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The Great 
Freight Rebate! 

We’ll pay the freight both ways. By air, 
rail or truck to any point in the continental U.S.* 

Filmmakers in Dallas, Miami, Washington, D.C., 
San Francisco, Atlanta, Detroit, Phoenix, Nashville, 
Albuquerque — anywhere — pay attention. 

Now F&B/CECO will send you first class top- 
condition professional equipment from our New 
York or California branches delivered when and 
where you want it — at no shipping cost. 

Don’t be compromised by local suppliers. Don’t 
substitute for hard-to-get items. Demand and get 
exactly the equipment you need from the world’s 
Number One Rental Flouse. 

Cameras? We’ve got ’em. Over 150 Arris, 50 
Eclairs, 27 BNC Reflexes, Mitchells and all the rest. 
With all the lenses and accessories you could ask for. 

We’ve got lighting equipment by the ton. 
5,000,000 watts of it. Over a million feet of cable. 
Gennies of every size and description. 

Now we have 7 Cecomobiles ready and rolling. 

We’ve got all kinds of sound equipment, editing 
gear, viewing equipment, dollies, microphones and 
booms. Anything that has to do with filmmaking. All 
carefully maintained in perfect working order. And 
every bit of it is yours with one toll-free call. 

Ask for Walt Druker or John Babb. 

Send for our FREE New 1975 Rental Catalog 

We want you to come back. 

F&B CECO 
THE RENTAL SPECIALISTS 

SALES - SOS DIVISION 

315 West 43 St., New York, N.Y. 10036 / (212) 586-1420 
7051 Santa Monica Blvd., Hollywood, Calif. 90038 / (213) 466-9361 
Phone Toll Free (800) 223-5829. In New York State Phone Collect (212) 586-1420 



\  I 
Gentlemen: Please place me on your option list for the TGX-16 camera, 
and forward a brochure immediately. I understand that I am under no 
obligation to buy. 

NAME       

COMPANY, ,PHONE_ 

ADDRESS 

CITY_ , STATE_ ZIP, 

general camera 
^corooration 471 Eleventh Aveni 

(212) 594-8700 

corporation 471 Eleventh Avenue, New York, N.Y. 10018 

If you want a piece of the future, 
you’ll have to get in line. 

There is a certain responsibility that comes with creating a product that 
will change the course of filmmaking. Particularly when it is available in 
limited numbers to a vast market that will be stunned by the product’s 
appearance and capabilities. 

That product is the TGX-16, a 16mm single system/double system film 
camera that advances filmmaking into the 21st century. 

The Camera. We could fill four pages of this magazine with the 
uniqueness of its features. But we’ll let our free brochure, which you’ll 
be sending for today, tell the whole story. 
However, to whet your appetite, imagine a package of scarcely 8 lbs. 
on your shoulder (less than 15 lbs., loaded and lensed tothegills). A 

Hi Rez body that ignores extremes in temperature, 
outside sound, scuffs, scrapes and scratches. 

A body that’s virtually indestructable. It has a 
half-heart cam movement for fast pulldown and 

high-speed capability. It offers quiet and 
efficient straight engagement. It forms loop 
automatically. 

A 400' coaxial cassette mag is encased in 
the TGX-16 as part of the configuration of 

the camera. But you can top-load a 1200' 
Mitchell mag. A heavy-duty flange mount 

accepts all 16mm format lenses. There’s a constant 
and variable speed crystal motor. Positive locking of speed. 

And an illuminated frame line. 
The TGX-16 has a multi-informational viewfinder with a VU 

meter for sound level, an out-of-sync warning light, digital 
footage counter (with a memory, no less) and low battery 

warning light. The battery is an integral part of the 
camera, runs a minimum of six cassettes and can be 

charged in as little as 15 minutes. 
The self-contained detachable one-pound amplifier 
is a marvel in itself with enough incredible 
features to warrant a separate ad. The magnetic 

head, which features linear flow systems, 
eliminates film flectures and assures purity of sound. 

The electronics ofthe TGX-16 are all on printed 
circuits, so 24-hour service becomes commonplace 

instead of wishful thinking. 
You must be on our Option List. Now that we’ve whet your appetite, we 
would hate to see you disappointed. The TGX-16 is in full production by 
our manufacturing arm, Texas General Cine Corp. We expect orders 
over the next two years to be triple that of our production capability. 
By filling out the coupon at the bottom of this page, you will reserve an 
option for yourself and at the same time re- 
quest a more comprehensive brochure. You will, I BJ 
in the near future, have the opportunity to ex- " 
ercise your option or be dropped from the list. The future IS DOW. 



Will Rogers never 
met Sy Cane. 

What's to like? 
Sy Cane is cheap. In fact, his prices on every 

conceivable piece of motion picture equipment are 
as cheap as anybody's. 

Sy Cane is boring. He knows more about cameras 
and equipment than Euell Gibbons knows about 
wild hickory nuts. And he's surrounded by a staff of 
camera fanatics with a single-minded expertise that 
borders on tedium. The only other thing Sy knows is 
the time of day. But he won't give it to anyone. 

Sy Cane is argumentative. He won't sell you 
equipment just because you think you need it. He 
thinks it's wrong to sell someone more camera than 

the job calls for (a character flaw, we suppose). 
Sy Cane is fussy. Fussy enough to hire Eclair's 

Bernie O'Doherty to head up the Mobius service de¬ 
partment. And heartless enough to guarantee 24 hour 
service in many cases, by threatening Bernie's life. 

Sy Cane is impossible. Yet, through 
nobody's fault, a reality. He is, quite 
frankly, a man that only a customer 
could love. 

7 East 47th Street, New York, N.Y. 10017 
(212) 758-3770 

CINE LTD. 



The American Society of Cinematographers is not a labor union nor a guild, but is an educational, cultural and professional organization. 
Membership is by invitation to those who are actively engaged as Directors of Photography and have demonstrated outstanding ability. Not all 
cinematographers can place the initials A.S.C. after their names. A.S.C. membership has become one of the highest honors that can be bestowed 
upon a professional cinematographer, a mark of prestige and distinction. 
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These are but several of hundreds; and of the hundreds of 
reasons why Cinema Research optical/special effects 
services are preferred, we’d like to mention a few of the 
more important ones: 
■ Color and density corrections of unsurpassed quality 

utilizing the B&H additive color head and Hazeltine color 
analyzer 

■ Liquid gate printing techniques with lowered contrast for 
removal of blemishes 

■ Custom-designed lenses for maximum definition in one- 
step blow-ups from 16mm to 70mm and 16mm to 35mm 

■ Creative titles aerial imaged over live-action backgrounds, 
during enlargement 

■ Award-winning Research Products optical printers are 
used for precision, and fast, efficient service 

■ Personal attention given to each customer’s job, by a staff 
of the finest technicians in the industry 

■ Lower costs are assured through the use of the finest, most 
advanced and efficient equipment available, and by 

with 

16mm blowups 
by 1 

Cinema Research 
employing the most talented technicians in the industry 
—that represent a combined 350 years of solid core 
optical printing know-how. 
Why not intrust your blow-up feature with Cinema Research. 

Cinema Research has been specializing in blow-ups for over 
20 years. Let us help to put your feature in the “Boxoffice 
Success” category. 

Phone or write Cinema Research Corp., 6860 Lexington 
Ave., Hollywood, Calif. 90038; Phone (213) 461-3235. 
Ask for Jack Glass or Hal Scheib. 

CINEMA 

Since 1947 

35mm titles and optical work by Cinema Research are also a proven success over the years; the shows like Mannix— 
Star Trek— Mission Impossible— Longstreet— Happy Days— Korg, 70,000 B.C.— Run, Joe, Run— Magician— Me 
and the Chimp— Escape— The Immortal— Funny Face— Across 110th Street— Visions of Eight— Women in Chains 
— Heist— Egan— Sounder— and many more. 
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Eclair® is a trade mark of Eclair International, France 

In case there are 
any skeptics left. 

We think there is convincing evidence that 
the French Eclair ACL is the finest 16mm cam¬ 
era of its kind in the world. 

From the beginning, the ACL was designed 
to incorporate the most successful features of 
the world-famous Eclair NPR. But the ACL 
was designed to be even smaller and lighter. 
The simplicity with which it was engineered 
assures a compact, flexible, mechanically reli¬ 
able camera. 

Just in case we still haven't convinced you 
of its superiority, here are three impressive 
new developments. 

The French ACL now boasts an all-new, 
heavy-duty, variable speed, crystal control 
motor that lets you film at speeds of 8, 12, 
24/25, 50 or 75 fps. It is so incredibly accurate 
that within 400 ft. of continuous running, the 
maximum discrepancy between picture and 
sound is l/12th of a frame. 

In all, it is the finest motor ever developed 
for this camera. 

The French ACL also has a new instant 
snap-on, 400 ft. coaxial magazine. It features a 

proven drive and takeup system to insure 
silent operation and unquestioned reliability. 
It also borrows its double counter system from 
the NPR so it indicates the amount of unex¬ 
posed footage remaining in both feet and 
meters. 

The French 
ACL features an 
exclusive new 
through-the-lens 
light exposure 
monitoring de¬ 
vice called LED 7. 

The LED 7 system incorporates seven light 
•emitting diodes in the viewfinder which light 
up to alert you instantly to any deviation in 
exposure level from a given setting. 

LED 7 allows you to readjust the aperture 
setting to compensate for changes in light 
without your eyes leaving the viewfinder. 

Other manufacturers are continually forced 
to develop new models. The French Eclair 
ACL has been engineered so well that all we 
have to do to stay ahead is to add to our basic 
model. 

The French Eclair ACL 
E- Cam Company 

P.O. Box 3955, North Hollywood, Calif. 91609 
(213) 466-3700 

For the complete line of French Eclair cameras including the NPR, the ACL, the Cameflex CM-3, the GV-16 and 
the GV-35, contact your local dealer or the E-Cam Company. 
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WHAT’S NEW 
IN PRODUCTS, SERVICES AND LITERATURE 

KODAK ANNOUNCES NEW 
EASTMAN VIDEO NEWS FILM 

A new color film for television news 
coverage that offers finer grain and 
more rapid and economical process¬ 
ing has been announced by Eastman 
Kodak Company. 

Eastman Ektachrome video news 
film 7240 (tungsten) offers television 
news departments the flexibility of 
using one film that can be exposed at 
various exposure index ratings. With 
10-footcandles’ illumination, normal 
density ranges can be obtained using 
typical film equipment. The new film 
maintains the excellent quality of 
Kodak Ektachrome EF film 7242 
(tungsten) and, when shot at higher 
ratings and force-processed, it exhibits 
significantly improved grain compared 
to that film. 

Because Ektachrome video news 
film 7240 is prehardened during man¬ 
ufacture, the new process VNF-1 
eliminates the prehardener and 
neutralizer solutions of process ME-4. 
The remaining steps in process VNF-1 
are the same as the corresponding 
steps of process ME-4. 

Process VNF-1 is compatible with 
current machinery and, because two 
steps have been eliminated, offers 
operating-economies over the current 
process. These include a 15-to-35- 
percent reduction in chemical costs 
and 18 percent shorter wet-time. 

The film will receive a trade trial as 
SO-333 and will enter general distribu¬ 
tion as Eastman Ektachrome video 
news film 7240 (tungsten) at mid-year. 

• • 

UNIQUE EXPOSURE MONITORING 
SYSTEM NOW AVAILABLE FOR 
ECLAIR ACL 

The LED 7, a unique exposure moni¬ 
toring system, is now available for the 
Eclair ACL, according to Sam Getzoff, 
general manager of E-Cam Company, 
exclusive U.S. distributors of French 
Eclair cameras and accessories. 

The LED 7 system incorporates 
seven light-emitting diodes in the view¬ 
finder which light up to alert the 
cameraman instantly to any deviation in 
exposure level from a given setting. 
The system allows the cameraman to 
readjust the aperture setting to 
compensate for changes in light while 
filming without taking his eye from the 
viewfinder. 

The system is not a replacement for 
the conventional light meter and, in 
fact, is not a light meter at all, Getzoff 
reports. It also is not an “automatic 
exposure control,” a term which, for the 
most part, has been synonymous with 
amateur cameras, according to 
Getzoff. 

The LED 7 is a professional tool for 
professional filmmakers, Getzoff says, 
and he feels it is an invaluable acces¬ 
sory for the ACL. 

For additional information and price, 
write Getzoff at E-Cam Company, P.O. 
Box 3955, N. Hollywood, Calif. 91609 or 
phone (213) 466-3700. 

GENERAL CAMERA ZOOMS TO 
150MM. 

% 

The TGX Division of General Camera 
Corporation has announced the addi¬ 
tion of the Astrosonic 12mm-150mm 
lens to its line of lenses for the TGX- 
16mm Cine Sound System. 

Created specifically for the TGX, the 
Astrosonic has a focal range of 12mm 
to 150mm and an aperture of T/2.3. 
The extra focal length provides a new 
range heretofore unattainable with 10X 
lenses. Its size and weight, which are 
equivalent to that of the 12-120’s 
currently in use, permit easy hand-held 
shooting. 

The lens will be available for delivery 
April 15th at a list price of $2290.00. 

• 

BYRON MOTION PICTURES IS 
FIRST IN U.S. TO GET CBS LASER 
BEAM TAPE-TO-FILM TRANSFER 

Byron Motion Pictures, video tape 
and film laboratory, has installed a CBS 
laser-beam color tape-to-film transfer 
recorder, making Byron the first and 
only such company in the nation to 
obtain the device developed by the 
CBS Laboratories. 

The recorder, through three laser 
beams, transfers video tape of any 
standard format to film for 16mm, 
Super-8 or 35mm release. 

According to Byron Roudabush, 
Byron president, the capabilities of the 
laser transfer system are limited only 
by the quality of the picture originally 
recorded on the tape. 

“This is another step in the expan¬ 

sion of both our tape and our film ser¬ 
vices to producers and distributors,” 
Roudabush said. 

“Our experience with tape transfer 
and duplication over recent years has 
convinced us that the two methods of 
duplicating sound and picture, tape and 
film, will continue to expand — that 
both tape and film will be required in 
volume for our country’s growing in¬ 
formational services and increased 
demands for television and screen 
entertainment,” Roudabush added. 

The laser is the most recent tech¬ 
nological breakthrough in transferring 
pictures recorded on tape to motion 
picture film. 

Roudabush said the CBS develop¬ 
ment “provides a new standard of 
quality for video tape-to-film transfer, 
without incurring the high production 
costs associated with systems using 
color separation processes. 

“Unique features of the laser color- 
film recorder are high resolution, low 
noise, no phosphor-decay effect, ex¬ 
cellent scan linearity and precise color 
registration. The double-system rheth- 

, od of transfer is used and includes 
separate picture and sound negatives 
for release printing.” 

Pointing up his confidence in the new 
recorder, Roudabush said he has 
invested more money in this single 
piece of equipment than in any other 
piece of laboratory equipment in the 
past. 

NEW BELL & HOWELL MODEL C 
CONVERSION KIT 

Today, PSC Technology Inc. 
announced an important new product 
for the motion picture industry, their 
“C/Kit”. 

The “C/Kit” allows current owners of 
Bell & Howell’s Model C to upgrade this 
unit to a high-speed, bi-directional 
printer with automatic light changes. 

The “C/Kit” is completely field- 
installable and PSC provides an easy- 
to-use tool kit for assistance in installa¬ 
tion which takes 4 to 8 hours. 

With the “C/Kit” the Model C user 
has a panel printer at his disposal for a 
price four-to-eight-times less expen¬ 
sive than the purchase of 
commercially-available panel printers. 

The “C/Kit” was designed by Dr. 
Hans Chr. Wohlrab, a noted physicist in 
the motion picture industry, and is 
being manufactured and marketed by 
PSC. 

Additional information and prices 
are available upon request. Contact: 
PSC Technology Inc., 1200 Grand Cen¬ 
tral Avenue, Glendale, California 
91201.(213)245-8424. m 
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CAMERA LENSES 
“C” MOUNT SALE PRICE 
10mm RX Switar fl.6 

(New)  $310.00 
25mm Switar fl.4   99.50 
15mm Nominar fl.4 . . . 49.50 
25mm Cine Ektar f2.8 . . 125.00 
50mm Cine Ektar f2.8 . . 185.00 
63mm Cine Ektar fl.6 . . 185.00 
10mm Angenieux fl.8 

(New)   385.00 
18.5mm Angenieux f2.5 

(New)   505.00 
100mm Angenieux f2.2 

(New)   310.00 
13mm Elgeet fl.5   125.00 
3inch Elgeet fl.9  150.00 
4inch Elgeet f2.7  150.00 
17.5mm Baltar f2.3 .... 165.00 
25mm Baltar f2.3   145.00 
29mm Baltar f2.3   145.00 
35mm Baltar f2.3   155.00 
50mm B&ltar f2.3   150.00 
“S” MOUNT 
15mm Cine Ektar f2.5 

(New)   135.00 
ARRI MOUNT 
15-inch Wollensak f5.6. . 199.95 
150mm Kilfitt f3.5  175.00 
300mm Kilfitt f5.6   250.00 
25mm Schneider f2.2. . . 145.00 
50mm Schneider f2.2. . . 250.00 
50mm Cook Kinatel fl.8. 750.00 
75mm Kinoptik f.2   459.00 
EYEMO MOUNT SALE PRICE 
25mm Miltar f2.0  $255.00 
35mm Miltar f2.0   285.00 
50mm Miltar f2.0   290.00 

SALE ENDS JULY 31, 1975 

terHiir 
* •ami mrnmm 
\Jbti r - yy 

75mm Miltar f2.0   360.00 
100mm Miltar f2.0 . . . . 460.00 
152mm Miltar f3.4 . . . . 350.00 
25mm Eymax f4.5  28.00 
50mm Eymax f2.8  70.00 
50mm Eymax f4.5  35.00 
75mm Eymax f4.0  55.00 
162mm Eymax f4.5 . . . . 

ZOOM LENSES 
“C” MOUNT 

45.00 

9.5-95mm Angenieux with 
1" viewfinder f2.2 
(New)  $3,650.00 

12-120mm Angenieux 
f2.2 with 1" viewfinder 
(New)   

20-70mm Pan Cinor 
2,550.00 

f2.4   
25-100mm Canon TV16 

150.00 

fl.8   
l-85mm Vario Switar 

325.00 

f3.5   
ARRI MOUNT 
12-120mm Angenieux 

365.00 

f2.2   
12-120mm Angenieux 

895.00 

f2.2 (New)   1,925.00 

i 

350.00 
17-85mm Pan Cinorwith 

power zoom f2.2 . . . 
CA 1 MOUNT 
12-120mm Angenieux 

f2.2 (New)   1,925.00 
“B” MOUNT 
10-100mm Zeiss F Arri 

f2.8 (New)   1,525.00 
• 

ALL EQUIPMENT USED UNLESS OTHER¬ 
WISE SPECIFIED. ALL USED EQUIPMENT 
SUBJECT TO PRIOR SALE. 

PROJECTION LENSES 
SANKOR 16mm and 
35mm LIST PRICE 
JAN or 1500-1600 

Series From $65.00 
Sankor 16mm Regular v 

RCA, B&H, Ampro, etc., 
4 element From $39.50 

Sankor 16mm Super 
Series, 6 element. From $49.50 

Sankor Anamorphic 
Model C  $129.50 

Sankor Anamorphic 
Model D  $149.50 

Adapter for 
Anamorphic .... From $13.95 

35mm Sankor 2" 
to 3.25" $149.50 

35mm Sankor 3.50" 
to 5" $120.00 

Sankor Anamorphic . . . .$350.00 
35mm Mini Pro 

Anamorphic Lens . . . .$295.00 
Adapter $ 22.50 
SOMCO 16MM 
Vz" f2.4, 6 element $135.00 
5/B" f2, 6 element $ 66.00 
1", fl.9, 4 element. . From $48.00 
IV2", fl.6, 4 element. . . .$56.00 
IV2", fl.6, 4 element 

with field flatener $58.00 
2", fl.6 $52.00 

All above lenses are NEW and 
available at 20% off list price 
through July 31, 1975. Many 
Used 16mm and 35mm pro¬ 
jection lenses available from 
$15.00 and up. 

SERVING THE WORLD 

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

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

TWX: 910-321-4526 • Cable: GORDENT 
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John Hancock 
“I was a theater director 

before films. 
“I ran a theater in San 

Francisco, in Pittsburgh; I 
won an ‘Obie’ in New York 
for ‘Midsummer Night’s 
Dream.’ The things I’m 
proudest of I’ve done in the¬ 
ater, but one thing began to 
bother me. 

“I had the feeling that, 
whatever I did, I was, as they 
say, sculpting in ice. There 
was something fleeting, some¬ 
thing transitory about live 
theater. It didn’t last. And I 
guess that’s why film is more 
fun. Because it does last. 

“I’d always wanted to 
make films, so I applied to the 
American Film Institute for 
a grant. I got one, for 

$10,000, to make a short 
called ‘Sticky My Fingers, 
Fleet My Feet.’ It’s about a 
touch-football game in Cen¬ 
tral Park. We shot it there on 
Eastman film. It was shown 
on CBS-TV in prime time 
just before the annual 
Thanksgiving Day football 
game, and we were nomi¬ 
nated for an Academy 
Award. The producer of 
‘Bang The Drum Slowly’ saw 

it, called me up, and said he 
wanted to make a film from a 
book about baseball that was 
already one of my favorite 
books. He put up the money 
himself, and that was it. 
When we were through mak¬ 
ing the picture, we showed it 
to the Yankees. It was like 
showing ‘The Godfather’ to 
the Mafia. 

