Pocket 
Secretary Free for the asking. COMQUIP, 
Inc., 366 S. Maple Ave., Glen Rock, N.J. 
07452 (201) 444-3800. 

ARRIFLEX BL, 12-120 Angenieux, universal 
motor, 2 magazines, battery, case, excellent. 
HERMAN GALLI CAMERA SERVICE, 6804 
Melrose Ave., Los Angeles, CA 90038 (213) 
931-4111. 

BELL & HOWELL, Ampro and Holmes 
16mm carbon arc projectors. Ampex 1” video 
tape recorder model 5100, with camera $950. 
SKINNER STUDIOS, 345 Sutter St., San 
Francisco, CA 94108. 

BEALA Crystal Motors for Eclair NPR, used. 
Here is your chance to update inexpensively. 
$1750. Contact: VICTOR DUNCAN, INC., 
2657 Fondren, Dallas, Texas 75206 (214) 
369-1165 or contact Detroit or Chicago. 

ECLAIR ACL, w/400’ mags, Zeiss 10-100, 
Nagra 4.2L, Miller “PRO". NOEL STER- 
RETT, 52 Maddox Dr., Atlanta, GA 30309 
(404) 876-8750. 

BEAULIEU R-16BA: elec, grip; three 1000 
MA batteries; 12-120 zoom; .95 Ang. 1” lens; 
sync generator; 200 ft. mag.; 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 Equip.: Maier Hancock 
viewer; Precision 2-gang synchronizer w/mag. 
head and counter; guillotine splicer; butt 
splicer; 2 Edequip rewinds; $450. MR. CAIN, 
(707) 546-7573. 

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. 

l-35mm UNIVERSAL PRO JECTO R—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. 

BEAULIEU Underwater Housing built as one- 
of by Hugenschmidt of Zurich, but unused. 
Specifically made for the Beaulieu R16B 
Automatic with a 17-68mm of 12.5 to 75mm 
Angenieux Lens. Featuring 200 ft capacity, 
optical viewfinder, test valve, external zoom¬ 
ing and focusing. Can be used in depths of up 
to 10 atmospheres. Price sterling is £1350-00, 
F.O.B. London. 
A.V. DISTRIBUTORS (LONDON) LTD. 
26 Park Rd. Baker St. 
London NW 1. 4SH England 

Matte box for Arriflex 16S, brand new, $100. 
T-H Cooke Kinetal 17.5 T/2 lens for Arriflex 
16, $300. D. MARLIN, 7 Minola Rd., Lexing¬ 
ton, Mass. 02173 (617) 861-1346. 

COMPLETE NEWSREEL OUTFIT, Auricon 
Pro-600 special, 12-120 Angenieux zoom, 
MA-11 sound system, three mags, Frezzo 
100D power supply, Sylvania battery light, 
shoulder pod, cases. Camera is three years old 
and has sync motor. $3200. LOU KIDD (713) 
441-2466. 

ARRIFLEX BL new, unused, 10-100 Zeiss, 
APEC, below wholesale. Kodak K-100, three 
lenses $325. Ektars, S-Mount, 63mm, 102mm 
$85. each. New Arriflex S case $140. Box 
1768. American Cinematographer. (213) 
662-4507. 

BEALA Universal Crystal Sync Motor with 
Tripod Cradle for Eclair NPR for sale. $1800. 
Call NYC (212) 691-0536. 

ECLAIR NPR Perfectone motor, magazine, 
12-120mm Angenieux zoom lens, 10mm 
Switar, Eclair battery, 3 quartz lights, Tripod. 
$4900. Siemens double system projector, 
constant speed motor, zoom lens, very sharp. 
$1300. (213) 986-8331. 

MOVIOLA—D20 (mint) $800. (213) 
662-0342. Before 9 AM or Box 16431, San 
Francisco, CA. 

BOLEX Equip: unimotor, 24v. Nicad, charg¬ 
er, AC adapter. $160. trade for Stevens sync 
motor. M. DUFFEY, 3727 McClelland, Oak¬ 
land, CA 94619. 

ECLAIR CM3 400 ft. 16mm magazine-$200 
or trade for CM3 matte box or 400 ft. 35mm 
magazine. Need good used lenses, motors, etc. 
W. LAWSON, 3300 Lone Pine, Orchard Lake, 
Mich. 48033. 