“But before that, my first 
feature was ‘Let’s Scare 
Jessica to Death’, which also 
came about because the pro¬ 
ducer saw that short. It was a 
horror movie, a vampire 
movie. I liked that film, 
though, and it made a lot of 
money. I can’t say I’m happy 
with the ending. But there’s a 
lot in that film I liked. 

“Technically, the stage 
and film are very different. 
But the core of what you do is 
the same. You face the same 
problems—how to make 
something clear, how to get a 
laugh, how to work with a 
group, how to keep your 
perspective. 

“The important things 
about directing stay the 
same. You still control the 
rhythms. It’s just like music; 
and whether you play it on 
the violin or the piano, the 
melody is still the same. 

“How do you become a 
director today? I don’t know. 
It’s very difficult, very com¬ 
petitive. I never studied di¬ 
recting for theater or movies. 
It was strictly learn as 
you go. You just have 
to want to; you just 
have to try.” 

-6 Encouragement. That’s what’s 
behind every Eastman Kodak 
Company development. For a copy 
of this and other interviews with 
people in the moving visuals industry, 
free of charge, write: 

Eastman Kodak Company 
Dept. 640 YF, Rochester, N.Y 14650 

Name- 

Street. 

City— 

State- 
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HIGH FIDELITY IN SUPER-8 
THE BEAULIEU "5008S" 

Sound. The newest dimension in 
Super-8 movie making. With Kodak’s 
new sound movie cartridges, you are 
now able to film perfect lip syn¬ 
chronized sound movies using only a 
sound-on-film Super-8 camera and a 
microphone. 

Beaulieu was first to take this 
concept of sound-on-film Super-8 and 
give it a professional touch with the 
introduction of the “5008S”. 

Professional “High Fidelity” 
Sound 

Insert a new Super-8 sound-on-film 
cartridge. Plug in the mike. Then, 
focus. That’s all the preparation you 
need. With the Beaulieu “5008S”, 
you’re now ready to start filming pro¬ 
fessional quality, high fidelity sound 
Super-8 movies. 

An amplifier is built into the camera 
which records perfect lip synchronized 
sound directly onto the magnetic stripe 
of your sound film. The camera records 
high fidelity sound, both in treble as 
well as bass {frequency response: 50- 
12,000 Hz ± 1.5 dB; distortion: less 
than 0.75%; signal-to-noise ratio: 57 
dB; wow and flutter, attenuated peak: 
less than 0.4%). 

The “5008S” modulates the single 
system sound recording automatically. 
Or, you can modulate the sound “man¬ 
ually” as you are filming (by using the 
VU meter). 

From the “Widest” Wide 
Angle ... To An Extremely 
Long Telephoto 

Imagine what you could do in 
35mm still photography with a 35- 
400mm zoom lens! 

You can achieve this comparable 
effect with the Beaulieu-Optivaron 
6-66mm (11 to 1 zoom ratio) lens on 
your“5008S”. 

Continuously Variable 
Power Zoom 

The power zoom of the Beaulieu 
“5008S” is continuously variable. You 
can travel the full focal length range in 
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2 seconds, or 12 seconds (or any speed 
in between). 

Macrocinematography 
(Special Effects) 

Film macrocinematography (insects, 
coins, stamps, and other small objects) 
—without the use of attachments or 
additional accessories—^ any distance 
ranging from the front lens element 
to five feet. 

A unique, additional feature of the 
Beaulieu macro system is the ability to 
create special effects such as soft-focus 
fade-ins and fade-outs. 

Fully Automatic 
Exposure Control 

The diaphragm of the “5008S” 
operates automatically and stops in¬ 

stantly at the right aperture. Exposure 
accuracy is governed by a new Reflex- 
mafic Motor (Beaulieu-patented). (This 
feature has “Manual Override”.) 

Lens Interchangeability 

Although the “5008S” comes equip¬ 
ped with a 6-66mm zoom lens . . . you 
can interchange an unlimited number 
of other lenses in order to create a 
certain feeling or effect in your films. 
The camera accepts all “C” mount 
lenses, as well as 35mm still camera 
lenses (when using the proper adapter). 

For full information on the new 
Beaulieu “5008S” HIGH FIDELITY 
SOUND Super-8 Camera, please write 
to: 

HERVIC CORPORATION 
14225 Ventura Boulevard 
Sherman Oaks, California 91423 

Sound Movie Camera 
(equipped with a Beaulieu-Optivaron 6-66mm zoom lens) 
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We find it amazing that some 
firms will be suckers for 
a low price tag - not once, 
but several times! 

We’ve seen it happen again and again. 

A firm will order a film processor, 
wait for it weeks (and sometimes 
months) beyond the promised delivery 
date, discover it doesn’t perform to 
specifications .. . and still reorder 
from the same guy the next time 
around! 

Why? Is it the few bucks saved on a 
meaningless quote? Is it a locked-in 
habit pattern? Or just further proof 
of P. T. Barnum’s famous statement? 

Before you order a film processor 
from any manufacturer (— it doesn’t 
matter who it is), find out who 
some of his customers are and ask 
them a few questions. 

Does he have a reputation for prompt 
delivery? Will he build exactly what 
you want? Will the processor do 
everything it’s supposed to do? 
If something goes wrong, will he come 
back and make it work? 

In other words, does he really care, 
or just pretend he does? 

If we sound tough on this subject, we 
mean to be. We’re upset by any 
manufacturer who promises first-rate 
gear and delivers marginal 
equipment. But we’re bothered even 
more by any buyer who doesn’t 
take the trouble to look for 
the difference! 

QUESTIONS & ANSWERS 
Conducted by CHARLES G. CLARKE, ASC. 
and WINTON HOCH, ASC. 

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

QWhat Is the scope and func¬ 
tion of the Special Effects 

department of a motion picture 
studio? 

A To outline the exact operation of 
the Special Effects departments 

in the Hollywood studios would be very 
nearly impossible, as each studio 
operates its effects departments in a 
different manner. 

The term “special effects,” as used in 
Hollywood, covers such things as light¬ 
ing a fire in a fireplace, the laying of 
artificial fog, and creating a rainstorm 
or an earthquake, etc. The term also 
applies, in many studios, to all of the 
miniature work, the optical printing, 
and the matte painting work. However, 
the more exact term for the latter is 
Special Photographic Effects. 

In some studios, there is a Special 
Effects Department (devoted to the 
effects outlined above) and a Special 
Photographic Effects department. Also, 
in some studios, the Prop Shop 
produces all full-scale and miniature 
effects. 

QMy future work In cinematog¬ 
raphy will, for the most part, 

be with color film and involve 
subjects where good color quality 
will be vitally important. I have no 
experience, as yet, with color 
temperature meters. Please explain 
their function and Importance In 
color photography. 

A A color temperature meter 
measures the color temperature 

of light sources used in motion picture 
photography. Its function is based on 
the principle that the spectral energy 
distribution of light sources at different 
temperatures can be defined 
reasonably accurately by stating the 
relative proportions of red and blue 
radiation which they emit. 

This is what the color temperature 
meter does. Most meters of this sort 
operate by rotating a circular half-red, 
half-blue filter before a photocell. 
Where the blue content of the light is 
greater or less than the red, the meter 
will so indicate on its scale. Such 
readings are generally indicated in 
terms of Kelvin degrees (or “degrees 
Kelvin”, as some prefer to term it), al¬ 

though some meters indicate what 
filters to use to obtain normal photo¬ 
graphic results with a given color film. 

Popular color temperature meters 
presently in use are Gossen Sixti-color, 
Minolta, and the Spectra 3-Color. 

Qln photographing a Chinese 
junk coming In towards a 

rocky promontory, I wish to achieve 
the effect of the craft coming 
through a fog, and becoming more 
clearly defined as it approaches. I 
have Harrison fog filters Nos. 2 and 
4. Are there any special directions, 
filter factors, etc., to be observed In 
order to get the effect described? 
Camera to be used is an Arrlflex 16; 
the film, daylight-type Koda- 
chrome. 

A Fog filters alone may not give the 
desired effect of increasing 

clarity as the subject approaches, be¬ 
cause fog filters affect both back¬ 
ground and foreground to about the 
same degree. 

Used with real (or artificial) fog, such 
filters are useful to enhance the effect 
of the fog — especially in the fore¬ 
ground where real fog usually thins out. 

Smoke, which is light in tone, may 
sometimes be used where artificial fog¬ 
making facilities are not available; here 
fog filters can be useful in blending 
background with the foreground. 

When fog filters are used, the 
resultant effect is best determined 
through actual tests where the photog¬ 
rapher is not already familiar with the 
method. Usually, the end result is much 
less “foggy” than appears to the eye 
through the camera, depending, of 
course, on the aperture used and the 
subject contrast. 

By combining fog filters, additional 
effect is obtainable. In color photog¬ 
raphy, bright hues often pick up in the 
background, and even a fairly pale blue 
sky will come through on film where it 
was unnoticeable through the camera. 

Interesting fog effects can be impro¬ 
vised where time permits, by shooting 
through parallel glass cells into which 
small amounts of cigarette smoke are 
introduced or exhausted. 

No factors need be considered for 
fog filters; they lighten the scene 
enough to make up for any transmis¬ 
sion loss; in fact, it is sometimes neces¬ 
sary to stop down the lens. 
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Hand-holding 
the Arriflex 16BL: 

Balanced. 
The offset viewfinder 
lets you get the camera down 
onto your shoulder. 

The 16BL is obvi- 
A ously not designed 

primarily for hand-holding. 
(What camera is?) But you 
can hand-hold it, comfortably. 

With a 12-120 Angenieux 
zoom lens and a 400 foot 
magazine, the 16BL weighs 
19 pounds. That’s almost 5 
pounds less than the Eclair 
NPR weighs. 

Well Balanced 

And the offset view¬ 
finder lets you seat the 
16BL back and down. Part 
of its weight rests on your 
shoulder. Balanced, com¬ 
fortable and steady. 

Documentary Tool 

“Going on location for 
a sync sound documentary, 
thousands of miles from a 
spare part, I take the 16BL” 
says Los Angeles film 
maker Larry Mitchell. 

Either Way 

“I pick it for its depend¬ 
ability. And the built-in 
APEC meter is mighty 
helpful, too. And I’ve used 
the 16BL on a tripod and 
hand-held. Works fine, 
either way.” 

ARRI 
ARRIFLEX COMPANY OF AMERICA 

FOR FREE BROCHURES ON OUR 16MM AND 35MM CAMERAS, 
WRITE TO ARRIFLEX COMPANY AT P. 0. BOX 1050, WOODSIDE, 
N.Y. 11377; OR AT 1011 CHESTNUT ST., BURBANK, CALIF. 91502. 

BACKED BY SERVICE 
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OF 16 MM PROFESSIONAL 

CAMERAS 

CINE-VOICE n 

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

AURICON * * PRO-600 SPECIAL'* 

400 FT. RUNS II MIN. 

AURICON '' PRO-600" 

600 FT. RUNS I6-1/2 MIN. 

AURICON “SUPER-1200" 

1200 FT. RUNS 33 MIN. 

GUARANTEE 
All Auricon Equipment is sold 
with a 30-day money back 

Guarantee and a 1 year 

Service Warranty. You must be 

satisfied! 

WRITE FOR 

YOUR FREE 

COPY OF THIS 
74 PAGE 

AURICON 

CATALOG 

GET BEHIND AN 
AURICON “SUPER-1200”. 

...and know the real 

satisfaction of filming with 

a truly Professional Camera! 

TO PROFESSI 
THE WORLD 

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

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

-AXTIEfclCJOIKr, Xn.c. 

Q903 K-omaine St,., Holly^wood SS, California 

HOm-iYWOOD 2-0931 

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



U.S. Patent #3,204,031 to be exact. It’s our revolu¬ 
tionary “two-way” cardioid dynamic microphone. Only we 
have it. And it’s available especially forthe cinematographer 
as the AKG D-202E. 

Before our “two-way” development, whenever one end 
of the frequency range was expanded the other end lost. 
And there was often trouble in-between. 

The solution our people came up with was so simple 
it was beautiful. Build two microphone elements in the same 
housing. One for highs. One for lows. Phase them together 
with an integral crossover network and you’ve expanded 
your range without any strain-anywhere. Sound familiar? 
It’s the same principle behind a modern speaker system- 
only backwards. 

On the sound stage or out on location, you have the 

range you need. Plus a completely flat response over the 
entire audio spectrum and natural reproduction up to 90° 
of the microphone axis. Plus no “booming” proximity effect 
and virtually no feedback problem. 

There are other AKG “two-way” mikes, plus boom 
mounts, stands and adaptors. And a full line of other AKG 
mikes including dynamic and condenser shotguns. And an 
entire range of accessories. AKG mikes make every word 
uttered on your set easily sound even truer to life. 

Speak to your professional equip¬ 
ment supplier. Or write for details. 

AKG MICROPHONES« HEADPHONES 
PHILIPS AUDIO VIDEO SYSTEMS CORP. 
AUDIO DIVISION 
91 McKee Drive, Mahwah, N.J. 07430 
A North American Philips Company 

We patented a way to make your 
cinema sound a little more verite. 
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By ANTON WILSON 

UNDERWATER 
CINEMATOGRAPHY 

Location filming is definitely these 
days the thing. Elaborate sets and intri¬ 
cate process photography have been 
forsaken in favor of the more credible 
realism of the location, not to mention 
the significant savings of both time and 
money in most instances. Of course the 
word “location” can mean anywhere, 
and often does. Among the more exotic 
locations, underwater sites seem to be 
gaining in popularity. Industrials, docu¬ 
mentaries, as well as theatricals and 
television, are employing more and 
more underwater footage. In light of 
this, it is not unlikely that a cinematog¬ 
rapher will eventually find himself with 
an underwater sequence to shoot. 
Being basically a land mammal, the 
average cameraman may find working 
underwater somewhat alien. Some 
pertinent pointers on filming under¬ 

water may thus prove useful. 
I have filmed in many diverse and 

unusual locations, but all above sea 
level. We once had an assignment to 
film in the Hudson River, but we wound 
up simulating the sequence in a tank 
filled with muddy water and two bags of 
garbage. This experience hardly 
qualifies me as an underwater expert. 

The expert on underwater cinema¬ 
tography is without a doubt Jordan 
Klein. Jordan has logged almost a year 
of his life underwater. His screen 
credits include “THUNDERBALL”, 
“20,000 LEAGUES UNDER THE SEA”, 
“CREATURE FROM THE BLACK LA¬ 
GOON”, the TV series “FLIPPER”, and 
more than a hundred other films of all 
types. I visited Jordan recently at his 
Miami factory where he designs and 
builds underwater equipment, 
including camera housings. My visit 
was most enlightening. 

FIGURE 1 — The underwater housing recently introduced by Image Devices for use with the 
Eclair ACL camera, with 400-foot magazine — thus allowing this basically topside camera to 
double as an underwater rig. 

FIGURE 2 — Underwater cinematography 
expert Jordan Klein, shown with one of his 
own underwater housings for an Arriflex 
35mm camera. This is the camera most 
favored in the large format. 

Certain cameras are better suited to 
underwater applications than others. 
For 16mm, the Arriflex 16M seems to 
be the first choice of professionals. Its 
small size, quick-change magazine and 
reflex system make it ideal for this 
work. The 16S Arriflex is not as well 
suited, due to its bulkier and more 
complicated magazine system, and the 
excessive current drain of its two 
motors (drive and mag torque). There 
are, of course, other cameras that can 
be used underwater. Bolex makes an 
underwater housing for the H-16 
cameras that is ideal for certain semi- 
pro applications. More recently, Image 
Devices has introduced an underwater 
housing for the Eclair ACL 400’, thus 
allowing this topside sound camera to 
double as an underwater rig. (Fig 1) 

The Arriflex 35 is almost always the 
choice in the larger format. It is usually 
employed with the flat offset motor 
base. FIGURE 2 shows Jordan Klein 
Continued on Page 593 
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"Chuck” Sorensen 
talks about 

angenieux engineering... 
.. .“Being located in the Nation’s Capital, we 
have camera crews from all over the world 
coming to us for both new equipment and service. 
Since one of the major products of Washington 
is news, there is a one time only chance to 
cover a story. Therefore, a very important aspect 
of our business is knowing we will be able to 
maintain our customer’s equipment ourselves, 
according to factory standards. 

Brenner Cine Sound has found that 
Angenieux lenses are engineered for maximum 
performance and long life with minimum 
servicing. Angenieux has trained our service 
personnel and provided the proper optical 
testing equipment to return a lens to its 
top operating condition quickly and efficiently. 

When a breakdown occurs due to extreme 
wear or damage, we have the factory re¬ 
placement parts and can precisely measure, 
adjust and make corrections, both optically 
and mechanically to return the lens to its 
‘like new condition’. This is because of 
Angenieux’s unique original engineering 
design concepts. 

When we sell an Angenieux lens, we are 
confident that no matter where it goes or 
how it will be used, we will always be able 
to restore it to its original excellent working 
condition. After all, Angenieux engineers 

designed it that way.” 

5.9mm 
f/1.8 

Charles "Chuck” Sorensen, Vice President 
Brenner Cine Sound, Washington, D.C. 

Motion Picture Equipment Specialists 

angenieux corporation of america 
ISLIP AIRPORT, BOX 340, RONKONKOMA, N.Y. 11779 • (516) 567-1800 

13381 BEACH AVE., VENICE, CALIF. 90291 • (213) 821-5080 
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You Expect 
Great Quality In 
\bur 7247 Dailies 

Why Settle For Less 
In\bur Answer Prints? 

DuArt delivers the finest dailies and answer 
prints consistently, with the help of the industry’s 
newest electronic marvel. Now, 7247 negatives 
are computer timed and edited without notching, 
tabbing or otherwise mutilating or excessively 
handling them. Our new electronic equipment, 
designed by DuArt and engineered to our own 
specifications, provides the cleanest, quickest, 
safest methods of making answer prints from 
both negative and reversal film. 

Want more facts? Contact Bob Smith. He’ll be 
happy to fill you in on the details. 

Dl ARTl^w 
FILM LAB0BAI0Rl[S,MC.|^r^ 

DuArt Film Building 
245 West 55th Street, New York, N.Y. 10019 (212) PL 7-4580 
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CINEMATIC STYLES 

In AMERICAN FILM GENRES, Stuart 
M. Kaminsky outlines a critical theory 
of popular film with a searching analy¬ 
sis of such categories as violence, 
(Mervyn LeRoy’s Little Caesar), musi¬ 
cals (Bob Fosse’s Cabaret), adventure 
(Norman Jewison’s The Thomas Crown 
Affair). (Pflaum $12.95/7.95) 

★ * * 

A comprehensive reference work, 
THE GREAT SPY PICTURES by James 
Robert Parish and Michael R. Pitts 
covers 463 outstanding all-time 
samples of the genre. Cast-&-credits, 
plot summaries, reviews and com¬ 
ments, and a bibliography are 
provided. (Scarecrow $17.50) 

★ ★ ★ 
In the 30’s Golden Era movies, the 

hero always got the girl, but not without 
some competition from those Alex 
Barris calls HOLLYWOOD’S OTHER 
MEN. This appealing and documented 
study of “successful losers” reflects the 
morality and illusions of another era. 
(Barnes $15.) 

In HOLLYWOOD’S GREAT LOVE 
TEAMS, James Robert Parish ob¬ 
serves entertainingly 28 celebrated 
screen couples, from John Gilbert- 
Greta Garbo to Richard Burton-Eliza- 
beth Taylor. (Arlington $14.95) 

D. W. Griffith’s 1910 classic, A COR¬ 
NER IN WHEAT is carefully tran¬ 
scribed in Vlada Petrie’s shot-by-shot 
breakdown, with an apt analysis of its 
cinematic structure and filmic devices. 
(University Film Study Center, Box 275, 
Cambridge, MA 02138, $2.) 

In PUPPET ANIMATION IN THE CIN¬ 
EMA, L. Bruce Holman offers a lively 
and informative study of the genre’s 
history and technique. From French¬ 
man Emile Cohl’s use of single-frame 
cinematography in 1910 to Ray Harry- 
hausen’s contemporary Hollywood 
work, artists like Jiri Trnka, Ladislas 
Starevitch, Hermina Tyrlova and the 
author himself have contributed an 
imaginative variety of filmed puppetry. 
(Barnes $8.95) 

Murray Schumach’s THE FACE ON 
THE CUTTING ROOM FLOOR is a 
timely re-issue of his reliable 1964 
study of film censorship. How far we 
have come since those repressive days 
is a measure of how far we still have to 
go to achieve true freedom of expres¬ 
sion. (DaCapo $15./3.95) 

THE WIDE WORLD OF FILM 

The British film industry of the 60’s, a 
decade marked by recurrent crises 
despite a wealth of talent and success¬ 
ful movies, is summed up in HOLLY- 

THE BOOKSHELF 
By GEORGE L. GEORGE 

WOOD U. K., Alexander Walker’s 
highly readable and detailed account. 
(Stein & Day $15.) 

★ ★ ★ 
The prime role played by the arts — 

and specifically the movies — in post- 
World War I, pre-Hitler Germany is bril¬ 
liantly evoked by Walter Laqueur in 
WEIMAR: A CULTURAL HISTORY, 
spotlighting such emerging celebrities 
as Fritz Lang, Sternberg, Lubitsch, Jan- 
nings and Marlene Dietrich. (Putnam 
$8.95) 

* ★ ★ 

While love has always been the main 
ingredient of successful films, mainly 
its physical aspect concerns Parker Ty¬ 
ler in his fully documented and abun¬ 
dantly illustrated A PICTORIAL 
HISTORY OF SEX IN FILMS. His 
lengthy and erudite text shows con¬ 
siderable research, an understanding 
of the psychodynamics of sexual 
behavior, and an appropriate sense of 
humor. (Citadel $12.) 

USC Professor Arthur Knight sur¬ 
veys in SEX IN CINEMA No.5 the 
current perimeters of screen permis¬ 
siveness. Legal hassles, themes, and 
styles are expertly discussed, with 
choice stills shedding further light on 
the subject. (Playboy Press $1.95) 

Prof. Paul Weiss adopts a 
philosophical stance in his penetrating 
exploration of film, CINEMATICS. By 
studying its various practitioners and 
genres, comparing film to other art 
forms, and assessing the emotional re¬ 
sponse it provokes, the book reaches 
deeply into human consciousness and 
creative conditioning. (So. Illinois U. 
Press $8.95) 

PROS AND CONS 

Birgitta Steene’s INGMAR BERG¬ 
MAN is a sensitive interpretation of the 
director’s visual world in terms of its 
literary qualities. The lengthy spoken 
passages in many of his films, the 
descriptive paragraphs he inter¬ 
polates in his published screenplays, 
the narrative nature of many dialogues 
make it possible to adopt Bergman’s 
urging that “no distinction (be made) 
between writer and director . . .” (St. 
Martin’s $3.95) 

A broad survey of Canada’s bur¬ 
geoning film industry, INNER VIEWS by 
John Hofsess considers ten Canadian 
filmmakers. Among them are Claude 

Jutra, Alan King, Paul Almond and Don 
Shebib, as is Graeme Ferguson whose 
IMAX large-screen, stereo single¬ 
projector process is the sensation of 
Toronto’s Ontario Place. (McGraw-Hill 
Ryerson $8.95) 

★ * * 

Gordon Hendrick’s EADWEARD 
MUYBRIDGE unfolds the saga of the 
“father of the motion picture’s” photo¬ 
graphic experiments, amid the vicis¬ 
situdes of his tumultuous private life. 
Extensive reproductions of his original 
photographs convey the full scope of 
his pioneering work. (Grossmasn $25.) 

Shirley MacLaine’s adventurous 
explorations of the real world that took 
her through politics, woman’s lib, China 
and back to the entertainment world 
are distilled in YOU CAN GET THERE 
FROM HERE, an impressive and 
honest account of a gifted woman still 
in search of herself. (Norton $7.95) 

* * * 

A compassionate and well-re¬ 
searched biography, JUDY GARLAND 
by Anne Edwards tells the harrowing 
story of a performer’s private life, the 
demonstrative adulation of a demand¬ 
ing public, and the inhuman practices 
of a talent’s commercial exploitation. 
(Simon & Schuster $9.95) 

Revealing, in VINCENT PRICE UN- 
MASKED, the Renaissance man under 
the “King of Horror” screen personality, 
James Robert Parish and Steven 
Whitney have painted an appealing 
portrait of an art connoisseur, a dis¬ 
criminating gourmet, and an accomp¬ 
lished actor. (Drake $9.95) 

An ambitious biographical study of 
the late actress, JAYNE MANSFIELD 
AND THE AMERICAN FIFTIES by 
Martha Saxton attempts to assess the 
star’s complex persona in terms of the 
period’s swiftly changing morality. 
(Houghton Mifflin $8.95) 

★ ★ * 

The zany and often savage sense of 
humor that the late Ernie Kovacks dis¬ 
played on television in the 50’s and 
later in films is expertly captured in 
David G. Walley’s fascinating biog¬ 
raphy, NOTHING IN MODERATION. 
The comedian’s spontaneous gift for 
visual and verbal gags, his inspired on¬ 
screen mugging are faithfully reflected 
in this appealing memoir. (Drake $9.95) 

A zestful biography of Wilson Mizner, 
ROGUE’S PROGRESS by John Burke, 
evokes the palmy days of Hollywood 
when con artist Mizner, an all-around 
scoundrel born into a respectable 
California family, successfully used his 
uncommon wits to promote screen¬ 
writing jobs and to found the original 
Brown Derby restaurant. (Putnam 
$8.95) ■ 
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THE END OF HALF YOUR 
LIGHTING PROBLEMS. 

If you had to pick one aspect of filmmaking that 
has necessitated the development 
of the greatest variety of 
equipment, you'd have 
to pick lighting.Every scene, 
every shot, every studio, 
every location, every pro¬ 
duct, virtually every face 
requires its own individ¬ 
ual lighting solution.You ll 
be glad to know that at 
Camera Mart we stock every 
one of those solutions.From 
the biggest Maxi-Brute 
array to the most portable 

sun gun. For rent of sale. Lights that 
work from any source, 
220 - volt AC to 30-volt 

battery. Colortrans, 
Moles, Lowels and 

practically everyother 
name brand. Plus 

every accessory imag¬ 
inable: snoots, scrims, 
silks, reflectors,flags, 

stands and every 
other piece of gaff¬ 

er equipment—right 
down to tape. 

THE END OF THE OTHER HALF. 
But as we re so fond of saying, the right equip¬ 

ment is only half the solution. Expertise is the 
other half. And at Camera Mart, our people don t 
just sell and rent lighting equipment. They are, to 
a man and Ms., bona fide lighting consultants, 
capable, for instance, of designing a lighting pack¬ 
age for you that will do more than you expected for 
less than you expected to spend. We can show you 

how to get more candlepower from less electrical 
power (particularly important on location). Or how 
to stow 5,000 watts in an attache case that'll fit 
nicely under an airline seat. We ll even suggest 
how many spares to take along. In short, when it 
comes to lighting, we re a real bunch of know-it- 
alls. And since we also have it all, why bother going 
elsewhere? 

CAMERA MART 456 West 55 Street New York, N.Y 10019 
You make sense. Tell me more about how Camera Mart 
can solve both halves of my lighting problems. 

NAME TITLE 

CAMERAS 
MART^ 

THE CAMERA MART. INC 

456 W. 55th St.. New York, 10019(212)757-6977 
SALES SERVICE RENTAL 
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What you /ee 1/ uuhat you get. 

The extraordinary Shure SM7 professional microphone features something 
you’ve never seen before: a built-in Visual Indication Response Tailoring 
System that offers you four different frequency response curves—and shows 
you the curve you’ve selected with a graphic readout (see above) at the back 
of the microphone! Choose: 1. flat response; 2. bass roll-off; 3. presence 
boost; 4. combination of roll-off and presence. And there’s more: the SM7 
delivers exceptional noise isolation with a revolutionary pneumatic suspen¬ 
sion mount... an ultra-wide, ultra-smooth frequency response ... an integral 
“pop” and wind filter... and a cardioid pickup pattern that looks “text-book 
perfect.” The Shure SM7 Studio Microphone was extensively field-tested in 
recording studios and broadcasting stations! Write: 

Shure Brothers Inc. 
222 Hartrey Ave., Evanston, III. 60204 
In Canada: A. C. Simmonds & Sons, Ltd. 
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IT COMES 
WITH A 2,000 

PERSON 
GUARANTEE. 

When it comes to selecting equip¬ 
ment, there's simply no endorsement 
that can match the opinion of profes¬ 
sionals in the business. Especially 
when so many agree. 

I n the three years since the 
camera’s introduction, over 2,000 
non-reflex and reflex CP-16 outfits 
have been sold. And found their way 
to applications ranging from network 
and local news to documentaries, 

commercials, and now, even 
features(!).. with a big boost from East¬ 
man s new 7247 color negative film. 

It’s hardly surprising, when you con¬ 
sider the way CP-16 excels in so many 
critical areas. Like versatility—start¬ 
ing with your choice of reflex and 
non-reflex versions. Backed up by a 
wide range of lenses and other acces¬ 
sories. Performance—as solid and 
silent as you’ll ever need. And reli¬ 
ability—CP-16’s already become the 
benchmark for lowest down-time 

regardless of the amount of use (or 
abuse) it takes. Plus the security you 
get from knowledgeable distributors 
with the people and facilities to keep 
you in action. 

If you're thinking about buying—or 
renting—a camera, prove it to your¬ 
self. Ask one of the 2,000-plus people 
who are using CP-16. They’re among 
the busiest in the industry, so they’re 
not hard to find. 

In the West: 

ALAN GORDON 
ENTERPRISES, INC. 

1430 N. Cahuenga Blvd., Hollywood, California 90028 
Sales: (213) 985-5500 • Rentals: (213) 466-3561 

In the East: 

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

(212) 757-6977 

In the Midwest: 

VICTOR DUNCAN, INC. 
11043 Gratiot, Detroit, Michigan 48213 • (313) 371-4920 

676 N. St. Clair, Chicago, Illinois 60611 • (312) 321-9406 
2659 Fondren, Dallas, Texas 75206 • (214) 369-1165 



PROHLE: A.S.C. 
By JOHN ORMOND 

FREDERICK GATELY, A.S.C. 

Fred Gately claims that he was “born 
with a camera in my hands.” That may 
be stretching matters a trifle, but the 
fact remains, Fred Gately has been ac¬ 
tive in the world of cinematography 
since 1929 and has compiled an en¬ 
viable record of achievement in tele¬ 
vision as one of Hollywood’s foremost 
directors of photography. 

Commencing in mid-May, Gately will 
return to MGM studios for another 
eight-month stint as director of Photog¬ 
raphy for the highly-rated TV series, 
“Medical Center.” His second season 
on the show continues a career which 
has been virtually uninterrupted since 
he arrived in Hollywood back in 1946. 

That was when he photographed a 
feature film titled “Harpoon”, starring 
John Bromfield. Subsequently, he was 
cinematographer on the Keenan Wynn 
movie, “Four Seasons”. 

His debut in television, then a new 
medium, came in 1951 when he shot 
the pilot film for the “Dragnet” series. 
Jack Webb retained him as the regular 
director of photography for the show 
during its initial season. The following 
year, he photographed the pilot — and 
then the weekly shows — for “Ozzie 
and Harriet”. 

“I’d have to say that the ‘Dragnet’ 
show was the key,” he reminisces. “It 
led to a flock of TV assignments, one 
right after another.” 

Gately has worked at almost every 
studio in Hollywood, although he has 
never been under long-term contract. 
He prefers free-lancing. His list of TV 
credits is formidable. Beginning with 
“Dragnet” and “Ozzie and Harriet”, it 
includes Lux Video Theatre, “Father 
Knows Best” (for three years) and 
“Hazel” (five years). He’s also done the 
initial shows of such series as “Be¬ 
witched,” “Jeannie” and “Farmer’s 
Daughter”. 

He worked at 20th Century-Fox for 
five years, too, on “The Lancer” and 
“Nanny and the Professor” series. He 
also lensed The Rosemary Clooney 
Show, Cavalcade of America and did a 
late-50s stint at Walt Disney Studios on 
the “Annette” segment of the hugely- 
successful Mickey Mouse Club. 

The Gately story, though, actually 
begins back in Chicago, where he took 
his first fulltime job for $30 a week at 
the now-defunct Vitaglo Studios. 

“That was in 1929, and I had given up 
a summertime job at $100 a week 
doing portrait photography to take the 
assignment at Vitaglo,” says Fred. “My 
parents thought I was nuts, but I just 
wanted to get into film camera work.” 

Gately recalls how he had frequent 
squabbles with Vitaglo’s owner, a Mrs. 
Dunlap. She would fire him one day, 
hire him back the next. The squabbles 
notwithstanding, they actually 
respected each other highly. At Vitaglo, 
Gately produced and photographed his 
first film, titled “Man In The Making”, 
for the University of Chicago. 

“At Vitaglo, I was camera operator 
and assistant as well as cameraman, 
and I learned much of my craft there 
during four years.” 

Later, he worked at the Chicago Film 
Laboratories. “That was very impor¬ 
tant, too,” he notes. “I received a very 
good backgrounding in lab work, and it 
has stood me in good stead ever 
since.” 

The man who played the greatest in¬ 
fluence in Gately’s early career, though, 
was a Major Spoor of the old Essenay 
Film Company. 

“I always remember how I stood in 
awe of the first Bell and Howell film 
camera I’d seen,” says Fred. “It had a 
hand crank, a 120-degree shutter and a 
small postage stamp-sized viewfinder 
that was upside down.” 

Major Spoor taught him how to use 
the Bell and Howell, and took a strong 
personal interest in Gately’s work. It 
was Spoor who sponsored Gately’s 
admission as a charter member of the 
cameramen’s union local 666 in 
Chicago, when Fred was but 21. 

Gately gives much credit for his 
advancement as a cinematographer, 
too, to his wife of 38 years, Rivia. During 
the anxious period when he was 
making the career adjustment from 
Chicago to Hollywood, Rivia went to 
work while he went the rounds, seeking 
that first West Coast job. Fred and Rivia 
had been married in Chicago in 1937, 
and she always has had great faith in 
his ability as a cinematographer. 

Fred gained another milestone in his 
career when he was admitted to the 
elite American Society of Cinematog¬ 
raphers in 1951. 

“I was the very first director of 
photography from television to be 

accepted into the A.S.C. and for that, 
I’m very proud.” 

The Gatelys have lived for 21 years in 
a two-bedroom single-level home in the 
Beverly Glen area of West Los Angeles. 
Their grown-up daughter, Laurel, lives 
at home with them. 

But the story of Fred Gately would 
not be complete without strong 
mention of his lifelong hobby: ham 
radio. He has been a ham radio 
operator for 45 years, and now 
operates station W6LNH. He also is a 
member of the Military Affiliate Radio 
System, a branch of the U.S. Army — 
and therein lies another important 
chapter of the Gately chronicle. 

For years now, Fred Gately has 
worked with the Army, setting up tele¬ 
phone calls from U.S. servicemen in 
Vietnam, Cambodia, Japan, Korea and 
Okinawa, to their families at home. 

With recent developments in Cam¬ 
bodia and Vietnam, these calls have 
ceased, but he continues to handle 
phone contacts for U.S. soldiers, 
sailors and airmen in Thailand and in 
Japan and Korea. 

“I know I’m contributing something 
worthwhile to my country by doing 
this,” he says. “It’s a great feeling, 
being able to help our boys overseas 
get in contact with their wives or 
parents or girl friends, and to share in 
the happiness of these experiences.” 

Sometimes, the telephone opera¬ 
tors working with Fred on the overseas 
calls eventually wind up meeting the 
servicemen in person when they return 
to the U.S. 

“I’ve set up a lot of dates for these 
guys,” says Fred with a grin. “It’s almost 
like being a match-maker!” 

On one occasion, the telephone 
company superintendent invited Gately 
to join the operators at a Halloween 
party at their exchange. 

“Many of these girls had worked with 
me on the calls, but I’d never actually 
met them. We were all on a first name 
basis, and there was a warmth and 
cameraderie about the whole thing that 
made our job seem very worthwhile.” 

Gately maintains a two-way transmit¬ 
ter in his car and frequently talks to 
other ham radio operators around 
Southern California. They keep each 
other posted on current events and 
also relay calls for emergency help 
where and when needed. 

All of which certainly indicates that 
Fred Gately has led a full and eventful 
life. He has never stopped working 
since that first job as a portrait photog¬ 
rapher while still at high school. And he 
has maintained a lively interest in 
people, and in the world around him. 

Fred Gately is a credit to the world of 
cinematography — and to the A.S.C. ■ 
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These days, more 
than ever, we need 

a quick, inexpensive 
and efficient answer 
to colour balancing 
and lighting effects. 
I've certainly found 
if in Lee Pilfers. « 

Whilst filming “Rosebud" on location in Corsica recently Denys Coop, 
the internationally known lighting cameraman resolved some problems 
with the help of Lee Filters' managing director, David Holmes. 

DC 'Tm really very appreciative of your wide range of filters available 
to help solve so many light problems, David.” 

DH "Well Denys, since we've been manufacturing we've been 
presented with many filter problems and I like to think we've 
solved most of them — as you know we've neutral density filters, 
combination filters, colour effect filters, tough spun and silk 
diffusion to help technicians with virtually any lighting problem 
imaginable.” 

DC "Certainly your colour effect filter has proved the ideal answer 
here in Corsica — and the filter colour is so consistent, too.” 

DH "We've concentrated on this. Our factory and laboratory has the 
very latest equipment for checking colour consistency.” 

DC "And what about the base you use? It seems so durable.” 
DH "That's Melinex. A polyester film from I.C.I. It's as tough as 

anything and much more heat-resistant than conventional 
acetates.” 

DC "I don't think you need say any more, David. I'm already 
convinced that Lee have the complete answer to lighting control 
for me.” 

So like Denys Coop why not put your faith in an organisation that 
really cares about your filter needs? Just write to us and we'll put you 
in touch with your nearest Lee stockist, straightaway. 

Denys Coop 

LEE FILTERS LIMITED 
Walworth Industrial Estate, 
Andover, Hampshire, England. 
Telephone: Andover (0264) 66245 
Telex: 477259 

L/g/it with Lee 
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Go With The Professionals! 

Filming a feature in the South ! 

to'1 MAIER HANCOCK 

MILLER 

KUEGL 

nit* 

CINEMA BEAULIEU 

°cO/vA, 
SHUM °# 

We have the NEW QUIET 35 BLinour 
rental department,contact us for all 
your Cinematography new, used and 
rental needs. 

CELEBRATING OUR 40th YEAR OF SUPPLYING OUR 
CUSTOMERS WITH PROFESSIONAL EQUIPMENT AND SERVICE  

CONTACT US FOR DELIVERY AND PRICES FROM OUR LARGE INVENTORY! 

^tandarq Jheatre^^upply 
Member Professional 
Motion Picture 
Equipment Association CINEMATOGRAPHY and AUDIOVISUAL 

SALES- SERVICE-RENTAL 

125 HIGGINS STREET,GREENSBORO, N.CAROLINA 

(919)272-6165 - l-800-632-0225(N.C.) - 1-800-334-0201 (S.OhiofS.C.,Va,W VafTenn,DelfD.C.,Ga, Md.) 
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The 
Perfectionists. 

All types Cine processors 

Perfection in processing Cine film demands 
perfection in the equipment to do the job. 
These Houston machines are as near perfect 

manufacturers’ standards: Precise timing of 
every step in the processing cycle. Maintain¬ 
ing solutions at their proper strength and tem¬ 
peratures. Impingement drying. Operating at 
optimum speed without sacrificing quality. All 
of these functions are rigidly controlled in 
these Houston machines — the perfectionists. 

Available in single line and duplex models. 

Houston builds a processor for every type 
and size of color or B&W film. Write or call us 
regarding your requirements: Houston Photo 
Products, Inc., 655 E. 20th St., Yuma, Arizona 
85364. (602) 782-3677. Telex: 699-450. 

PHOTO PRODUCTS, INC. 
YUMA, ARIZONA 
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LUltM HIH'8 Mint It HM till. 

Tota-Light: new 
flexibility in mounting 

and control. 

Location lighting 
imposes a number of 
unique requirements 
for well-thought-out 
durably-built equip¬ 
ment. Over the last 
fifteen years, Lowel 
systems have 
proven them¬ 
selves in a 

wide variety 
of applica¬ 

tions in motion pictures, still 
photography and video. And, 
in the process, changed loca¬ 
tion lighting from a compromise 
to a creative tool. 

Tiny Iota-Light. More than 
a small 1000, 750 and 500- 
watt light with an ultra-wide, 
even pattern: it's the first pro¬ 
fessional quartz light built like 
a system camera, with 
lock-on mounting and 
control accessories. 

Modular Link System. 
Solves grip and control vanfiectoni: the 
problems as they occur 
on location. Rugged, light¬ 
weight components interlock 

to form flags, booms, diffusers...dozens 
t of other rigs. Outstanding stands: with 

unusually high strength-to-weight ratios 
Link system: countless control 
and support combinations. 

Softlight 1500: the 
large, soft-shadow source 

that fits in a small case. 

only roll-up,flood-out 
reflector. 

Folding Softlight 1500. Only 
a fraction of the weight 
of studio units, it makes 
soft-shadow location 
lighting a reality. 
Delivers more out 
put than most 
2K softlights 

with two 
750-watt 

lamps. Mounts 
or clamps any¬ 

where.,.folds into 
compact case 
for travel. 
Roll-up 

Variflector II. The only truly portable, 
professional reflector. Complete 

flood control through 3:1 ratio, 
to adjust brightness 

and spread. Rolls up 
to fit in compact 
case with stand. 
Workhorse Quartz“D’.’ 
Studio versatility 
in a compact, light¬ 
weight focusing unit 
with wide (7:1) spot/ 
flood ratio and inter¬ 

changeable 1000, 750 and 500-watt 
lamps. Quick-change accessory- 

reflector system transforms it from a versatile 
general-purpose light to a 
high-intensity, long-throw 
source. 

Lowel-Light.The tape- 
up, clamp-on light that 
helped change the in¬ 
dustry's approach to 
location lighting, and intro¬ 
duced Gaffer-Tape™ Some 

of the original units are 
still going strong, after 15 
years of rental. 

For more information on Lowel products 
see your dealer or contact us. 

Quartz “D”: 7-1 focusing 
plus high intensity. 

H§e Antique. 

421 West 54th Street. NewYoiX. N Y10019 (212) 245-6744 
West Coast 3407 West Olive Avenue. 

Buitoank.Ca (213)846-7740 



New Scoopic 16mm cameras 
and lenses. From Canon. 