FOR SALE in excellent condition, Eclair 
NPR, mags, 9.5-95 and/or 9.5-57 zoom, 
5.7mm, crystal motor. A. MAYSLES, 1697 
Broadway, New York, NY (212) 582-6050. 

ARRI M outfit w/sync & variable speed 
motors, Angenieux 12-120, Schneider 10mm, 
tripod, battery belt, many extras. (213) 
763-5755. MR. MARTENS, 6617 Riverton 
Ave., No. Hollywood, CA 91606. 

ECLAIR NPR Owners: New replacement 12 
volt 4 AH Nicad Battery installed in your old 
battery pack for Unibat, Cibat, or Cibco, 
$102. Add $3.00 for return of old battery. 
UNIVERSAL EXCHANGE, 1111 Las Vegas 
Blvd., South, Suite 208B; Las Vegas, Nevada 
89104. 

FILMSTRIP cameras 35mm double frame. 
Excellent condition. $300 each. 16/35 Debrie 
projector $1100. CARTER EQUIPMENT 
CO., INC. 1050 W. Florence Ave., Inglewood, 
CA 90301 (213) 677-6117. 

FOR SALE 16mm Motion Picture Equip¬ 
ment—2-Moviola Editing machines Model 
UL-20-CS $2,200. @. 4-Moviola sound readers 
Model URS, $30 @. 2-Moviola Synchronizers, 
Model SZD $140. @. 2-Moviscop Viewers, 
Zeiss $100. @. 1-Bell & Howell Model J 
printer w/rectifier $3,800. Contact Jim Helli- 
well, ELI PRODUCTIONS, 1518 P St., N.W., 
Washington, D.C. 20005 (202) 332-1100. 

MOVIOLA UL-20-S 16mm Large screen edi¬ 
tor, $2000. SL-20-H sound head w/spindles, 
$400. L-20-H picture head w/spindles, $800. 
All three units, $3000. 2211 Michigan Ave¬ 
nue, Santa Monica, CA 90404 (213) 
829-2901. Attn: DICK SCHOENER. 

CRYSTAL sync generator for Nagra or any 
sync recorder $100. Install it yourself and 
save. AUDIOFONICS, INC., 1101 Downtown 
Blvd., Raleigh, N.C. 27603. 

ECLAIR ACL, Angenieux 12-120, Hallibur¬ 
ton, extras. Beautiful condition. Sacrifice. 
Ken Whitmore (213) 653-2029. 

LIKE new Beaulieu R-16 Serial 617884 Ange¬ 
nieux 12-120 Switar 10mm, Switar 25mm, 
Kilar 40mm, Nikon lens adapter, 2 batteries 
and charger. Aluminum carrying case, $1950. 
Like new Nagra ill with Neumann micro¬ 
phone self-powered. Carrying case $1100. E. 
D. NUNN, Rte 10—Box 92R, San Antonio, 
Tex. 78216 (512) 697-3575. 

SYNC BEEP—1/4 inch tape prerecorded with 
high-level 1000 Hz. tone, backed with special 
pressure-sensitive adhesive for quickly affixing 
visual and audible sync indication on any 
magnetic film or tape. Industry-wide accept¬ 
ance. Send $2.50 cash, check or money order 
for prepaid packet containing 20 strips total¬ 
ing 100 35mm frames. D. P. UPTON CO., 
P.O. Box 5052, Tucson, Arizona 85703. 

CANON SCOOPIC demonstrator $795. Fold¬ 
ing shoulder pods, new $55. GORDON 
YODER, INC. 2840 Reward Lane, Dallas, 
Tex. 75220. 

STRINGER’S Package. Former TV camera¬ 
man desires to sell personal effects. 3 yr. old 
B&H DR-70 with 10, 25, 75mm Angenieux 
lenses and matching viewfinders, Gossen 
Luna-Pro exposure meter, Sylvania SG-77 
Sun-Gun with charger and bulb and carrying 
case built to accommodate all. Added bonus 
with package is an Electra Bearcat scanner 
with three crystals. Original cost well over 
$1200. Your cost only $750. Write or call 
RICK FORESTER, 2939 Wildflower Dr., 
Dallas, Texas 75229 (214) 243-8030. 