When you’re shooting news and 
documentary footage on location, 
surprises are no fun. You’ve got to 
be ready for anything, with 
equipment as tough—and as 
talented—as you are. 

Scoopic cameras and lenses are 
exceptionally good solutions to 
the problem. They are lightweight 
and unusually versatile. They are 
designed with human engineering 
in mind, so they handle easily and 
quite naturally. Perhaps even more 
important, for equipment of such 
precision, Canon Scoopic cameras 
and lenses are utterly dependable 
in demanding everyday use. 

Nothing will prove to you how 
good Scoopic 16mm equipment 
is as well as the equipment itself. 
See your local authorized Canon 
dealer for a demonstration. Or 
write directly to Canon for more 
information today. 

SCOOPIC 16M 
This is the professional 16mm 

camera that’s perfect for fast- 
moving news and documentary 
work. New, brighter-than-ever 
viewfinder also gives you TV safe- 
frame markings, T-stop scale, and 
under- and over-exposure 
warnings. Exposure control is 
automatic or manual, at your 
option. Filming speeds range 
from 16 to 64 frames per second, 
plus single frame. Battery power 
from 12-volt rechargeable NiCd 
takes you through 1600 feet of 
film at 24 fps on a single charge. 
New f: 1.8 Canon Macro Zoom lens 
has 6:1 ratio (12.5 to 75mm) and 
built-in macro capability, for 
focusing from as near as 3V2 inches 
from the front of the lens. 
SOUND SCOOPIC 200SE 

All the compact mobility and 
handling ease of the 16M, with 
sound, too! Automatic gain control 
(AGC) assures no volume 

Scoopic 16M 

C10x12 

theoretical limits. Macro focusing 
begins at a phenomenal .04" from 
lens front. Use of macro ring and 
focusing ring plus zoom allows 
you to produce effects heretofore 

Sound Scoopic 200SE 

overloads even under 
conditions. A special rotating 
mirror transmits brilliantly bright 
images to both film plane and 
viewfinder. Zoom lens has 6:1 
ratio and allows filters to be 
inserted through external filter 
slot for faster changes with no 
screwing around. Registration pin 
for perfect framing, with TV safe- 
frame markings visible in finder 
and auto/manual exposure control. 
ClOx 12 MACRO ZOOM LENS 

Canon’s exclusive ability to 
manufacture fluorite and 
incorporate it into lenses of superb 
quality and light weight is seen at 
its best in this phenomenal lens. 
Zooms from 12 to 120mm for a 
10:1 ratio, with 
aberration 

possible only in the lab. Fast f:2.2 
maximum aperture, with optical 
performance that rivals prime 
lenses. 
C6xl4ZOOM LENS 

This is the first lens ever to be 
designed specifically for the new 
Super 16 format. Upholds all the 
famous Canon standards for lens 
quality, with fastjf:2 max. aperture, 

unsurpassed sharpness, contrast, 
and color accuracy. Zooms from 
14 to 84mm for a 6:1 ratio. Well 
balanced and light weight, the 
C6 x 14 is an ideal lens for a wide 
variety of location assignments. 

Canon' 
Scoopic Division 

Canon USA, Inc., 10 Nevada Drive, Lake Success, New York 11040 
Canon USA, Inc., 123 East Paularino Avenue, Costa Mesa, California 92626 

Canon Optics & Business Machines Canada, Ltd., 3245 American Drive, Mississauga, Ontario 
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THERESALmS 
SOMETHING NEW 
AND EXCITING 
AT SAMUELSONS 

303/315 Cricklewood Broadway, 
London NW2 6PQ, ENGLAND. 
Tel: 01-452 8090. Telex: 21430. 
Cables: Samcine London. 

24/26 Rue Jean Moulin, 
94 Vincennes, Nr.Paris, FRANCE 
Tel; 328 58 30. Telex: 67260F. 
Cables: Samcine Paris. 

sAnmiso* 
mm ttgrift 

AUSTRALIA 

<Ptr LIMITED 

25 Sirius Road, Lane Cove, 
Sydney 2066, N.S.W., AUSTRALIA. 
Tel: 428 5300. Telex: 71 25188. 
Cables: Samsmeal Sydney. 

Oosteiderweg 261, Aalsmeer, 
Nr. Amsterdam, HOLLAND. 
Tel- 02977 27701. Telex: 14613. 
Cables: Samcine Amsterdam. 

London NW2 6PQ, ENGLAND. 
Tel: 01-452 8090. Telex: 21430. 
Cables: Samcine London 

SAMFiuHarr IJMITIJ) 

Room 65 Cargo Agent's Building, 
London (Heathrow) Airport, ENGLAND. 
Tel: 01 897 2851. Telex: 22197. 
Cables: Samfreight London. 

303/315 Cricklewood Broadway, 
London NW2 6PQ, ENGLAND. 
Tel: 01-452 8090. Telex: 21430. 
Cables: Samcine London. 

Genop House, 15 Hulbert Road, 
New Centre, Johannesburg, S.AFRICA. 
Tel: 836 4275. Telex: 43 0057. 
Cables: Genop Johannesburg. 

IL] 
Southern Lighting Associates Ltd. 

303/315 Cricklewood Broadway, 
London NW2 6PQ, ENGLAND. 
Tel: 01 452 8090. Telex: 21430. 
Cables: Samcine London. 

THE FABULOUS 
R0NF0RD-8AKER FA FUND HEAD 

• TAKES CAMERAS UP 
TO 601b. WEIGHT 

• 4 - STAGE VARIABLE DRAG 
•TILTS 60° FORWARDS 

AND BACKWARDS 
•WEIGHS ONLY 111b. 
•STANDARD ARRIFLEX BOWL TRIPOD FITTING 
•CAMERA BOLT SLIDES OVER W FOR BALANCING 

-l=iA NAVIS ION EUROPEAN MANAGING ASSOCIATES 
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The Cooke varotal is the 
first motion picture 
zoom lens not to be 

designed on the principle 
of a bicycle pump. 

The Universal Bicycle Pump: Highest quality for sucking 
in air and blowing it out. 

The Taylor Hobson Cooke Varotal: sets new standards for 
pin sharp motion picture images from a zoom lens. 

The Cooke Varotal is the 
world's first 35mm/16mm 
professional cine zoom 
lens to have a fixed front. 
So, to start with, you can 
fix matte boxes and filters 
direct to the front diameter. 

Image quality? Pin sharp. 
100 line pairs per mm 
optically on axis. 75 at the 
corners. Actually achieves 
such superb resolution 
with high contrast. It also 
holds perfect focus 
throughout the entire 
zoom even when you're 
shooting as close as 13 
inches. And you can go as 
wide as 58°. 

Meanwhile, it's the only 
zoom lens that zooms only 
when you want it too. Try 
throwing focus at wide 
angle. You get no zoom 
effect. We've also provided 
tapped holes and special 
diameters for attaching a 
support cradle and control 
mechanisms to the lens 
barrel so you don't distort 
the optics. 

| Rush me the literature about the 
■ Cooke Varotai and the Cine Varotal. 

* Name: 

■ 
1 
1 

_| 
" Address: 1 

1 
■ 1 

And when 
only the best 
10:1 in the 
world will do, 
there's the 
Cine varotal- 
25-250mm 
The Cine Varotal is ideal 
for long shots on location 
as well as the usual range 
of studio shots. Same 
colour rendition as the 
Cooke Varotal. Same 
sealed lens benefits. 

In the USA post to: 

RANK PRECISION 
INDUSTRIES INC 
411 Jarvis Avenue. 
Des Plaines, 
Illinois 6001 8. 
U.S.A. 

Elsewhere in the world post to: 

RANK OPTICS 
TAYLOR HOBSON 
P.O. Box 64, 
Stoughton Street, 
Leicester LE2 0SP 
England. 
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TITLE DESIGN 

DAN PERRI 

m DAN PERRI m 
FILM D6SICN 

• GRAPHIC DESIGN m 

■ 1213 N. HIGHLAND AVE. 
HOLLYWOOD CALIF 90038 • 

• 
(213)463-2367 

• 
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We make release prints. 
By the thousands. 

Doing business with one of the biggest 
film labs in the world means getting the best 
quality release prints at the right price. 

Everytime. 
70mm to Super 8. 
Full-length features to TV commercials. 
The best quality release prints at the right price. 

Delivered on time. 

Hollywood, 1546 North Argyle Avenue, Hollywood, Ca. 90028 (213) 462-6171 
New York, 630 Ninth Avenue, New York, New York 10036 (212) 489-8800 

Chicago, 2433 Delta Lane, Elk Grove Village, 111. 60007 (312) 569-2250 
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Even after almost 
a half-century, the 
Oscar Presentation 
is still Hollywood’s 
biggest show and 
most shining moment 

TIIC 47th 
annum 
ncnocmY 
nuinnos 
pRcscninnon 

By HERB A. LIGHTMAN 

and twenty minutes (as compared to 
last year’s show, which ran 43 minutes 
longer than that), the presentation was 
trimmed of al'l fat. Presenters 
dispensed with the usual inane chit¬ 
chat and got right down to opening 
envelopes and reading the names of 
winners. The usual lavish production 
numbers were eliminated, except for a 
four-minute song and dance tribute to 
Fred Astaire by Sammy Davis, Jr. The 
five melodies nominated for “Best 
Song” were mercifully condensed into 
a single medley — a special blessing in 
this case, since rarely has such a 
collection of mediocre tunes been 
nominated. 

The result was a streamlined, no- 
nonsense show which managed to stay 
within the pre-set time limit, but which, 
however, ended up as curiously lack¬ 
ing in excitement. The glamour of the 
situation was saved by the absolutely 
magnificent sets designed by Art 
Director John De Cuir for the stage of 
the Dorothy Chandler Pavilion at the 
Los Angeles Music Center. 

Features of the Oscar Awards show 
included special tributes and awards to 

On the night of April 8, as an esti¬ 
mated audience of 65 million people 
throughout the United States watched 
the colorcast on the NBC Television 
Network, Flollywood staged its Big 
Show, the 47th Annual Academy 
Awards Presentation program. 

In addition, live television coverage 
carried the show to Australia, Brazil, 
Canada, Mexico, the Philippines and 
Puerto Rico. This was the first live tele¬ 
cast of an Oscar Awards show in the 
Philippines, where the event has bden 
seen on a delayed basis in past years. 

Delayed telecasts were beamed to 
Venezuela, Taiwan, Hong Kong, 
Romania, Bermuda, Chile, Colombia, 
Costa Rica, El Salvador, West Ger¬ 
many, Iceland, Israel, Korea, Nica¬ 
ragua, Portugal, Spain and Yugo¬ 
slavia. 

Also, the show was transmitted to 
United States servicemen in foreign 
lands, via Armed Forces Television 
Stations. 

Produced by Howard W. Koch and 
directed by Marty Pasetta, both of 
whom were determined to limit the pro¬ 
gram to a maximum length of two hours 





Even the unseasonal drizzling rain that must have embarrassed the Los Angeles Chamber of 
Commerce did not dampen the spirits of the thousands of eager fans who had gathered from 
early morning in grandstands outside the Dorothy Chandler Pavilion of the Los Angeles 
Music Center to watch their favorite film stars arrive for the 47th Academy Awards 
presentation. 

Jean Renoir (Honorary Award), Howard 
Hawks (Honorary Award), and Arthur 
B. Krim (Jean Hersholt Humanitarian 
Award). 

Bob Hope, Shirley MacLaine, 
Sammy Davis, Jr., and Frank Sinatra 
served as emcees for various seg¬ 
ments of the program. 

Presenters included (alphabetically): 
Lauren Bacall, Ingrid Bergman, Susan 
Blakely, Joe Bottoms, Diahann Carroll, 

Peter Falk, Susan George, Johnny 
Green, Goldie Hawn, Bob Hope, 
Lauren Hutton, Glenda Jackson, Gene 
Kelly, Jack Lemmon, Rody McDowall, 
James Michener, Ryan O’Neal, Tatum 
O’Neal, Jennifer O’Neill, Deborah Raf- 
fin, Katharine Ross, O.J. Simpson, 
Frank Sinatra, Danny Thomas, Brenda 
Vaccaro, Jack Valenti, John Wayne, 
Raquel Welch and Robert Wise. 

A touch of class was lent to the 

Flanked by film stars Jon Voight and Raquel Welch, who were presenters of the “Best 
Achievement in Cinematography” award, a jubilant Fred Koenekamp, ASC holds the Oscars 
presented to him and Joseph Biroc, ASC, for their remarkable achievement as Directors of 
Photography on “THE TOWERING INFERNO”. 

proceedings by having America’s fore¬ 
most living author, James Michener, 
present the screenwriting Oscars. 

Additional highlights of the show 
included an opening poster sequence 
of best film winners over the past 46 
years, and a costume design 
production number featuring the Anita 
Mann Dancers with Lauren Bacall 
narrating. 

Interspersed throughout the show 
were specialty film clips, including one 
on voting procedure, plus film clips of 
the top-nominated actors, actresses, 
and films. 

Golden statuettes were presented for 
outstanding motion picture achieve¬ 
ment in a total of 21 categories. 

As far as the Oscars were 
concerned, it was something of a night 
of upsets. Whereas “THE GOD¬ 
FATHER II” and “CHINATOWN” had 
each garnered eleven nominations, the 
former ended up with six awards 
(including the three biggies: Best Pic¬ 
ture, Best Direction and Best Screen¬ 
play Adaptation), while the latter 
captured only one (Best Original 
Screenplay). 

For readers ol American Cinematog¬ 
rapher, the really significant Academy 
Awards are always those which are of 
least interest to the general public — 
namely, the “behind-the-scenes” tech¬ 
nical awards. Whereas in past years, 
the Scientific or Technical Awards were 
always hurriedly bestowed during com¬ 
mercial breaks in the Oscars telecast, 
this year they were accorded the honor 
and dignity of a separate Awards 
ceremony (see Page 536). 

One very special technical award 
was, however, included in the telecast. 
“EARTHQUAKE” (a Universal-Mark 
Robson-Filmakers Group Production) 
was voted a Special Achievement 
Award for Visual Effects, for its realistic 
depiction of the devastation of Los 
Angeles by an earthquake. Once a 
regular category in the awards struc¬ 
ture, the Visual Effects Award is no 
longer mandatory and is voted only “at 
such times as in the judgment of the 
Board of Governors there is an 
achievement which makes an 
exceptional contribution to the motion 
picture for which it was created, but for 
which there is no annual award 
category.” Recipients of the award 
were Frank Brendel, Albert Whitlock 
and Glen Robinson. 

That we completely concur on this 
award and are delighted to see it be¬ 
stowed is attested by the fact that the 
entire November 1974 issue of 
American Cinematographer was 
devoted to the technical wizardry 
manifested in the production of 
“EARTHQUAKE”. 

But, as often happens in the presen- 



tation of awards, we feel that an in¬ 
justice has been done in this case 
through what we are sure was an 
inadvertent oversight. 

In “EARTHQUAKE”, the live-action 
special mechanical effects of Frank 
Brendel, the matte paintings of Albert 
Whitlock and the miniatures con¬ 
structed by Glen Robinson were all 
superbly executed — but without 
detracting one whit from the achieve¬ 
ments of these gentlemen, it must be 
noted, in all fairness, that another 
superb technician whose work was on a 
par with theirs in the special effects 
category, was not included in the award 
presented. 

We refer to Clifford Stine, ASC, 
whose credit on “EARTHQUAKE” 

Famed “Method” drama coach Lee Stras- 
berg, nominated his first time on the screen 
for supporting role in “GODFATHER il”, ar¬ 
rives with actress daughter Susan Stras- 
berg. 

reads simply: “Special Photography”. 
Very special photography, indeed. 
Because Mr. Stine is one of the very few 
remaining technicians who know how 
to photograph miniatures realistically, 
he was coaxed out of retirement by 
Producer/Director Mark Robson to 
perform this exacting task on “EARTH¬ 
QUAKE”. But his work did not stop at 
the straightforward photography of 
miniatures. He lent his considerable 
expertise to the execution of blue- 
screen, rear-projection and front- 
projection — all of which are tech¬ 
niques clearly recognized as falling into 
the category of “special visual effects”. 

We, therefore, feel that Mr. Stine was 
grievously short-changed in not being 
included as a recipient of this award to¬ 
gether with the completely-deserving 
Continued on Page 549 

Year 

ACADEMY AWARD WINNERS 
FOR CINEMATOGRAPHY—1928 to 1974 

Class. Cameraman Picture Title Studio 

1974 Fred Koenekamp, A.S.C. 1 
Joseph Biroc, A.S.C. r 

"The Towering Inferno" 20th-Fox 

and WB 
1973 Sven Nykvist, A.S.C. "Cries and Whispers" New World Prod. 
1972 Geoffrey Unsworth, B.S.C. 'Cabaret" ABC-Allied Artists 
1971 Oswald Morris, B.S.C. "Fiddler on the Roof" U.A. 
1970 Freddie Young, B.S.C. "Ryan's Daughter" MGM 
1969 Conrad Hall, AS.C. "Butch Cassidy and the 

Sundance Kid" 
20th-Fox 

1968 Pasqualino De Santis "Romeo and Juliet" Para. 
1967 Burnett Guffey, A.S.C. "Bonnie and Clyde" WB-7 Arts 

1966 B&W Haskell Wexler, A.S.C. "Who's Afraid of 
Virginia Woolf?" 

WB 

1966 Color Ted Moore, B.S.C. "A Man For All Seasons" Col. 
1965 B&W Ernest Laszlo, A.S.C. "Ship of Fools" Col. 
1965 Color Freddie Young, B.S.C. "Doctor Zhivago" MGM 
1964 B&W Walter Lassally, B.S.C. "Zorba the Greek" Fox 
1964 Color Harry Stradling, A.S.C. "My Fair Lady" WB 
1963 B&W James Wong Howe, A.S.C. "Hud" Para. 
1963 Color Leon Shamroy, AS.C. "Cleopatra" Fox 
1962 B&W Jean Bourgoin, j 

Walter Wottitz j 
"The Longest Day" Fox 

1962 Color Freddie Young, B.S.C. "Lawrence of Arabia" Col. 

1961 B&W Eugene Shuftan "The Hustler" . Fox 

1961 Color Daniel Fapp, A.S.C. "West Side Story" U.A. 

1960 B&W Freddie Francis, B.S.C. "Sons and Lovers" Fox 

1960 Color Russell Metty, A.S.C. "Spartacus" Univ. 

1959 B&W William Mellor, A.S.C. "Diary of Anne Frank" Fox 

1959 Color Robert Surtees, A.S.C. "Ben-Hur" MGM 

1958 B&W Sam Leavitt, A.S.C. "The Defiant Ones" U.A. 

1958 
1957 

Color 
One 

Joseph Ruttenberg, A.S.C. "Gigi" MGM 

award Jack Hildyard, B.S.C. "Bridge on the River Kwai" Col. 

1956 B&W Joseph Ruttenberg, A.S.C. "Somebody Up There Likes Me" MGM 

1956 Color Lionel Lindon, A.S.C. "Around the World in 80 Days" Todd-U.A. 

1956 Effects John Fulton, A.S.C. "The Ten Commandments" Para. 

1955 B&W James Wong Howe, AS.C. "The Rose Tattoo" Para. 

1955 Color Robert Burks, AS.C. "To Catch a Thief" Para. 

Effects John Fulton, A.S.C. "Bridge at Toko-Ri” Para. 

1954 B&W Boris Kaufman, A.S.C. "On the Waterfront” Col. 

1954 Color Milton Krasner, A.S.C. "Three Coins in the Fountain” Fox 

1953 B&W Burnett Guffey, AS.C. "From Here to Eternity" Col. 

1953 Color Loyal Griggs, A.S.C. "Shane" Para. 

1952 B&W Robert Surtees, AS.C. "The Bad and the Beautiful" MGM 

Color Winton Hoch, AS.C. | 
Archie Stout, A.S.C. 1 

"The Quiet Man" Argosy 

1951 B&W William Mellor, A.S.C. "A Place in the Sun” Para. 

Color Alfred Gilks, A.S.C. \ 
John Alton ! 

"American in Paris” MGM 

1950 B&W Robert Krasker, B.S.C. "The Third Man” British 

Color Robert Surtees, A.S.C. "King Solomon's Mines" MGM 

1949 B&W Paul Vogel, A.S.C. "Battleground" MGM 

Color Winton Hoch, A.S.C. "She Wore A Yellow Ribbon" R.K.O. 

1948 B&W William Daniels, A.S.C. "The Naked City" U-l 

Color ' Joseph Valentine, AS.C. ] 
William V. Skall, A.S.C. 

. Winton Hoch, A.S.C. J 

"Joan of Arc" R.K.O. 

1947 B&W Guy Green, B.S.C. "Great Expectations" Rank—U-l 

Color Jack Cardiff, B.S.C. "Black Narcissus" Rank—UT 

1946 B&W Arthur Miller, A.S.C. "Anna and King of Siam" Fox 

Color ' Charles Rosher, A.S.C. 
Leonard Smith, A.S.C. 

i Arthur Arling, A.S.C. 

"The Yearling" MGM 

1945 B&W Harry Stradling, A.S.C. "Picture of Dorian Gray" MGM 

Color Leon Shamroy, A.S.C. "Leave Her to Heaven" Fox 

Effects John Fulton, A.S.C. "Wonder Man” Para. 

1944 B&W Joseph LaShelle, A.S.C. "Laura" Fox 

Color Leon Shamroy, A.S.C. "Wilson" Fox 

1943 B&W Arthur Miller, A.S.C. "Song of Bernadette" Fox 

Color ! Hal Mohr, AS.C. 
W. Howard Greene, AS.C. 

"Phantom of the Opera" Univ. 

1942 B&W Joseph Ruttenberg, AS.C. "Mrs. Miniver" MGM 

Color Leon Shamroy, A.S.C. "The Black Swan" Fox 

•Effects Farciot Edouart, AS.C. "Reap the Wild Wind” Para. 

1941 B&W Arthur Miller, AS.C. "How Green Was My Valley” Fox 

Color Ernest Palmer, AS.C. 

Ray Rennahan, A.S.C. 

"Blood and Sand" Fox 

Effects Farciot Edouart, A.S.C. "1 Wanted Wings" Para. 

1940 B&W George Barnes, A.S.C. "Rebecca” Selznick 

Color Georges Perinal, B.S.C. "Thief of Bagdad" Korda 

1939 B&W Gregg Toland, A.S.C. "Wuthering Heights” Goldwyn 

Color i Ernest Haller, A.S.C. 
Ray Rennahan, A.S.C. 

"Gone with the Wind" Selznick-MGM 

1938 Joseph Ruttenberg A.S.C. "The Great Waltz" MGM 

Effects Farciot Edouart, A.g.C. "Spawn of the North” Para. 

1937 Karl Freund, AS.C. "The Good Earth" MGM 

1936 Tony Gaudio, A.S.C. "Anthony Adverse" WB 

1935 Hal Mohr, A.S.C. "Midsummer Night's Dream" WB 

1934 Victor Milner, AS.C. "Cleopatra" Para. 

1933 Charles B. Lang Jr., AS.C. "A Farewell to Arms" Para. 

1932 Lee Garmes, AS.C. "Shanghai Express" Para. 

1931 Floyd Crosby, AS.C. "Tabu" Para. 

1930 ! William Van Der Veer 
Joseph T. Rucker 

."With Byrd at the So. Pole" Para. 

1929 Clyde DeVinna, AS.C. "White Shadows in the So. Seas" MGM 

1928 Charles Rosher, AS.C. 
Karl Struss, AS.C. 

"Sunrise" Fox 
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jiinatown' 
Described by its director as “a traditional detective 
story with a new. modern shape", this thirties thriller 
garnered 11 Academy nominations 

By JOHN A. ALONZO 
Director of Photography 

Unusually enough, “CHINATOWN” 
was one of the very few pictures I’ve 
photographed that offered me abso¬ 
lutely no opportunity for advance 
preparation. 

(EDITOR’S NOTE: Originally assigned 
as Director of Photography on “CHINA¬ 
TOWN’’, Stanley Cortez, ASC partici¬ 
pated fully in the pre-production 
preparation of the photographic 
aspects of the film. After having com¬ 
pleted the photography on approxi¬ 
mately sixteen sequences of the feature 
during its first weeks of production, Mr. 
Cortez resigned from his “CHINA- 
TO WN’’ assignment.) 

I had been getting ready to do a pi¬ 
lot film starring Cicely Tyson, with 
whom I made “SOUNDER”. It was a film 
she wanted to do and I wanted to do it 
because of her. But if you believe in 
those so-called “mystical” things that 
channel our lives, you would probably 
say that Destiny took a hand in making 
things happen differently. Cicely 
burned her foot with hot wax on the 
night before I was to start preparing to 
photograph the film, and she was 
forced to bow out of the project. That 
being the case, I requested that I be ex¬ 
cused from working on the picture. 

That very afternoon — it was a 
Thursday — Bob Evans (Producer of 

“CHINATOWN”) and “Doc” Erickson 
(Associate Producer/Unit Production 
Manager) asked me to come over to 
Paramount to discuss shooting a pic¬ 
ture for them. They handed me the 
script of “CHINATOWN” and I went 
home and read it until two or three 
o'clock in the morning. I showed up on 
Friday morning to shoot a very short 
scene and to meet the Director, Ro¬ 
man Polanski, for the first time. I had 
never met Dick Sylbert (Production 
Designer), nor Sam O’Steen (Film 
Editor), nor most of the other people 
working on the picture. 

On that same day, Roman Polanski 
Continued overleaf 
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A Robert Evans Production of a Roman Polanski Film, “CHINATOWN” is a Paramount Presentation, starring Jack Nicholson and Faye 
Dunaway (ABOVE). It is the first film to be personally produced by Robert Evans, Paramount’s highly successful Executive Vice President in 
Charge of Worldwide Production. It is also Polanski’s first film in Hollywood since “ROSEMARY’S BABY”, the hit thriller made in 1968 for 
Paramount. Photographed by John A. Alonzo, ASC from an original screenplay by Robert Towne (who won the Best Original Screenplay 
Academy Award for it), “CHINATOWN” is set in 1937. It was filmed on various locations in the Los Angeles area (BELOW), as well as on the 
sound stages of Paramount Studios. 



John Alonzo, ASC, who jumped in on 12 hours notice to assume the function of Director of 
Photography on “CHINATOWN”, after it had been shooting for two weeks. Despite the fact 
that he had virtually no preparation time of his own, he observes that the picture had been so 
well prepared by the previous cinematographer, production designer, costume designer and 
director, that he was able to move in and concern himself solely with the aesthetics of the 
photography. 

Director Roman Polanski checks a set-up 
through the viewfinder. A graduate of Po¬ 
land’s state institute of cinematography, he 
knows all phases of production. 

and Dick Sylbert gave me a whirlwind 
tour of the sets that had been con¬ 
structed and I got a quick look at the 
wardrobe. The company had already 
been shooting for ten days or two 
weeks, and so I spent Saturday and 
Sunday at Bob Evans’ house looking at 
dailies and talking with Polanski about 
concept and what kind of visual style 
they wanted for the picture. Sylbert had 
that style more or less built in, as far as 
sets and backgrounds were con¬ 
cerned. He had designed offices in 
brownish tones, with ceilings and shiny 
brown woods, very much in keeping 
with the period. 

The picture was being shot in the 
Panavision anamorphic format, using 
the Panaflex camera, and we had to 
consider how to compose within that 
aspect ratio, since Roman Polanski had 
shot almost all of his previous pictures 
in the 1.85 format. About Polanski — I 
must say that he is most articulate on 

the subject of film-making. He comes 
from one of the great cinema schools of 
the world, the one in Poland, and not 
only is he cognizant of the cinematog¬ 
rapher’s problems, but he also is aware 
of the art director’s problems. He 
knows lighting, as well as direction. 

It was good for me to be working with 
a young man as knowledgeable about 
film-making as Polanski, because then 
we could get into some nice healthy 
debates. They were out-and-out argu¬ 
ments at times, but good healthy ones, 
because they were logical, rational, 
without egos involved. 

I was made to feel additionally se¬ 
cure by having Earl Gilbert, a fine tech¬ 
nician, as my gaffer. He had been in on 
the pre-production and had pre-rigged 
many of the sets, so he provided a 
valuable backup for me. I also had a 
couple of excellent operators, Arnie 
Rich and Hugh Gagnier. 

Coming onto the picture late, as I 
did, I had not been in on any of the de¬ 
cisions regarding sets, wardrobe or 
choice of locations, but these had all 
been very well prepared by the 
previous Director of Photography 
(Stanley Cortez, ASC), so that the 
whole thing was laid out for me, in a 
way, and I could involve myself totally in 
the aesthetics of the filming. My aim 
was to find out what Polanski wanted — 
to pull the juice out of what he wanted 
and try to give him that. He was very 
adamant about using no diffusion what¬ 
soever on the film — no tricks or gim¬ 
micks, he said — which creates a bit of 
a problem in instances when you’re try¬ 
ing to make the people in front of the 
camera look very attractive. So I had to 
rely on that great, straight lighting, or 
the kind that Jimmy Wong Howe and 
Gregg Toland knew how to use in order 
to make the ladies look beautiful. 

It was a whirlwind beginning for me, 
but what happened was that my rap¬ 
port with Polanski jelled very nicely. I’m 
Mexican and my first language was 
Spanish; Roman is Polish and his first 
language was Polish (although he also 
speaks French). What we had in com¬ 
mon is that we both probably think in a 
language other than English. I saw in 
Roman what I used to see in myself. I’d 
get so frustrated because I couldn’t find 
the right words, the right vocabulary. I 
could sympathize with him and I think 
this was the source of the camaraderie 
that developed between us. But I think 
the most important thing was that I had 
a great deal of respect for the man’s 
knowledge of my craft, which is a very 
secure way for a cameraman to feel. It’s 
nice to know that the director you’re 
working with knows what you’re doing. 
He would pick out a set-up in a specific 
place, using a specific lens and we’d 



(LEFT) Polanski and Alonzo discuss and upcoming shot to be made with the Panaflex camera. They often became involved in “nice healthy 
debates” regarding technique — and even out-and-out arguments at times, but Alonzo characterizes them as “good healthy ones, because 
they were logical, rational and without egos involved.” (RIGHT) Reflectors provide fill for sequence shot along a rugged stretch of California 
coastline. 

compare notes about why this way or 
why that way. Sometimes we’d get into 
a debate and draw the compositions on 
the floor of the sound stage with chalk. 
He would insist that this was better 
composition than that and, by golly, 
most of the time he was right. 

Another great plus, one that dis¬ 
pelled a lot of worry for me during the 
making of “CHINATOWN” was the fact 
that we were dealing with totally 
professional actors who were used to 
hitting their marks precisely, for pur¬ 
poses of lighting. Roman was my ally in 
this respect, because he insisted upon 
the actors hitting very specific marks — 
not for the convenience of the camera¬ 
man, but for the sake of his directorial 
concept. This, of course, made it very 
easy for me, because Earl Gilbert and I 
could set lights right smack on the 
money where we wanted them and 
know that we could have Faye Duna¬ 
way walk right into the perfect key light 
and Jack Nicholson into the perfect 
shadow area. What I’m really saying is 
that — although I’d love to — I can’t 
take full credit for the cinematography 
of “CHINATOWN”, because I didn’t 
prepare the picture in advance the way 
I usually do. But I will take credit for 
totally understanding what the director 
wanted and for somewhat giving him 
what he wanted. He had the freedom of 
knowing that if he didn’t like a set-up 
once it was ready, we could always re¬ 
do it, because I work relatively fast. I 
have a very fast crew and I think they’re 
the best in Hollywood. We work that 
way, not simply for the sake of being 
fast, but so we can hurry up and see 
what the set-up looks like. If it doesn’t 
look right, we can afford the time to do 
it another way. 

I wish I could say that I spent three or 
four weeks preparing to photograph 

“CHINATOWN”, but I can’t say that. All I 
can say is that I readily understood 
what Bob Evans wanted and what 
Roman wanted, and that with the help 
of very talented people like Dick Syl- 
bert and Anthea Sylbert and Sam O’¬ 
Steen and Faye Dunaway and Jack 
Nicholson, we accomplished some¬ 
thing that I think is a good example of 
what the film industry is. It’s very much 
a collaborative art. 

As for concept, I think that Bob 
Evans, as producer, had in mind a 
rather “classic” type of picture. We 
speak of classic architecture as being 
in the Greek period or the Roman 
period or the Elizabethan period — in 

other words, segments of art which are 
called “classic” because they have 
lasted for long periods of time. I feel 
that in our industry there are also seg¬ 
ments of art that can rightly be called 
classic — great pictures like “CITIZEN 
KANE”, “SPELLBOUND”, “THE BIG 
SLEEP”, “THE BIG KNIFE”, and many 
others. 

I think that Evans made a brilliant 
decision in selecting a director who is a 
true student of film — a real film-nut, so 
to speak — a man who has studied film 
seriously and knows what the so-called 
classic type of mystery is all about. 
Because Roman — I found out after 
Continued on Page 564 

Panaflex camera is set up on a raft lashed to a boat which the actors are rowing. This se¬ 
quence was shot on a small lake in Los Angeles’ Echo Park. Polanski sits behind the Pana¬ 
flex, while Stanley Cortez, ASC, who served as Director of Photography on “CHINATOWN” 
during the first couple of weeks of shooting, anxiously checks out the sun with his viewing 
glass. 



Taking on a chic new elegance this year, and attracting the 
largest audience in its history, the Los Angeles International 
Film Festival (FILMEX 75) scores a smashing success 

The night of March 13, the opening event of FILMEX 75, was one of those gala evenings you read about. Amid the 
monolithic towers of Century City, searchlights scanned the indigo sky, as limousines pulled up outside the ABC 
Entertainment Center (Plitt Century Plaza Theatres) and formally dressed celebrities stepped forth. A full orchestra 
played movie music. Live mannequins dressed as famous figures of the silver screen posed and moved like clock¬ 
work dolls, to the delight of the crowd. A brace of elephants (not pink, but yellow) swayed to the music. Banners 
billowed and the flags of many nations fluttered in the breeze. Jugglers juggled and leggy chorine types in Ruby 



(LEFT) At the gala opening night Filmex Society Benefit Ball, which followed the U.S. West Coast premiere of “FUNNY LADY”, Fred Astaire 
and Gregory Peck share a table. (CENTER) Director William Wyler and his lovely wife enter the theatre for the opening night screening. 
(RIGHT) The Johnny Carsons chat with FILMEX Associate Director Gary Abrahams. The black-tie Benefit Ball is a posh dinner-dance held in 
the Los Angeles Ballroom of the Century Plaza Hotel (BELOW RIGHT) to help make up the inevitable FILMEX deficit. 

Keeler drag evoked nostalgia of the 
Busby Berkeley era. At a strategic 
moment, hundreds of multi-colored 
balloons soared into the sky. It was one 
of those magic moments, recalling the 
Golden Age of Hollywood and 
providing a colorful kickoff to FILMEX 
75. 

Now that the final figures are in, it 
can be reported that this latest edition 
of FILMEX attracted the largest 
audience in its history during the 14- 
day non-competitive event. Gary 
Essert, FILMEX Director, has 
announced that more than 80,000 
people attended the 88 separate 
events, which included screenings of 
236 films representing 27 nations. The 
enthusiastic public reaction resulted in 
an average audience size of 76% of 
theatre capacity. 

The presentation of FILMEX this year 
featured several significant changes: 
The event was staged in a completely 
different locale, was greatly extended 
in scope and number of screenings, 
and took on a certain chic ambience 
that it never had before. 

In past years, FILMEX had been 
headquartered in Hollywood, with the 
screenings being held at Grauman’s 
Chinese (now Mann’s Chinese) Theatre 
and (last year) at the Paramount 
Theatre, located just across the street 
on Hollywood Boulevard. Both of these 
houses are classic old movie palaces 
that enjoyed their heyday during the 
Golden Age of Hollywood. Screening 
the films in such surroundings evoked 
a kind of nostalgia not possible else¬ 
where. Moreover, the casual funkiness 
of FILMEX, as presented in Hollywood, 
gave the event a certain zany character 
that was quite charming. 

It was feared, at first, that the move of 
FILMEX to the elegant, futuristic 
precincts of Century City might rob the 
event of its homey, hang-loose 

Unflappable FILMEX Director Gary Essert talks with film star Rosalind Russell, who served 
as hostess emcee for the opening night screening of “FUNNY LADY”. Miss Russell, a very 
public-spirited citizen in general, is a great friend of FILMEX and serves on its Board of 
Advisors. Belatedly, FILMEX is the first Film festival (or more correctly: Exposition) to be 
held in the film capital of the world. 



Previously, FILMEX had been held in Hollywood, with screenings at Grauman’s Chinese and 
Paramount Theatres. Much of the funky, hang-loose spirit was lost in the move to the elegant 
precincts of Century City (ABOVE), but the superb facilities of this new location more than 
made up for the loss. Famed French mime Marcel Marceau, whose name appears on the 
marquee, was not a part of the FILMEX program, but was appearing at the adjacent Shubert 
Theatre. 

atmosphere, and, to a considerable 
degree, this turned out to be true. 
There were, however, trade-offs that 
served to balance the scales. 

For one thing, the fact that there 
were two side-by-side theatres 
available in the ABC Entertainment 
Center meant that many more 

programs could be scheduled than in 
past years and that they could start on 
time. 

Second, the Plitt Century Plaza 
Theatres are magnificent auditoria in 
which to view films — designed in 
beautiful taste, with superb projection 
facilities, excellent acoustics, plenty of 

Those enjoying the dancing at the Filmex Society Benefit Ball included the Dean Martins 
(LEFT) and Academy Award-nominated (“LENNY”) actress Valerie Perrine and escort 
(RIGHT). The Hollywood film stars have taken FILMEX to their hearts and lend it generous 
support. 

leg room and super-comfortable 
“rocking chair” seats. 

Third, the extensive facilities of the 
Century City complex made it possible 
for FILMEX to be “all of a piece” — with 
everything that was necessary located 
in the same place. Besides the two 
theatres, there were FILMEX box 
offices, a large display area for the 
FILMEX 1-Sheet Show (an international 
exhibit of more than 400 movie 
posters), a choice of restaurants within 
the complex, a vast amount of under¬ 
ground parking (free to those attend¬ 
ing the screenings) and, directly across 
the Avenue of the Stars, the Century 
Plaza Hotel, site of the $100-a-plate 
Filmex Society Benefit Ball, a gala 
dinner-dance held in the hotel’s Los 
Angeles Ballroom, following the U.S. 
West Coast premiere screening of 
“FUNNY LADY” on opening night. 
Those attending this black-tie affair 
didn’t even have to cross the street to 
get to the hotel. They simply strolled 
through the attractive underground 
mall which connects the two areas. 

As for the hang-loose charm of the 
Hollywood-based FILMEX of previous 
years — that was largely lost in the 
high-rise elegance of Century City. 
However, the audience brought with it a 
certain degree of built-in funkiness, 
composed, as it was, of primarily young 
film buffs and cinema students from the 
four large local film schools. So, while 
something was undeniably lost in the 
change of locale, it can be said that, on 
balance, the move to Century City was 
a wise one. 

Opening night activities got 
underway at 7:00 p.m. in front of the 
Plitt Century Plaza Theatres when a 
marching band and 20 usherettes in 
top hat and tails 1930’s costumes 
arrived via a Pasadena Red Car 
streetcar. Those awaiting the arrival of 
celebrities were entertained by various 
unusual performers, including jugglers 
and mimes doing impersonations of 
stars. All stars and celebrities arrived in 
classic cars and were welcomed by 
Charles Macauley, the official FILMEX 
greeter and announced by Army 
Archerd. Also arriving in their own 
chauffeured limousine were two 
“formally dressed” penguins. 5,000 
ballons were launched, some 
containing free passes to FILMEX 
events. Aerial acts and a huge 
pyrotechnics display from the top of the 
twin theme towers climaxed the 
festivities, as moviegoers found their 
way to their seats. 

“FUNNY LADY”, a Rastar Production 
for Columbia Pictures, starring Barbra 
Streisand and James Caan, proved to 
be a perfect film for the opening night 
audience. A non-arty, pure 
entertainment musical, lush with 
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FILMEX 75 was dedicated in its entirety to the great D.W. Griffith, universally acknowledged 
as the “father” of the modern motion picture form, and the artist who did more than anyone 
else to define its grammar. The FILMEX program included a retrospective of his short films 
made during the phase of his career spent at the old Biograph Studios. 

nostalgia, it was a real crowd-pleaser. 
FILMEX screenings for subsequent 
programs covered a wide range of film 
fare. 

Eight world premieres included 
Philippe Mora’s feature documentary 
BROTHER, CAN YOU SPARE A DIME?; 
CHAO, a Mexican film directed by 
Rolando Klein; Richard Patterson’s 
tribute to Charles Chaplin, THE 
GENTLEMAN TRAMP, from the USA; 
THE MAN WHO SKIED DOWN MT. 
EVEREST, a Canada/Japan 
presentation directed by Isao Zeniya; 
the British comedy, MONTY PYTHON 
AND THE HOLY GRAIL, directed by 
Terry Gilliam and Terry Jones; from 
France, Claude d’Anna’s TROMPE 
L’OEIL; and WOMAN TO WOMAN, 
directed by American filmmaker Donna 
Deitch. 

George Cukor’s LOVE AMONG 
THE RUINS had its world theatrical 
premiere. The Cukor film stars 
Katharine Hepburn and Sir Laurence 
Olivier and concerns an actress who 
turns to a former lover for legal help 
when she is sued for breach of promise 
by a young man she had decided not to 
marry. The film made its television 
debut on the ABC network on March 6, 
and its appearance at FILMEX marked 
the film’s world theatrical premiere. 
This is the first film made for television 
to be selected for the Exposition. 

Nineteen films received their 
American premieres, including Peter 
Hall’s British film, AKENFIELD; TO 
PROXENIO TIS ANNAS (Anna’s 
Engagement) by the Greek director 
Pantelis Voulgaris; from West 
Germany, DIE VERROHUNG DES 
FRANZ BLUM (The Brutalization of 

Franz Blum) directed by Reinhard 
Hauff; CHORUS, from India, directed 
by Mrinal Sen; from Poland, DRZWI W 
MURZE (The Wicket Gate) directed by 
Stanislaw Rozewicz, and SANA¬ 
TORIUM POD KLEPSYDRA (The Sand¬ 
glass) by Wojciech Has; HOLT VIDEK 
(Dead Landscape) by Hungarian 

director Istvan Gaal; Mexican director 
Arturo Ripstein’s EL SANTO OFICIO 
(The Holy Office); Roberto Rossellini’s 
ANNO UNO (Italy-Year One) and Carlo 
Di Palma’s TERESA LA LADRA 
(Theresa the Thief); three French films, 
Jean Eustache’s MES PETITES 
Continued on Page 554 

An international Film Poster Art Exhibit, “The FILMEX 1-Sheet Show”, was one of the major highlights of the Los Angeles International Film 
Exposition this year. The exhibit was comprised of more than 400 motion picture posters from over twenty countries. The non-competitive art 
show, which was free to the public, opened March 1, 1975, two weeks before the opening of the Exposition, and ran concurrently with it 
through March 26. 
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the most 
versatile 35 
in the world! 