FASTAX Hl-SPEED MP CAMERA, 35mm, 
FULL FRAME, 1,000 FT. MAGAZINE 
SPEED CONTROL 110 AC, FOCUSING DE¬ 
VICE. APPEARS UNUSED. TRUNK CASE. 
LESS LENS, AS IS, $550 WITH ORDER. 
WALTON, P.O. BOX 1457, TAMPA, FLA 
33601. 

MITCHELL Super 16 reflex camera, $5000. 
Mitchell NC camera, $2850. Mitchell GC 
camera, $1850. (All cameras are in excellent 
condition, fully equipped and with carrying 
cases.) 35mm Hollywood Film Company in¬ 
spection projector, Model HSP, like new 
$1200. CINE/PRECISION ENGINEERING 
COMPANY, 1038 No. Highland Ave., Holly¬ 
wood, CA 90038. (213) 462-8787. 

ARRI-16S studio blimp in shipping crate with 
matte box. $450. Arri 110V/42V sync motor 
complete with power supply and footage 
counter, $225. OMEGA PRODUCTION, 
INC., 711 W. Capitol Drive, Milwaukee, Wise. 
53206 (414) 374-7900. 

WANTED 

STOCK footage, 35mm or quality 16mm 
sought; albatross in flight; arctic seas; blue 
water ocean; square rigger ships; time-lapse 
sun arc in sky; open seas with sunrise/set: 
contact RAY DA SILVA, 333 E. 49th. NYC 
10017, (212) 752-0144. 

WANTED: Eight literary properties for fea¬ 
ture motion pictures related to formation of 
large public offering, musical comedy-type 
composer, storyboard artist, and ancillary 
rights marketing consultant, for current fea¬ 
ture production; and television syndication 
consultant. Write: COUNTESS DE 
TESSIERES ENTERPRISES, Watergate 600, 
Suite 250, Washington, D.C. 

MITCHELL 16mm camera with high-speed 
motor and/or Millicam or similar high speed 
camera with 1000 or 1200 magazine. Box 
1770. AMERICAN CINEMATOGRAPHER. 

LIGHT VALVE 0-11 Westrex for use in Wall 
35 or Complete variable area Galvo for Wall. 
ROBERT M. DOMINIC, 1219 Scenic Way, 
Hayward CA 94541. (415) 537-1887. 

RATES: Ads set in lightface type 40i per word. Minimum ad. $4.00. Text set in 
lightface capital letters (except 1st word and advertiser's name) 504 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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IN LOVING MEMORY 

MILTON C. DARNELL 
Production Control Supervisor of 

AMERICAN CINEMATOGRAPHER 

Passed Away—November 1, 1973 

Sadly missed by his friends 
and colleagues at 

AMERICAN SOCIETY 
OF CINEMATOGRAPHERS 

WANTED 
ECLAIR NPR body and crystal motor (213) 
454-9903. 

CASH waiting for your used film editing or 
projection equipment. What have you got to 
sell? Write, phone or stop in. LAUMIC CO., 
INC., 35 West 45th St., New York, NY 
10036. Ask for Ted Powers (212) 586-7666. 

RENTAL 

KEM rentals in Hollywood HORIZONTAL 
EDITING STUDIOS (213) 461-4643. 

SAVE time and money by viewing your shots 
on video-tape before filming. Experienced 
filmmakers, with portable equipment, for hire 
at less than normal equipment rental rates. 
GOLDEN PRODUCTIONS, (212) 353-1351. 

MOVIOLA console film editing machine. 
Day, week & monthly rentals. Lease-purchase 
plans available to fit your budget. LAUMIC 
CO., INC., 35 West 45th St., New York, NY 
10036. Ask for Ted Powers, (212) 586-7666. 

SITUATIONS AVAILABLE 

PRODUCTION MANAGER for Minneapolis- 
based 16mm motion picture producers. Must 
be competent in directing, cinematography, 
editing. Terrific future (and excellent present) 
for the right man. Call GLENN LOW, (612) 
884-7524. 

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., San Francisco, CA 94102. 

SERVICES AVAILABLE 

GORDON YODER, INC. builds a 15 oz. 
magnetic amplifier for Cinevoice. 

CAMERA repairs and filter slotting. 35 years 
experience. Filmos, Eyemos, converted Cine- 
voices. Reasonable, quick service. RALPH 
GONZALEZ, 248-45 Thebes Ave., Little 
Neck, New York 11362. FA 1-1989. 

GORDON YODER, INC. gives 48 hour serv¬ 
ice on Filmo & Auricon filter slots. Also 
quick service on Auricon and Filmo repairs. 

GORDON YODER, INC. repairs all types of 
conversions. 

MISCELLANEOUS 

$1,000 Reward for recovery of: 1-Eclair 
ACL-16mm camera and attachments, Serial 
#C 10115. 1-Eclair NPR-16mm camera and 
attachments. Serial #2737. 1-Sennheiser 
MI-12 condenser mike, Serial #02969, w/SK 
1007 transmitter, Serial #1776, W/RK 1010 
Receiver, Serial #09001. Phone Collect: (612) 
927-4373, or write CONTINENTAL WEST¬ 
ERN INSURANCE CO., 4600 W. 77th St., 
Suite 328, Minneapolis, Minn. 55435. 

BUY-SELL-TRADE used photographic equip¬ 
ment through Nationwide monthly shopper. 
Free sample. SHUTTERBUG ADS, Box 
730-M, Titusville, Fla. 32780. 

SOUND SYNC 
for 
CANON SCOOPIC 

16mm and DS8 
• Double system sound 

• Solid state 

• Usable with Nagra 4 at no additional 

cost 

• Automatic electric start marker 

included 

• Usable with any high-quality stereo 

recorder ($75 additional) 

$395 including recorder cable 
Send recorder and camera to: 

Grange, Inc. 

1139 No. Highland Ave., Hollywood, Calif. 90038 

^•American. » j 
Cinematographer 

extend 

SEASON'S 
GREETINGS 
to subscribers, advertisers 

and friends in the 93 
countries throughout 

the world 
where this journal 

is circulated 

1973 Index 
Continued from Page 1608 

-s- 

Sadan, Mark: “Cycle of Life,1' Nov. 1404 
Salovara, Jay E.: On Location with “Country 

Blue,” Jun. 730 
Samuelson, D.W., FBKS, BSC: On Location 

with “Deluge,” May 562 
Samuelson, David and Samuelson, Gail: On 

Location in Israel ’73, Oct. 1318 
Samuelson, Gail and Samuelson, David: On 

Location in Israel ’73, Oct. 1318 
Samuelson, Peter: Production of “One by 

One,” The, Dec. 1574 
Schnitzer, Robert Allen: Making of “No Place 

to Hide,” The, Nov. 1406 
Schulke, Flip: Filming the Ways That Skylab 

Astronauts Train Underwater, Jun. 718 
Shaw, William: Some Facts about Omnimax, 

Aug. 1065 
Shutt, Richard: Cinematography on the 

Ocean Floor, Apr. 462 
Smallman, Kirk: Photographing “Cycle of 

Life,” Nov. 1405 
Smith, Sam: Underwater Specialist, Jun. 714 
Solow, Sidney P.: Computerized Color 

Balancing at CFI, Oct. 1288 
Swarthe, Robert: Creating Special Visual 

Effects for “Radio Rocket Boy,” Oct. 
1338 

-T- 

Taylor, Richard (with August Borghese): 
“Comic Book”—Overcoming the Obstacles 
to Independent Film-Making, Nov. 1450 

Tilton, Roger: Filming "Garden Isle” in the 
World’s Largest Film Format, Aug. 1026 

Turpin, Gerry, BSC: Turpin Colorflex System 
as Used for “Young Winston,” The, Jan. 
30 