ARRI 
ARRIFLEX COMPANY OF AMERICA P.O. Box 1050, Woodside, N. Y. 11377 • 1011 Chestnut St., Burbank, Ca. 91502 
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FOURTH 
EDITION 

AMERICAN 
CINEMATOGRAPHER 

MANUAL 
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. 

An Official Publication of the 

AMERICAN SOCIETY OF 
CINEMATOGRAPHERS 
Dealers are invited to write for 

quantity discounts. 

THE AMERICAN CINEMATOGRAPHER MANUAL 
P.0. BOX 2230 4TH EDITION 
HOLLYWOOD, CALIFORNIA 90028 

Please send copies of the AM E RI CAN Cl N EM A- 

TOGRAPHER MANUAL @ 18.50each, postpaid. No C.O.D.'s 

NAME. 

STREET. 

CITY STATE. .ZIP. 

California residents please remit 6% Sales Tax ($1.13 per Manual^. 
Foreign Buyers please pay by International Money Order or U. S. 
Funds. 



ACADEMY SCIENTIFIC OR TECHNICAL AWARDS 
At last — proper recognition for the men behind the men behind 
the camera, whose technical and scientific achievements 
make motion pictures in their modern form possible 

In the past, much to the shame of the 
Academy of Motion Picture Arts and 
Sciences, its category devoted to 
Scientific or Technical Awards has 
always been treated as a kind of step¬ 
child during the Awards Presentation. 

Admittedly, these awards are not as 
glamorous or as interesting to the 
general television audience as, for 
example, those presented for “Best 
Actor” or “Best Actress”. As a result, in 
years past, they have been presented 
in hurried fashion (and off the air) 
during commercial breaks in the 
awards telecast. 

This has given short shrift, indeed, to 
that area of the film industry which, in 
the final analysis, makes all the rest of it 
possible. This year, to its credit, the 
Academy decided to recognize that fact 
and make these important awards with 
the degree of dignity to which they are 
entitled. 

On March 21, at a special awards 
presentation ceremony/press 
conference held in the Champagne 
Room of the Beverly Wilshire Hotel, the 
awards were duly presented. 

In a short speech prior to the presen¬ 
tation, Wilton R. Holm, Executive 
Director of the Research Center of the 
AMPTP, emphasized the importance of 
these awards, making the point that the 
film industry as we know it could not 
exist without the research and develop¬ 
ment which they represent. 

The awards were presented by 
Academy President Walter Mirisch, 
with the assistance of Past President 
Gregory Peck, as follows: 

Scientific or Technical Awards 

These Awards were voted by the 

Academy Board of Governors upon 
recommendation of the Scientific or 
Technical Awards Committee. 

CLASS I (Academy Statuette) 
NONE 

CLASS if (Academy Plaque) 

To Joseph D. Kelly of Glen Glenn 
Sound for the design of new audio 
control consoles which have advanced 
the state of the art of sound recording 
and rerecording for motion picture 
production. 

These achievements represent a 
new generation of audio mixing- 
consoles which uniquely provide the 
flexibility to receive inputs from 
microphones and sound 
reproducers and to mix, process 
and combine them into desired 
outputs for recording in any 
configuration. 

To The Burbank Studios Sound 
Department for the design of new audio 
control consoles engineered and 
constructed by the Ouad-Eight Sound 
Corporation. 

These new consoles have advanced 
the state of the art of sound record¬ 
ing and rerecording for motion 
picture production. They represent a 
new generation of mixing-consoles 
which uniquely provide the flexibility 
to receive inputs from microphones 
and sound reproducers and to mix, 
process and combine them into 
desired outputs for recording in any 
configuration. 

To the Samuel Goldwyn Studios Sound 
Department for the design of a new 
audio control console engineered and 

constructed by the Quad-Eight Sound 
Corporation. 

This new console has advanced the 
state of the art of sound rerecord¬ 
ing for motion picture production. It 
represents a new generation of 
audio mixing-consoles which 
uniquely provide the flexibility to 
receive audio inputs and to mix, 
process and combine them into 
desired outputs for recording in any 
configuration. 

To the Quad-Eight Sound Corporation 
for the engineering and construction of 
new audio control consoles designed 
by The Burbank Studios Sound Depart¬ 
ment and by the Samuel Goldwyn 
Studios Sound Department. 

These new consoles have advanced 
the state of the art of sound record¬ 
ing and rerecording for motion 
picture production. They represent a 
new generation of audio mixing- 
consoles which uniquely provide the 
flexibility to receive inputs from 
microphones or sound reproducers 
and to mix, process and combine 
them into the desired outputs for 
any recording configuration. 

To Waldon O. Watson, Richard J. 
Stumpf, Robert J. Leonard and the Uni¬ 
versal City Studios Sound Department 
for the development and engineering of 
the Sensurround System for motion 
picture presentation. 

The Sensurround System generates 
audible and subaudible frequen¬ 
cies which enhance audience 
sensory experiences of special- 
effect film scenes. The ingenious 
design of the system makes use of 
unique amplifiers, control logic and 
acoustic transducers. 

(LEFT) At a special Scientific or Technical Awards Presentation, held at the Beverly-Wilshire Hotel, Academy Past President Gregory Peck 
and current Academy President Walter Mirisch present Class II Award to Waldon O. Watson, Richard J. Stumpf, Robert J. Leonard and the 
Universal City Studios Sound Department for the development and engineering of the Sensurround System for motion picture presentation. 
Mr. Watson and Mr. Leonard shown receiving the award. (RIGHT) A Class II Award to the Burbank Studios Sound Department for the design 
of new audio control consoles engineered and constructed by the Quad-Eight Sound Corporation. Award accepted by Robert K. Hagel, Presi¬ 
dent, The Burbank Studios, and Al Green, Department Head, Post Production Sound, The Burbank Studios. 



CLASS III (Academy Citation) 

To the Elemack Company^ Rome, Italy, 
for the design and development of their 
Spyder camera dolly. 

This compact, versatile camera plat¬ 
form permits easy access and 
advantageous positioning of a 
motion picture camera in restricted 
spaces or other difficult locations. 

To Louis Ami of the Universal City 
Studios for the design and construction 
of a reciprocating camera platform 
used when photographing special 
visual effects for motion pictures. 

This unique camera mount 
provides the means to control and to 
repeat camera motions that create 
the image instability required in 
motion picture scenes such as those 
involving moving vehicles, 
earthquakes, or explosions. m 

Class II award to Joseph D. Kelly, of Glen Glenn Sound, for the design of new audio control 
consoles which have advanced the state of the art of sound recording and rerecording for 
motion picture production. Award accepted by Mr. Kelly. 

(LEFT) Class II Award to the Quad-Eight Sound Corporation for the engineering and construction of new audio control consoles designed by 
the Burbank Studios Sound Department and by the Samuel Goldwyn Studio Sound Department. Award accepted by Robert L. “Bud” Bennett, 
President of Quad-Eight Sound Corporation. (RIGHT) Class II Award to the Samuel Goldwyn Studio Sound Department for the design of a 
new audio control console engineered and constructed by the Quad-Eight Sound Corporation. Award accepted by Don Rogers, Head of the 
Samuel Goldwyn Studio Sound Department. 

(LEFT) Class III Award to Louis Ami of the Universal City Studios for the design and construction of a reciprocating camera platform used 
when photographing special visual effects for motion pictures. This unique camera mount, introduced during the filming of “EARTHQUAKE”, 
provides the means to control and to repeat camera motions that create the image instability required in motion picture scenes, such as those 
involving moving vehicles, earthquakes, or explosions. Award accepted by Mr. Ami. (RIGHT) Class III Award to the Elemack Company, 
Rome, Italy, for the design and development of their Spyder Camera Dolly. Award accepted by Mr. Sante Zelli, President of the Elemack 
Company. 



EDITING PROBUMS. 
most diversified, most up-to-date, best maintained array 
of editing equipment in the East. And whether you buy 
from us, rent from us, or take a long-term lease, you can 
expect more for your money than if you got it elsewhere. 

(Providing, of course, that you could get it elsewhere.) 

Whatever your editing problem, whatever your 
preference in equipment, knowing where to put your 
hands on exactly the right gear, whenever you need it, 
certainly solves half your problems. 
So at Camera Mart we always maintain, 
in stock,the most comprehensive, 

THE END OF THE OTHER HALE 
But availability of the right equipment when and 

where you need it solves, as we said, only half your 
problem. The other, equally important half is where you 
get it. The people you buy, rent or lease from. Are they 
experienced enough to really know what the job needs? 
Are they qualified to recommend a piece of gear even 
better suited than what you had in mind? Are they ready, 
willing and able to make suggestions that’ll save you 
time and money? When you deal with Camera Mart, the 

answer to all these vital considerations is an emphatic 
yes. What’s more, we never let a piece of equipment out 
of the house unless and until it’s been thoroughly 
checked and re-checked. Even if it’s factory fresh. 
Because the best piece of equipment in the world isn’t 
going to do you a bit of good unless it’s ready to do the 
job when it gets to the job. So the next time you come up 
with an editing problem, come up to Camera Mart. We 
promise you’ll go out the door with a solution. 

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

You make sense. Tell me more about how Camera Mart 
can solve both halves of my editing problems. 

L 

NAME  

COMPANY. 

ADDRESS 

CITY  

STATE ZIP 
c 1974. Camera Mart 

CAMERA MART 
THE CAMERA MART, INC. 

456 W. 55th St., New York, 10019 (212)757-6977 
SALESSERVICERENTAL 
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SHOOTING UNDER 
H Ljfl ¥ 

TWO WAYS 
TO KILL 
THE GREEN 

AND THREE 
WAYS TO 
LIVE WITH IT 

The light source most often specified for commercial 
buildings is and has been the fluorescent tube. The per¬ 
vasive green tint associated with these lights, makes the 
rendering of normal flesh tones on film impossible with¬ 
out filtering. 

When the only light source used is fluorescent lighting, 
then the filtering is best accomplished at the camera. 
When you want to mix fluorescent with daylight or incan¬ 
descent light there are two ways to “get the green out.” 

1. TOUGH MINUSGREEN applied to Cool White or Day¬ 
light tubes converts fluorescent to a light compatible 
with “daylight”. 

2. FLUOROFILTER corrects fluorescent to 3200 K. 

If you can’t kill the green at the source, here are three 
ways to add green to your other light sources, and then 
remove ALL of it by filtering at the lens. 

1. WINDOWGREEN converts incident natural daylight to 
“fluorescent daylight”. Available in 58" wide rolls. 

2. TOUGH PLUSGREEN is a heat-resistant polyester ma¬ 
terial used on “FAY” type lamps and other 5000 K. light 
sources to add the “fluorescent green”. Available in 
27" and 58" wide rolls. 

3. TOUGH PLUSGREEN 50 adds both green and blue to 
3200 K. light sources to convert them to “Fluorescent 
daylight”. It is also a heat resistant polyester and 
comes in 27" and 54" wide rolls. 

Both are available in 27" or 54" rolls as well as 48" and 
96" sleeves. 

Tough plusgreen 
50 used on 3200 K 
lights balances the 
light to unfiltered 
fluorescents. 

Tough Plusgreen 
is used on 
5000 K “Fay” 
lights to add 
the “fluorescent” 
cast to the light. 

The filter at the lens “gets the green out”. 

Windowgreen 
converts natural 

daylight to 
fluorescent 

daylight. 

36 Bush Avenue, Port Chester, New York 10573 • Telephone (914) 937-1300 • Telex 131472 
11420 Ventura Boulevard, Studio City, California 91604 • Telephone (213) 980-0622 
A.O. 3 Du Cane Court, Balham, London S.W. 17 • Telephone 01-673-0368 



THE NEW PHILIPS AND MCA VIDEODISC SYSTEM 

After many promises and delays, there appears at last to be a viable, 
low-cost system for playing videodisc programs on home TV receivers 

At Universal City, California, on De¬ 
cember 12, 1972, MCA Inc. presented 
a most impressive first public showing 
of its new DISCO-VISION system. 

More than 300 press and industry 
executives viewed color and black- 
and-white excerpts from Universal’s 
vast film library shown by means of 
DISCO-VISION on the screens of a 
variety of home television sets. The 
happy results were duly reported by an 
enthusiastic press (see American 
Cinematographer, February 1973). 

Then followed more than two years 
of thunderous silence. 

Now it has just been announced from 
New York that N.V. Philips and MCA, 
having apparently pooled their respec¬ 
tive funds of expertise, will begin 
market introduction of their optical 
videodisc system in the fall of 1976. The 
system, consisting of a pre-recorded 
videodisc and a videodisc player that 
attaches to any standard home tele¬ 
vision receiver, relays full color or 
black-and-white pictures and sound to 
the viewer’s own TV screen. 

Pre-recorded videodisc albums will 
sell at prices ranging from $2 to $10, 
and the videodisc player will sell for 
around $500. 

These marketing plans were dis¬ 
closed at a press briefing held by 
Philips and MCA at the Hotel Pierre. 
The press session was the first of a 
series of demonstrations currently 
being held by the two organizations 
which have joined forces to develop 
and market the first complete optical 

videodisc system. 
Other demonstrations are being held 

for invited representatives of the elec¬ 
tronics and entertainment industries, 
the financial community, govern¬ 
mental agencies, and persons in the 
fields of business, education and 
programming. 

Co-hosting the series of videodisc 
system demonstrations are Robert T. 
Cavanagh, vice president of North 
American Philips Corporation, one of 
the N.V. Philips group of companies, 
and John W. Findlater, vice president 
of MCA Inc., and president of its sub¬ 
sidiary, MCA Disco-Vision, Inc. 

N.V. Philips of The Netherlands and 
MCA entered into a long-term agree¬ 
ment in the fall of 1974 for the develop¬ 
ment, manufacture and worldwide 
marketing of an optical videodisc 
system. At the time, each organization 
had an advanced optical disc system in 
active development. The Philips and 
MCA system combines the advanced 
technology and specialized strengths 
of both entities. 

North American Philips Corporation 
and its subsidiary, The Magnavox 
Company, will be the operational 
entities in the United States for N.V. 
Philips. Magnavox will have respon¬ 
sibility for videodisc player production 
and marketing. 

MCA Disco-Vision, Inc. will manu¬ 
facture, market and distribute video¬ 
disc programming in support of the 
unified system. The company also will 
manufacture the mastering and repli¬ 

cation equipment, and operate custom 
disc mastering-replication facilities at 
various locations. The vast film library 
of Universal Pictures, an MCA sub¬ 
sidiary, has more than 11,000 titles im¬ 
mediately available for transfer to 
videodiscs. 

The videodisc player, which is easier 
to operate than a conventional phono¬ 
graph, attaches to any standard home 
TV receiver and plays 30 uninter¬ 
rupted minutes of high-quality pictures 
and sound from the pre-recorded 
videodisc. The technology permits 60 
minutes of playing time. 

The system is distinguished from 
others by its optical read-out. That is, 
there is no needle or stylus. When 
placed on the turntable, the disc is 
scanned by a focused light beam from 
inside the player unit. Through use of 
the optical scanning process, the 
system can offer the user such unique 
features as visual random access, 
speed-up, slow-down, freeze frame, 
reverse, and picture-by-picture 
presentation. 

Mr. Findlater discussed the various 
dimensions of videodisc program¬ 
ming, including content, availability and 
distribution. He described the Univer¬ 
sal Pictures film library as one of the 
world’s largest, and noted that MCA 
has access to a reservoir of thousands 
of titles already in existence, dating 
from the present back to the 1930s. 
MCA also will acquire a variety of other 
program material from outside 
sources, including other major motion 
picture producers. 

Available videodisc programming 
consists of theatrical (entertainment) 
and non-theatrical subjects, including: 
action adventures, cartoons, classics, 
newsreels, science fiction, short sub¬ 
jects, special subjects, specialized 
training, and sports, among others. 

In addition to existing program¬ 
ming, according to Mr. Findlater, MCA 
will use its entertainment, educational, 
commercial and institutional divisions 
to create new, original programming. 

W. Zeiss, manager of N.V. Philips 
videodisc system operations, de¬ 
scribed the total system as “one of the 
most important consumer market 
developments since the introduction of 
color television.” 

He said that when Magnavox and 
MCA begin national distribution of the 
optical videodiscs and players, it will be 
with a background of extensive 

This compact videodisc player for use with the Philips and MCA Videodisc System attaches 
to the antenna terminals of any standard home TV receiver and plays 30 uninterrupted 
minutes of high-quality color or black-and-white pictures and sound from a pre-recorded 
videodisc. The technology permits 60-minute playing time. The player uses an optical 
system — a light beam rather than a needle or stylus — to relay the images and sound from 
the videodisc to the viewer’s screen. 



(LEFT) The videodisc player for the Philips and MCA Videodisc System is easier to operate than a conventional phonograph, and simple and 
safe enough for a child to handle. Once the videodisc is in place, a touch of the “play” button starts the programming. The disc itself is more 
durable than a long-playing record. And, since there is no physical contact between the player’s laser readout and the videodisc, playback 
quality remains unchanged — even after years of use. (RIGHT) The user of the Philips and MCA Optical Videodisc System will be able to buy 
and own his programming from a vast selection which will be available. He will be able to sit back and watch a vintage movie, the latest hit, or 
a Mozart opera, if that suits his mood. Since he will be at the controls, he can slow down the action enough to watch an exciting football play — 
back up for an “instant replay” — or stop it completely for a longer, closer look at a golf swing. 

experience in videodisc technology. 
“The key to any successful consumer 
product,” said Mr. Zeiss, “is its useful¬ 
ness and accessibility to the greatest 
number of consumers.” 

Mr. Zeiss said the confidence of 
Philips and MCA in the viability of the 
videodisc systems as a mass-produced 
consumer product “stems from the ad¬ 
vanced stage of pre-production of the 
programming and player unit at this 
time.” 

He added: “MCA’s commitment to 
make available custom product mas¬ 
tering and replication facilities to all 
programmers will ease the initial 
problems of independent producers, 
publishers, sports and educational 
program producers, international 
producers and countless other 
program sources.” 

In response to many queries already 
received from the trade, Mr. Cavanagh 
indicated that Philips and MCA already 
have developed licensing procedures, 
and that a liberal licensing policy is 
being pursued. Present plans, he said, 
call for establishment of a Philips and 
MCA licensing office in New York City. 

Each demonstration at The Pierre 
this week is being conducted “live”, in a 
typical living room and kitchen setting. 
Actors portraying a typical family — 
mother, father and child — show how 
the system is used, putting a disc on 
the turntable, playing it, freezing the 
action, re-running a sequence, and 
suggesting themes for family enter¬ 
tainment and instruction. Following 
each presentation, the speakers 

answer questions from the floor. 
In addition to Messrs. Cavanagh, 

Findlater and Zeiss, others taking part 
in the program are: Kent Broadbent, 
vice president-research and develop¬ 
ment of MCA Disco-Vision, Inc., and 
Nathanael J. Adamson, vice president 
and director of products of the Magna- 

vox Consumer Electronics Company, a 
subsidiary of The Magnavox Company. 

The ultimate success of the video¬ 
disc player as a mass-market product 
will depend on the ability to offer an 
abundance of inexpensive, broad- 
based programming support, embody- 
Continued on Page 568 

Simplified diagram showing how full color or black-and-white pictures and sound, optically 
recorded on albums of the Philips and MCA Videodisc System, are relayed to the viewer’s 
own TV screen by means of a videodisc player that attaches to any standard home television 
receiver. 

VIDEODISC PLAYER 

Record 

/ K 
Motor 

\ f 
Objective 

Optics Laser Mirror 
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Supply Video & Servo TV Set Electronics 
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INTRODUCING 
THE NEW 
CP-UF 
INFORMATION 
DISPLAY 

Our information display system 
for CP-16R reflex cameras keeps 
you posted at all times about critical 
camera operating conditions. It is 
logically organized, easy to interpret, 
reliable and dependable in performance. 

This is how it works. 
Advanced solid state circuitry permits the use 

dependable light emitting diodes (LEDs) as monitoring 
devices, rather than the usual delicate metering needles 
which are so susceptible to damage. 

Above and below our unique CP-16R fiber optics viewing screen, 
various LEDs light up or change in intensity as they monitor 
camera functions. You get all the information you need, only when you 
need it. Most of the time, no more than two LEDs will be on at any given mo¬ 
ment. So you can concentrate on your prime objective: filming the scene! 

The follotving indicators are standard equipment on all 1975 CP-16R 
reflex camera models: 

— for “Battery.” It lights up only when your battery is low. 

— for “Sync.” It lights up only when your camera is running out-of-sync. 

— for “Footage.” It lights up only when you’re about to run out of film (whether 
you’re shooting with 200 ft. or 400 ft. film loads). 

— for “VU Meter,” of course. Here, the varying intensity of illumination indi¬ 
cates modulation levels in the CP-16R/A camera with built-in Crystasound amplifier. 