-V- 

Virag, Norman J.: Topside Photography of 
"Deadly Fathoms,” Nov. 1446 

Vorkapich, Slavko: Toward True Cinema, Jul. 
884 

-w- 

Watts, Sam: Build Your Own Editing Table, 
Apr. 440 

Whipple, J. Hal: Renaissance Approach to 
Film-Making, A, Jul. 864 

Whitney, John Jr.: Creating the Special 
Effects for “Westworld,” Nov. 1477 

Wilets, Bernard: Making a Science-Fiction 
Educational Film, Oct. 1292 

Wilson, Anton: Cinema Workshop, Camera 
Drives, Aug. 960; Crystal-Sync, Dec. 1504; 
D.C. Servo Motors, Nov. 1372; Governor 
Motors, Sep. 1092; Light Meters, Apr. 
384; Light Meters—Part II, May 518; Light 
Meters—Part 111, Jun. 660; Light 
Meters—Part IV, Jul. 816; Ni-Cad 
Batteries, Jan. 16; Ni-Cad 
Batteries—Charge Retention, Mar. 248; 
Ni-Cad Batteries—Charging, Feb. 132; 
Synchronous Motors, Oct. 1240 

Wilson, Mervyn: Fleximount: Hand-Held 
Without Tears, The, Sep. 1156 

Wulf, Raymond J: Community College 
Provides Practical Training Ground for 
Young Film-Makers, Feb. 182 

-Y- 

Yarbrough, George: What About “Zaat”?, 
Jun. 762 

MOVING? 
When changing your address, please noti¬ 
fy us at least four weeks in advance. BE 
SURE to give your FORMER address as 
well as your NEW ADDRESS and ZIP 
CODE. 

AMERICAN CINEMATOGRAPHER 
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^^^^“““VWorld’s standard 

WEZZOL//V/. 
Model LW-16 
TVnewsfilm 

& documentary 
professional 

16mm camera 

Available 
with/without advanced 

automatic iris (shown) 
powered from camera. a 

MADE IN U.S.A. 

Features famous! 
BACH AURICON 
movement. 

Perfectly balanced, our "FrezaMKil 
Cordless™” Cameras have the nev^jP»^ ^ 
est Angenieux zoom lenses and 
viewfinders. OPTIONS: A Special 1^^;* 
TV Newsfilm Package, plus a wide VJ** ^jj 
variety of camera accessories, am- VBt 
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 Wm 
J. Crawford, V.P. Eng. 

General Research Laboratories 
DIVISION OF 

Frezzolini Electronics Inc. 
7 Valley St., Hawthorne, N. J. 07506 

PHONE: (201)427-1160 
(Your present conversion can be made "Frezzi-Cordless"™ 
bv FREZZOLINI; for details write, phone ) i 



Byron does a lot more than process film... 

VTR. 
spoken 

here. 
He was a film pro. He could talk liquid gate tech¬ 

niques, esoteric emulsions and color temperature vagaries 
with the best of them. But, when asked to bid on a big 
training program—using VTR—he was lost. 

Byron bailed him out. Byron is more than one of the 
country's largest film processing laboratories. Byron is one 
of the country's best equipped centers for video tape pro¬ 
duction and duplication services, as well. How many film 
labs do you know with 5 Ampex VTR Video Recorders, 
2 Norelco Telecine Chains, a Grass Valley Double Re-Entry 
Switcher, a SLO-MO Disc, editing computers and a dozen 
other VTR sophistications in daily operation? And, come 
Spring, Byron will be the only east coast lab with the new 
CBS Laser Beam Color Film Transfer Recorder. 

Today, creativity must encompass many media. So, 
if you know more about film than VTR, or vice versa, Byron 
can make up the difference—film to film, film to tape, tape 
to film & tape to tape, in any format. 
Making you look good is why Byron was born. 

“ V.T.R., V.T.R 
KULYTJL 
VTR. & VT.RJ” 

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 Srinting 
c‘ ;olor negative— positive processing and 

prints 
□ Ektachrome processing and prints —all types 
□ Kodachrome prints B Reversal intermediate negatives — CRI 

Modern color-additive electronic printers 
□ Hazeltine electronic color timing 
□ Black & white negative-positive processing 

and prints 
□ E.ack & white reversal processing and prints 
□ Liquid-gate and reduction printing 

I A & B effects printing 
Reduction SUPER 8mm magnetic and silent 
prints 

I Television film spots INew 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" & J4" 
□ Videotape dubbing, 2", 1” & M>" 
□ Hi-speed video tape duplications 

Music and sound effects library 
Screening rooms 
Edgenumbering—40 and 16 frames 
Magnetic sound stripping 
Ultra-sonic film cleaning 
Peerless film treatment 
Modern 60,000 square foot building 
Sony %" Video cassette duplicates 

all under one roof! 
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