Technology In The Service Of Creativity 
please write to: 2037 Granville Avenue, Los Angeles, California 90025 

Telephone: (213) 478-0711 ■ Telex: 69-1339 ■ Cable: Cinedevco 

The exposure information (at the bottom of the display) is featured only in CP-16R 
reflex cameras equipped with our optional semi-automatic or fully automatic exposure 

control system. In which case, the illuminated (] represents “Correct Exposure.” 
And the symbols to the right and to the left, progressing in ASA half-stop increments, 

light up to indicate over- or underexposure. 
Our CP-16R information display truly informs, without distracting. 

Without cluttering up the viewfinder. Sure, 1975 CP-16R camera models 
cost more. But the information display alone is well worth the increase. And 
it is but one of the many new innovative design features that make the CP-16R 

reflex the most outstanding 16mm camera system ever! 

CP-16R/A reflex camera 
with optional fully automatic exposure 
control system. 



Take it Easy 
Equipped to foiv generator 

/ 

A total of 100,000 watts of 

Mole Richardson quartz 
lights 

Cost iky an western crab 

dolly 

plugs Separate padded pigeon 
holes for each light 

Air-conditioned cab/all 
power 

Adjustable shelves for 
various size props or 

additional large lighting 

Steel shooting deck with 

camera tie-downs ^ 

spaces for sound 
equipment 

Slide-out awning shelters 
all around 

Long items such as tracks 

ladders and paper slide 
into individual 

compartments from rear 

y^umparimenis rur inree 
35mm cameras assembled 

and ready to shoot 
including padded section 
for BNC 

In the grip compartment 
everything is directly 

accessible 

•••in Atlanta 
When you're taking in Atlanta, or for that matter anywhere 

near the Atlanta region, take it easily.. .with Production 

Services' brand new and exclusive superhauler... You can 

take it quickly and move on too, because with this baby 

you know what you've got, you see what you've got and 

setup and striking becomes a cinch... The truck is available 

to anyone in the business. ..if you want to know more, call 

us at the number below. 

Production Services ■ Atlanta 
2060 Peachtree Industrial Court • Atlanta, Georgia 30341 

(404) 457-1291 
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F&B/Ceco says: 

“Don’t buy a 
new camera now. 

Here’s how inflation has hit this market: 
1970 1972 1974 1970-1974 

ARRIFLEX 35IIC $5908. $6370. $9386. +59% 

ARRIFLEX 16BL 8390. 9426. 13,888. +65% 

ARRIFLEX 16 ‘S’ 5543. 5883. 8654. + 56% 

ECLAIR 16NPR 7830. 10,524. 14,700. + 88% 

ANGENIEUX 12-120 ZOOM 895. 1140. 1995. + 123% 

ANGENIEUX 25-250 ZOOM 2645. 3410. 5775. + 118% 

If you want to beat this 
ridiculous inflation, you’ll keep 
your present camera running 
longer and avoid the high cost of a 
new purchase. F&B/ Ceco wants 
to help you fight these high costs. 
That’s why we’re offering a com¬ 
plete repair and service program. 

Here’s what we will do: 
PREVENTIVE 
MAINTENANCE 
• Check, clean and lubricate 
camera. • Measure flange focal 
distance. • Check ground glass 
depth. • Check optical system. 
• Inspect rollers. • Clean film gate. 
• Check lenses on collimator. • 
Check motors for speed. • Test 
batteries and cables. • Test sync 
generator and cable. • Clean and 
inspect magazine. • Lubricate 
magazine rollers • Set clutches. 
• Check footage counters. • PLUS 
— our recommendations for 
necessary repairs, adjustments or 
replacement of parts. 

COMPLETE OVERHAUL 
• Completely disassemble camera 
and inspect each part for wear or 
defect. • Replace worn parts. 
• Clean and lubricate totally. 

• Reassemble camera to factory 
specifications. • Adjust flange focal 
distance. • Adjust ground glass 
depth. • Adjust film gate. • Set 
pressure plate. • Align optical 
system. • Set motors for proper 
speed. • Check sync generator. 
• Guarantee: Same as Manufac- 
tureers new camera guarantee. 

Here’s what it will cost: 
PREVENTIVE 

MAINTENANCE* OVERHAUL** 

16MM ARRI ‘S’ $45.00 $210.00 

16MM ECLAIR NPR 90.00 300.00 

16MM SINGLE 
SYSTEM NEWS 
CAMERA 45.00 180.00 

35MM ARRI 45.00 210.00 

BNC REFLEX 120.00 750.00 

‘Includes Camera Body, 1 Magazine and 
Lenses in Turret. 

“Includes Camera Body Only. 

Contact us for repair and 
maintenance rates on other cam¬ 
eras or we will be happy to give 
you a repair estimate for a nominal 
charge of $30.00 deductible 
from the cost of your repair. 

Here’s the Clincher: 
We’ll also rent you the same 

equipment at a 50% discount off 
our regular rental rates while your 
gear is being repaired. We can 
do it because F&B/Ceco maintains 
a $6,000,000 inventory of motion 
picture production equipment. 

And we rent and repair 
everything. Cameras, lights, tri¬ 
pods, sound readers, editors, 
and all accessories. 

So we can put the identical 
equipment in your hands during 
the repair — and save you half the 
rental cost. 

Bring or ship your camera in 
today. You’ll save money and help 
fight inflation at the same time. 

For more anti-inflation 
information call or write: 

Repair and 
Maintenance Specialists 

Q]]]CECO 
THE RENTAL SPECIALISTS 

SALES - SOS DIVISION 

315 West 43 St., New York, N.Y. 10036 
(212) 586-1420 • 7051 Santa Monica Blvd., 
Hollywood, Calif. 90038 / (213) 466-9361 
Phone Toll Free (800) 223-5829. In New York State 
Phone Collect (212) 586-1420 
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MOTION PICTURE LABORATORY 
210 Sem pie Street, 

Pittsburgh, Penna. 15213 
Phone 412 687-3700 

cote* 
FILM LABORATORIES, INC. 

640 N . Broad Street, 
Philadelphia, Penna. 19130 

Phone 215 236-9100 

TOMORROW'S TECHNOLOGY NOW! 
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i THE FIVE BEST 
PHOTOGRAPHED 

MOTION PICTOOES 
OF 1974 

It is said that imitation is the sincerest form of flat¬ 
tery — and so, in these days when award ceremonies 
are being held for everything from nail-bitting to dog- 
catching, it is wise to remember that, at least in the 
field of entertainment, the Annual Academy Awards 
Presentation is the original. 

To the general public it has become a television 
spectacle exuding Hollywood glamour, and over the 
years it has not lost its allure. This year, the largest 
audience in the history of the event — an estimated 
65,000,000 in the United States alone — watched 
Hollywood honor its own, with at least that many more 
viewing the program in foreign countries. 

To these people, the movie stars who enliven the 
telecast are the focal point of interest, and under¬ 
standably so — but to the people who work in the 
motion picture industry, world-wide, the event has a 
far greater significance. It is the night on which the 
artists and artisans of this great industry-art are 
honored by their peers, the people best qualified to 
judge excellence in this very special area. 

As in all of the film crafts, candidates for the “Best 
Achievement in Cinematography” award are nomi¬ 
nated by their fellow craftsmen — in this case the 
cinematographers, the men who know best what is or 
is not great photography. 

Since the final five pictures nominated for cinema¬ 
tography vary so widely in style and content, it is 
virtually impossible to chose a single one and say: 
“This is the best.” — although the Academy general 
membership must ultimately make such a choice. 

But to the members of the American Society of 
Cinematographers, all five are “winners” in the most 
literal sense of the word. And so, it is with the deepest 
sense of pride that the ASC membership salutes and 
congratulates the following Directors of Photography 
who received nominations in the category of “Best 
Achievement in Cinematography” for the Academy’s 
47th Annual Awards Presentation: 

JOHN A. ALONZO, ASC 
"Chinatown” 

PHILIP LATHROP. ASC 
"Earthquake” 

GEOFFREY UNSWORTH, BSC 
"Murder On The Orient Express” 

FRED KOENEKAMP, ASC 
JOSEPH BIROC, ASC 

'The Towering Inferno" 

BRUCE SURTEES 
“Lenny” 

"EARTHQUAKE” 

“EARTHQUAKE” — photo¬ 
graphed by Philip Lathrop, ASC, is 
a disaster film on a cataclysmic 
scale which shows Los Angeles 
being totally levelled by a tremor 
far more violent than anything yet 
actually experienced. In recording 
the impact of this holocaust in 
cinematic terms, Lathrop has 
managed to preserve the intimacy 
of individual stories, while, at the 
same time, portraying the tragedy 
and desolation on a vast scale. The 
balance between the two is 
achieved with an uncommon 
degree of accuracy. 

PHILIP LATHROP, ASC 

546 AMERICAN CINEMATOGRAPHER, MAY 1975 



GEOFFREY UNSWORTH. BSC 

“MURDER ON THE ORIENT EX¬ 
PRESS” — Photographed by Geof¬ 
frey Unsworth, BSC, is a tour de 
force of high-style cinematog¬ 
raphy made incredibly more diffi¬ 
cult to achieve by virtue of the fact 
that 98% of the action takes place 
aboard a train. Yet, within the con¬ 
fines of tiny drawing rooms and 
narrow dining cars, the cinema¬ 
tographer manages to achieve an 
amazing versatility in terms of 
camera angles and mood. Techni¬ 
cally impeccable photography, 
laced with a soupcon of decadence 
and a touch of menace. 

“MURDER ON THE ORIENT EXPRESS" 

“CHINATOWN" 

“CHINATOWN” — photographed 
by John A. Alonzo, ASC, is a 
strange cinematic anachronism, in 
that it tells a story of the thirties, 
creating a period mood, but using 
such modern elements as the ana- 
morphic format and color. The 
cinematographer employs 
selective lighting and shadow to 
create an aura reminiscent of the 
Dashiell Hammett and Raymond 
Chandler mysteries so popular 
during the Golden Age of Holly¬ 
wood. Old-fashioned lighting units 
were ressurected to get a dated 
look, without using diffusion. 

JOHN A. ALONZO. ASC 
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“LENNY” 

“LENNY” — Photographed in stark 
black and white by Bruce Surtees, 
purports to tell the true-life story of 
Lenny Bruce, a strange and tor¬ 
mented tragi-comic figure on the 
American scene of a couple of 
decades ago. In this sometimes 
tender, often brutal film biog¬ 
raphy, Surtees stretches the range 
of black and white photography to 
delineate a wide range of moods. 
The tawdry glamour of the spot¬ 
light gives way to the murky tones 
of despair, as the central figure 
descends into a Hell from which 
there is no escape. 

BRUCE SURTEES 

“THE TOWERING INFERNO” — 
photographed by Fred Koene- 
kamp, ASC, and Joseph Biroc, 
A SC, is a gem of a disaster film, 
which shows what could happen 
when a super-high-rise building 
catches fire. The two cinematog¬ 
raphers, shooting in separate 
units, manage to capture both the 
spectacle of the catastrophe and 
the intimate details of the 
individual human tragedies and 
blend them together into a 
perfectly fused artistic whole that 
appears on the screen to be the 
work of a single creative entity. 

“THE TOWERING INFERNO” 
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ACADEMY AWARDS 
Continued from Page 525 

Messrs. Brendel, Whitlock and 
Robinson. And we wish to emphasize 
our certainty that the oversight was 
inadvertent on the part of the Academy. 
We mention it here simply to set the 
record straight. 

To readers of this journal, the most 
important Oscar is always the one 
awarded for “Best Achievement in 
Cinematography”. This year — in “the 
year of the disasters” — that award was 
shared by Fred Koenekamp, ASC, and 
Joseph Biroc, ASC, for their spectac¬ 
ular lensing of “THE TOWERING IN¬ 
FERNO”. The work of both of these 
men on “INFERNO” is analyzed in 
detail in the February 1975 issue of 
American Cinematographer. 

In accepting the coveted statuettes 
on his own behalf and that of Mr. Biroc, 
Mr. Koenekamp graciously expressed 
the wish that he could share the honor 
with special effects wizard L.B. Abbott, 
ASC (who, incidentally, possesses an 
armful of Oscars and Emmys of his 
own). 

The staff of American Cinematog¬ 
rapher joins with their fellow 
cinematographers throughout the 
world in extending heartiest 

Frank Brendel, Albert Whitlock and Glen Robinson hold Oscars presented to them, as 
“EARTHQUAKE” was voted a Special Achievement Award for Visual Effects, for its realistic 
depiction of the devastation of Los Angeles by an earthquake. Once a regular category in the 
awards, the Visual Effects Award is no longer mandatory, but is voted only “at such time as, 
in the judgment of the Board of Governors, there is an achievement which makes an 
exceptional contribution to the motion picture for which it was created.” 

A touch of class was added to the program by having the writing awards presented by 
America’s foremost living author, James Michener. He is shown here after having presented 
the “Best Original Screenplay” award to Robert Towne for his script of “CHINATOWN”. 

congratulations to the Messrs. Koene¬ 
kamp and Biroc. ■ 

HOW THE OSCARS ARE AWARDED 
More than 3,000 voting members of 

the Academy of Motion Picture Arts 
and Sciences — in the United States 
and abroad — have determined which 
film achievements would be Oscar- 
honored during the 47th Annual Oscar 
Awards program. 

Eligible for awards are any films 
which have been exhibited in 35mm or 
larger for paid admissions in a 
commercial motion picture theater in 
the Los Angeles area (defined as Los 
Angeles, West Los Angeles, and 
Beverly Hills) betwen January 1, 1974 
and midnight of December 31, 1974, if 
the picture played at least seven days 
starting before midnight of December 
31. This year 264 motion pictures were 
eligible. 
Continued on Page 596 



(■f) Crystal control motor for wireless sync sound. Other motor speeds from 10 to 50 fps forward and reverse, controlled by solid 
state electronics. Automatic slating with sync-pulse generator.© Rechargeable battery that adds a mere 13 oz. to the weight and 
attaches right to the camera.© Technologically, the most advanced through-the-lens metering system. The silicon cell has no 
memory. So it reacts instantly, responds uniformly to all colors and is practically unaffected by temperature changes. Rugged, 
accurate and reliable.© Light-emitting diodes indicate correct exposure in bright 13X reflex finder. The completely electronic sys¬ 
tem has no mechanical parts or moving needles that can fail due to rough handling. Lighted diodes are always visible even in dim 
light.© Electro-magnetic control for instant start and stop with shutter in closed position. © Electronically controlled single frame 
capability assures the kind of accuracy and reliability found only in specially built animation units.Superb picture steadiness to 



TM AU KW BOUX BJ 
ITS ELECTPOMC 
We built this camera with every 
essential feature successful pro¬ 
fessionals use to create out¬ 
standing 16mm commercial 
films.Yet until now these same 

pros have had to pay thousands 
more for these same advan¬ 
tages—without having them in 
one camera. 

And, with the Bolex EL, a 
pro can film more easily and get 
superb results. As a matter of 

fact, so superb, he can blow up 
his film to 35mm for theatrical 
release if need be. 

Now, study each Bolex EL 
feature carefully. Inspect the 
camera inside and out. Com¬ 
pare the price, quality and fea¬ 
tures of our camera with any 
other 16 available. Then choose 
your very own Bolex EL. And go 
out and experience camera 
performance. 

satisfy the demands of the most discriminating pro.(D The lens mount is so rugged and well-engineered you can safely carry the 
camera by the lens.(?) Automatic threading and spool ejectorfor swift change of film. Complete line of superb optics: macro, 
power zoom, lenses with fully automatic exposure control, automatic depth of field scales, automatic diaphragm pre-setting, 
super fast f/1.1. aperture. •Professional accessories include 400' magazine, _ 
matte box, blimp, shoulder brace, u/w housing and many more. Bolex also I 
has four HI6 cameras, accessories and Bolex 421 optical/magnetic sound paj||arc| |nc ro r t d 

projector. Write for full-color brochure and catalog and tell us if you'd like igdoTowe^RTad0 Unden, New Jersey 07036 
to see a film we produced about the EL. . —- Canada: W. Carsen Co. Ltd., 31 Scarsdale Rd„ Don Mills, Ont. 



UNIQUE MINI QPTICAL PRINTER FOR SUPER-8 ANU 16mm 
The compactness, ease of operation and low cost of this Miniprinter, 
plus the wise range of special and optical effects it can execute, 
should prove a boon to professional 16mm and Super-8 film-makers 

The term “optical printer" conjures 
visions of a huge, complicated, ex¬ 
orbitantly expensive maze of ma¬ 
chinery — and the imagery is accurate, 
because that’s what an optical printer, 
by virtue of its basic function and in¬ 
herent configuration, must actually be 
like. 

All except one. 
For now comes a totally “revolution¬ 

ary” (to use an overworked term) new 
optical printer for 16mm and Super-8 
blow-up, 1-to-1 and reduction print¬ 
ing. 

Unlike the classic optical printer, 
which is a rather tall vertical hunk of 
apparatus, the new printer is low, 
readily movable, and horizontal in con¬ 
figuration — resembling at first glance 
one of the new generation of flatbed 
editing consoles. It has been designed 
with the accent on compactness, 
professional quality, simplicity of 
operation and low cost. 

The Acme Miniprinter is probably the 
most innovative optical printer to come 
along in years. The unit was first shown 
at Photokina in 1974 and again at the 
SMPTE Exhibit in Toronto last No¬ 
vember. 

PSC Technology Inc. (formerly Pro¬ 
ducers Service Corporation) de¬ 
signed, developed and is now manu¬ 
facturing this unit for six major market 
areas: 

1. Newsfilm duplication 
2. Sportsfilm prints 
3. College and Universities audio¬ 

visual and cinematography depart¬ 
ments 

4. Super-8 and 16mm labs 
5. Special effects companies 
6. 16mm and Super-8 production 

companies 
The Miniprinter’s features are 

numerous. Some of the most important 
ones include: 
• Printing from 16mm to 16mm 

• Printing from 16mm to dual rank 
Super-8 (1-4 format) 

• Printing from Super-8 to dual rank 
Super-8 (1-4 format) 

• Printing from Super-8 to 16mm 
• Eyepiece for camera line-up 
• Precision dial indicators 
• Fades and dissolves 16, 24, 32, 48, 

64, 96 frame lengths 
• Freeze-frame 
• Camera/Projector forward or re¬ 

verse 
• Variac lamp brightness control 
• Daylight operation 
• Filter holder for color and density 

correction 
• Five-digit counters for camera and 

projector 
• Professional quality lenses for 

blow-up, reduction and 
• 1 -to-1 printing 
• Interchangeable cameras and pro¬ 

jectors 
• Speeds; 80, 160, 320, 640 and 960 

The Acme Miniprinter, shown below, is probably the most innovative printer to come along in years. PSC Technology Inc. (formerly Producers 
Service Corporation) designed, developed and is now manufacturing this unit for six major market areas, including: newsfilm duplication, 
sports films, colleges and universities, Super-8 and 16mm labs, special effects companies, and 16mm and Super-8 production companies. It 
is totally unique in design and, at first glance, resembles one of the new generation of flatbed editing consoles. The simple-to-operate unit has 
almost unlimited versatility. 



frames per minute 
• Operates from any 110-volt, 60Hz, 

15-amp circuit. 
PSC recognized the need for a high- 

quality optical printer for the 16mm and 
Super-8 professional and semi-profes¬ 
sional and decided to develop this 
important new product. In addition to 

High quality optics are used in the Mini¬ 
printer. Here you see the Kodak Ektar 
103mm lens for one-to-one printing. The 
precision dual indicators allow the operator 
to quickly and repeatably adjust the posi¬ 
tion of the lens in all four directions (North, 
East, South & West). The lens is completely 
interchangeable with the Kodak Ektar 
89mm lens used in blow-ups and reduc¬ 
tions. 

straight printing, the Miniprinter will do 
fades and dissolves, subtractive 
density and color correction and 
freeze-frame printing. 

Clearly, the cost of large optical 
printers is prohibitive for most of the 
Super-8 and 16mm professionals. 
Furthermore, these units offer more 
features than those required by the 
companies listed in the previously dis¬ 
cussed market areas. As a result, the 
growth and fantastic potential of 
professional Super-8 filmmaking has 
been somewhat restrained. With the 
advent of the Acme Miniprinter, its 
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many features and low cost ($13,500. 
basic unit), professional-quality opti¬ 
cal printing is within the reach of those 
who were formerly priced out of the 
market. 

The Miniprinter is easily operated 
and does not require the special 
operator-skills a large optical printer 

requires. The unit operates from any 
office current, 115V, and does not re¬ 
quire plumbing, air conditioning or any 
other special environmental feature. 

For further information contact PSC 
Technology Inc., 1200 Grand Central 
Avenue, Glendale, California 91201. 
Phone (213) 245-8424, Telex 69-8231. 

553 

Cameras and projectors for the Miniprinter are completely interchangeable. On the left is a 
16mm projector; on the right is a 16mm camera (dual rank Super 8,1-4 format). Note viewer 
eyepiece for image line-up in the camera. The thumb screws at the top and bottom of each 
unit allow the user to quickly change camera and/or projector. 

The Miniprinter control panel is conveniently arranged for simplicity of operation. There are 
separate projector controls and counter and similarly for the camera so that each unit may 
be operated independently. Note the single frame (freeze frame) control, dissolve, speed and 
lamp brightness controls. Also note light-tight cover on camera which allows complete 
daylight operation. 



Authorized 
CP-16 Dealers 

and Service Centers 

North American 
LISTING 

D — Dealer S — Service D/S — Dealer & Service 

CALIFORNIA 

Alan Gordon 

Enterprises, Inc. 0/S 

5362 N. Cahuenga Blvd. 

North Hollywood, Ca. 91601 

Adolph Gasser Inc. D/S 

181 Second St. 

San Francisco, Ca. 94105 

FSB/Ceco, Inc. D/S 
7051 Santa Monica Blvd. 

Hollywood, Ca. 90038 

San Diego Camera 

Exchange S 

1071 Sixth Ave. 

San Diego, Ca. 92101 

COLORADO 

Stan Phillips S Associates/ 

Camera Service S 

2245 W. 30th Avenue 

Denver, Colorado 80211 

DISTRICT OF COLUMBIA 

Brenner Cine-Sound D/S 

5215 Wisconsin Ave., N.W. 

Washington, D C. 20015 

FLORIDA 

Image Devices, Inc. D/S 

811 N.W. 111th St. 

Miami, Fla. 33168 

GEORGIA 

Atlanta Film 

Equipment Rentals O/S 

1848 Briarwood Rd., N.E. 

Atlanta, Ga. 30329 

HAWAII 

Pacific Instrumentation D/S 

5388 Papai Street 

Honolulu, Hawaii 96821 

ILLINOIS 

Victor Duncan, Inc. D/S 

676 St. Clair St. 

Chicago. III. 60611 

LOUISIANA 

Pan American Films D/S 

822 N. Rampart St. 

New Orleans, La. 70116 

MASSACHUSETTS 

Sanford Camera & 

Projector Repairs S 

1054 Massachusetts Ave. 

Arlington, Mass. 02174 

MICHIGAN 

Victor Duncan, Inc. D/S 

11043 Gratiot Ave. 

Detroit, Mich. 48213 

MINNESOTA 

Galaxy Film Service D/S 

3000 France Ave. 
Minneapolis, Minn. 55416 

MISSOURI 

Calvin Cinequip, Inc. D/S 

215 W. Pershing Road 
Kansas City, Mo. 64108 

NEW YORK 

FSB/Ceco, Inc. D/S 

315 West 43rd St. 

New York, N Y. 10036 

The Camera Mart D/S 

456 W. 55th St. 

New York, N Y. 10019 

NORTH CAROLINA 

Standard Theatre 

Supply Co. D/S 

125 Higgins St. 

Greensboro, N.C. 27420 

TENNESSEE 

Bill Billings Photo D/S 

129 South Front Ave 

Rockwood, Tenn. 37854 

Motion Picture 

Laboratories, Inc. D/S 

781 S. Main St. 

Memphis, Tenn. 38102 

TEXAS 

Victor Duncan, Inc. D/S 

2659 Fondren Ave. 

Dallas, Texas 75206 

UTAH 

Stockdale S Co., Inc. D/S 

200 E. First South 

Salt Lake City, Utah 84111 

WASHINGTON 

Glazer’s Camera Supply D 

1923 Third Ave. 

Seattle, Washington 98101 

Phototronics S 

223 West Lake North 

Seattle, Washington 98109 

CANADA 

Cine Audio S 

10251-106 St. 

Edmonton, Alberta 

Alex L. Clark Limited D/S 

3751 Bloor Street West 

Islington, Ontario M9A 1A2 

Branches: 

1070 Bleu ry Street D/S 

Montreal 128, Quebec 

7104 Hunterwood Rd., N.W. D/S 

Calgary 51, Alberta 

Steve’s Camera Service S 

189 East 28th Ave. 

Vancouver, B.C. V5V 2M3 

MEXICO 

Alan Gordon 

Enterprises, Inc. D/S 

c/o R.E.C.E.S.A. 

Rio Amazona 85 
Mexico 5 D.F. 

Listing as of: Mar. 1,1975 
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FILMEX 75 
Continued from Page 533 

AMOUREUSES (My Little Loves), Bar- 
bet Schroeder’s documentary feature, 
GENERAL IDI AMIN DADA, and Claude 
Sautet’s VINCENT, FRANCOIS, PAUL 
ET LES AUTRES (Vincent, Francois, 
Paul and the Others); SKARSELD 
(Purgatorio) by Swedish director 
Michael Meschke; three films from the 
Soviet Union: KALINA KRASNAYA (The 
Red Snowball Tree) directed by Vasiliy 
Shukshin, ROMANS O VLJUBLENN- 
CYCH (A Romance for Lovers) directed 
by Andrei Mikhalkov-Konchalovsky, 
and PIROSMANI (winner of the top 
award at the Chicago Film Festival) 
directed by George Shengelaya; from 
Iran, A SIMPLE EVENT directed by 
Sohrab Shahid-Saless; Maud Linder’s 
film compilation A TRIBUTE TO MAX 
LINDER: and from Belgium, Thierry 
Zeno’s VASE DE NOCES (The Wed¬ 
ding Trough). 

THE LAW, directed by John Bad- 
ham, had its American theatrical 
premiere. 

Sixteen programs were sold out, 
including the special sneak-preview of 
Mike Nichols’ film THE FORTUNE from 
Columbia Pictures. Five of the sold-out 
programs were repeated, including 
MONTY PYTHON AND THE HOLY 
GRAIL, THE GENTLEMAN TRAMP, 
CELINE AND JULIE GO BOATING (by 
French filmmaker Jacques Rivette), A 
TRIBUTE TO THE WARNER BROS. 
CARTOON UNIT, and COMING SOON! 
(a 3-hour program of coming attraction 
trailers). 

An International Film Poster Art 
Exhibit, “The Filmex 1-Sheet Show,” 
was one of the major highlights of the 

Los Angeles International Film 
Exposition. The Exhibit was comprised 
of more than 400 motion picture 
posters from over twenty countries. 

The non-competitive Art Show, 
which was free to the public, opened 
March 1, 1975, two weeks before the 
Exposition and ran concurrently with 
the Exposition through March 26. 

The exhibit was compiled from 
several collections, including New 
York’s Museum of Modern Art, the 
1974 Cannes Film Festival poster 
competition, the Polish Film Museum, 
motion picture distributors in this 
country and abroad, private collections 
and from designers themselves. 

The exhibit was selected by a panel 
of the nation’s most prominent graphic 
art authorities, including international 
designers Saul Bass, Lou Danziger, 
Anthony Goldschmidt, Milton Glaser, 
Art Director of NEW YORK MAGAZINE, 
and Kenneth Donahue, Director of the 
Los Angeles County Museum of Art. 
The exhibit was coordinated by Jivan 
Tabibian and Sally Shapiro. 

Many special programs were 
presented, including “Six 
Documentaries” consisting of films 
which explore such diverse subjects as 
oil drilling in the North Sea to the 
esthetics of Hatha Yoga. 

‘‘Three Portraits” included Martha 
Coolidge’s OLD FASHIONED WOMAN, 
Swedish cinematographer Sven Ny- 
kvist’s THE VOCATION and THE SAFE¬ 
CRACKER by Czechoslovakian film¬ 
maker Jaromil Jires. 

“Five Contemporary Artists’’ 
featured short films based on the lives 
and works of East African artist Jesse 
Allen (INSIDE THE WORLD OF JESSE 
Continued overleaf 

Natalie Wood and husband Robert Wagner were among the stars who turned out to celebrate 
the opening at the Filmex Society Benefit Ball. Starting with an idea in the minds of a few 
brave souls, FILMEX has grown steadily in scope since it began in 1971 and is now regarded 
as the most comprehensive film exposition in the world. It is officially accredited by the 
International Federation of Film Producers Associations, Paris. 



Trade up to 
a CP-fld/A 
and save HITS. 

Within three short years, the 
CP-16/A has become the most 
preferred 16mm sound camera in 
the TY-newsfilm/documentary 
field — with many of the larger 
stations standardizing their entire 
newsfilm operation on the CP-16 
camera system. 

No matter what new 
equipment developments may be 
in the offing for TV-news, our 
non-reflex CP-16 and CP-16/A 
camera models continue, and will 
continue, to make good 
equipment sense. Especially 
for those who operate 
“one-man-band” style. 

A special offer 
from 
Cinema Products 
and your local 
CP-16 dealer* * 

Even though upgrading 
TV-newsfilm equipment is 
relatively inexpensive, there 
are stations that may find it 
increasingly difficult to do so — 
what with ever tightening 
budgets and the shrinking 
purchasing power of the dollar. 

And so, to introduce you to the 
CP-16 camera system, a system 
fully supported by an extensive, 
well trained dealer/service 
network, we are pleased to offer 
you, for a limited time only, a 
unique opportunity to acquire a 
CP-16 or CP-16/A at fantastic 
savings! 

Here’s all you have to do. Trade 
in any 16mm newsfilm-type 
camera you presently own — 
whatever its condition, no matter 
how old — for a brand new, all 
new CP-16/A with built-in 
Crystasound amplifier. 

Your authorized local CP-16 
dealer will give you $1225 off list 
price on any CP-16/A camera 
package. Or $1000 off on a 
standard CP-16. (Of course, this is 

in addition to 
the savings you 

normally get if 
you also buy the 

zoom lens 
for the 

CP-16 
or CP-16/A at 

the same time.) 

Plus two-year warranty 
and free “loaner*” 

Its proven performance in the 
field has established the CP-16 as 
the most reliable and dependable 
camera system, least likely to 
break down in the day-to-day 
grind of newsfilm work. 

As part of this special offer, we 
take great pride in extending our 
factory warranty to a full two years 
on all mechanical and electronic 
components. Provided you 
purchase your camera from your 
authorized local CP-16 dealer. 

And, should your CP-16 or 
CP-16/A require any repairs 
covered by this special two-year 
warranty, your local dealer will 
provide you with a free CP-16 
“loaner. ” This is but one example 
of the outstanding after-sales 
service and total back-up you can 
expect from your authorized local 
CP-16 dealer. 

But you must act now! 
With savings and benefits like 

these, why risk your precious 
equipment dollars on yet another 
“re-manufactured” conversion? 

Move up to a brand new, all 
new CP-16/A, the uncontested 
leader in the TV-newsfilm/ 
documentary field. You owe it 
to yourself. 

But remember, this unusual 
offer is good only from March 1st 
to July 1st, 1975. So hurry. See 
your authorized local CP-16 
dealer now. 

*See adjacent page for listing of 
authorized North American CP-16 
Dealers participating in this special offer. 

QD^QjmS] 
Technology InThe 
Service Of Creativity 

2037 Granville Avenue. Los Angeles, California 90025 
Telephone: (213) 478-0711 ■ Telex: 69-1339 ■ Cable: Clnedevco 
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Cinema” series in Playboy Magazine, 
Arthur Knight moderated the programs 
in conjunction with film researcher 
David Friedman. 

A special retrospective program 
featuring the work of director James 
Whale consisted of the presentation of 
six of his films in matinees, including 
FRANKENSTEIN, BRIDE OF 
FRANKENSTEIN, THE INVISIBLE MAN, 
THE KISS BEFORE THE MIRROR, ONE 
MORE RIVER, and THE MAN IN THE 
IRON MASK; plus two evening 
presentations: THE OLD DARK HOUSE 
and SHOW BOAT. 

D. W. Griffith, the father of American 
motion pictures, was saluted with a 
selection of his short silent films from 
the Biograph years (1908-1913). 
FILMEX 75 was dedicated in total to Mr. 
Griffith in this centennial year of his 
birth. 

A special program honoring the 
memory of Jack Benny featured a 
screening of TO BE OR NOT TO BE 
(1942), directed by Ernst Lubitsch, 
starring Benny and Carole Lombard. 

The National Film Board of Canada, 
which has for nearly 40 years funded, 
produced and distributed features, 
shorts, documentaries, and many 
innovative quality programs, was 
honored with a 21/2-hour program of 
short films. 

Two programs featuring the work of 
Walt Disney studios and the Warner 
Bros, cartoon unit were presented. The 
collection of Disney cartoons included 
rarely-screened “Silly Symphonies” 
from the 1930’s and excerpts from 
animated features of the 1940’s. Stars 
of the selections included Mickey 
Mouse and Donald Duck. 

Warner Bros. Cartoons, created and 
drawn by Tex Avery, Robert Clampett, 
Friz Freleng, Chuck Jones and others 
— featuring Bugs Bunny, Porky Pig, the 
Roadrunner and Daffy Duck — were 
presented. 

Most certainly, the highpoint of 
FILMEX 75, as far as the sci-fi film buffs 
were concerned, was the 50-hour 
Science-Fiction Movie Marathon. 
Playing to an audience of 2,200 people, 
it started at 9 p.m. Saturday, March 15, 
with a premiere screening of A BOY 
AND HIS DOG, based on a prize¬ 
winning story by Harlan Ellison, and, for 
the next 3,001 uninterrupted minutes 
(until Midnight, Monday, March 17) 25 
full-length science-fiction features and 
28 excerpts and trailers were shown — 
all for a single $5 admission charge. 

Miss Irene Dunne, making a 
personal appearance, was honored at 
this year’s special star tribute, hosted 
by Roddy McDowall. The five-hour 
FILMEX tribute program consisted of 
two hours of film clips from 15 of Miss 
Dunne’s films including ROBERTA, 
THEODORA GOES WILD, A GUY 

Rosalind Russell introduces Los Angeles Mayor Tom Bradley from the stage of the Plitt 
Century Plaza Theatre #1, prior to the opening night screening of “FUNNY LADY”. The mayor 
welcomed the audience, told them how proud Los Angeles is of its film exposition and 
pledged the city’s continued support to the project. 

ALLEN); conceptual artist Christo 
(CHRISTO’S VALLEY CURTAIN); 
Carmen D.Avino (BACKGROUND: 
CARMEN D’AVINO); Dutch graphic 
artist M. C. Escher (ADVENTURES IN 
PERCEPTION); and Piet Mondriaan 
(PIET MONDRIAAN: A FILM ESSAY.) 

Irene Dunne, one of the Great Ladies of the 
American screen, arrives for this year’s 
special “star tribute”, hosted by Roddy 
McDowell. Five hours of clips from her films 
were screened. 

The Art of Animation offered a 
sampling of the best of that art form 
from 11 countries, including Romania, 
Greece, Bulgaria and the Soviet Union. 

Sixteen films, ranging in length from 
one minute to twenty-five minutes, 
comprised the ‘‘Student Film” program 
representing entries from film schools 
throughout the country, while the films 
of avant garde filmmakers from Great 
Britain, the USA and Ireland were 
presented in “Experimental 
Filmmakers”. 

‘‘The Main Title’’ was a 
comprehensive review of the art of 
feature film title-design from its 
creative development in the mid-fifties 
to the present, largely through the work 
of title-innovator Saul Bass. Examples 
of many titles concepts, from the 
directing and shooting of entire special 
live-action sequences to the use of still 
photos were shown, many in 70mm. 

‘‘Coming Soon!” was a 3-hour survey 
of coming attractions, trailers and other 
unusual film advertisements. Over 100 
of these “miniature movies” from the 
beginning of sound to the present were 
featured. The trailers were from major 
studios, trailer-distributing companies 
and private collections. This 
presentation was made possible 
through the cooperation of National 
Screen Service Company. 

‘‘The Exploitation Film” explored the 
highlights of this film genre. Drawing 
from research for his ‘‘Sex In The 
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An exhausted sci-fi film buff flakes out on a bench in the lobby of the theatre to grab a few 
winks of sleep during the continuous 50-hour Science-fiction Movie Marathon, which 
presented 25 full-length features and 28 additional clips and trailers. Opening with “A BOY 
AND HIS DOG”, based on a prize-winning story by Harlan Ellison, it was a highpoint of 
FILMEX 75. Next to the sleeper is a blown-up message of greeting from President Ford. 

It give, me great pleasure to greet those^o 
participate in the fourth annual Los Angeles 
International Film Exposition. I imd it Particu¬ 
larly fitting that Los Angeles, the center of the 
American film industry, is hosting this annual 
event. It is a festival that offers exciting oppor¬ 
tunities to view the work of filmmakers from 
countries around the world. 

Filmex is to be commended for stimulating ex¬ 
cellence in this vitally important medium and for 
continuing to promote increased public awareness 
of filmmaking as an art. 

NAMED JOE, ANNA ANDTHE KING OF 
SIAM, THE AWFUL TRUTH and PEN¬ 
NY SERENADE. At Miss Dunne’s 
request, LOVE AFFAIR with Charles 
Boyer and directed by Leo McCarey 
had been chosen to be presented in its 
entirety prior to the film clips. After the 
screening, Miss Dunne discussed 
various aspects of her career informally 
with Mr. McDowall and answered 
questions from the audience. 

One of the most popular programs 
featured a screening of THE FOUR 
HORSEMEN OF THE APOCALYPSE, 
starring Rudolph Valentino. The 1921 
silent classic, which was directed by 
Rex Ingram, was accompanied by a full 
symphony orchestra conducted by 
Fred Werner. Mr. Werner had prepared 
a score from themes by Erich Wolf¬ 
gang Korngold and from his own 
original works. 

A special program was devoted to 
screenings of the five features 
nominated for the Academy Award for 
“Best Foreign Film”. These included 
CAT’S PLAY (Hungary), AMARCORD 
(Italy), THE TRUCE (Argentina), LA- 
COMBE, LUCIEN (France) and THE 
DELUGE (Poland). 

A three-part Tribute to Roberto Ros¬ 
sellini was a retrospective featuring 
screenings of six of the famous Italian 
director’s films. 

Capacity crowds were drawn each 
day to the free morning series featuring 
the works of Nobel Prize-winning 
authors, a program made possible by a 
grant from the Atlantic Richfield 
Company. 

Eugene O’Neill, Thomas Mann, 
William Faulkner and Sinclair Lewis 
were among the thirteen Nobel Prize¬ 
winning authors whose works were 
featured in the free morning series of 
films. The event was designed to pay 
tribute to some of the great authors of 
the century, whose works have served, 
since the first days of movie-making, as 
an inspiration for some of the greatest 
films made. The motion pictures 
presented were some of those which 
most successfully made the transition 
from literature to film. Included in this 
special series were: George Bernard 
Shaw’s PYGMALION, directed by 
Anthony Asquith; John Steinbeck’s 
EAST OF EDEN, directed by Elia 
Kazan; and Sinclair Lewis’ ARROW- 
SMITH, directed by John Ford in 1937. 

Other films in the series included 
Joseph L. Mankiewicz’ 1948 production 
of John Galsworthy’s ESCAPE; 
Francois Mauriac’s THERESE 
DESQUEYROUX, directed by Georges 
Franju; William Faulkner’s INTRUDER 
IN THE DUST, directed by Clarence 
Brown; and Rabinandranath Tagore’s 
CHARULATA, directed by Satyajit Ray. 

The final selection of films in this 
series included Luchino Visconti’s film 

of Thomas Mann’s DEATH IN VENICE; 
two works by Rudyard Kipling 
presented as a double-feature program 
for children, ELEPHANT BOY, directed 
by Robert Flaherty, and KIM, directed 
by Victor Saville; Knutt Hamsun’s 
HUNGER (directed by Henning 
Carlsen), Frank Borzage’s 1932 film of 
Ernest Hemingway’s A FAREWELL TO 
ARMS; the 1922 Swedish production of 
Selma Lagerlof’s THE PHANTOM 
CHARIOT, directed by Victor Sjostrom; 
and Sidney Lumet’s production of 
Eugene O’Neill’s LONG DAY’S JOUR¬ 
NEY INTO NIGHT. 

A unique highlight of FILMEX 75 was 
the first full-scale Motion Picture 
Marketing Conference to be presented 
in the United States. The event was 
sponsored by the Eastman Kodak 
Company (Motion Picture and Audio¬ 
visual Markets Division), which enabled 
it to be offered free to the public during 
the last five days of the Exposition. 

The conference was designed as a 
forum for the entire spectrum of ideas 
concerning the promotion, distribution, 
exhibition and advertising of motion 
pictures. Diverse attitudes concerning 
film marketing were examined — 
ranging from traditional studio 
methods to the newer, more un¬ 
conventional techniques developed by 
independent companies and 
filmmakers. 

The conference included 
representatives from all segments of 
film marketing, distribution and 

Elsa Lanchester sits in front of a poster 
advertising one of her best-remembered 
roles, that of “THE BRIDE OF 
FRANKENSTEIN”. 

promotion. Studio personnel, 
independent distributors and film¬ 
makers who are seeking alternatives to 
the customary methods of movie 
marketing, graphic designers, ad 
agency representatives, broadcast and 
print specialists, and film critics were 
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FILMEX 75 was by far the most successful event since the Expositions began. More than 
80,000 people attended the 88 separate events, which included screenings of 236 films 
representing 27 nations. The enthusiastic public reaction resulted in an average audience 
size of 76% of theatre capacity, a very high percentage, indeed. 

among the participants. The 
conference consisted of seminars 
conducted by a panel of experts in their 
field, but representing, in some cases, 
divergent points of view. 

Topics for discussion at these 
seminars included the question of 
whether advertising/sales people or 
filmmakers should have control over 
marketing decisions; the film critics’ 
power and degree of influence and if 
massive promotion actually sells 
tickets. Other seminars examined ideas 
on designing an ad, the roles of the 
audience and market research, 
discussions on the foreign film in 
America, non-theatrical distribution, 
the short film market, and the effective¬ 
ness of various media used for 
advertising. 

Some of the participants in the 
Conference were Richard Lederer, 
Warner Bros. V.P. of Advertising and 
Publicity; Jonas Rosenfield, 20th 
Century-Fox V.P. of Advertising and 
Publicity; Richard Kahn, M-G-M V.P. of 
World Wide Advertising, Publicity and 
Exploitation; Charles Sellier, Sun 
Classic Films; Ira Teller, Bryanston 
Films; Dan Davis, Kaleidoscope; 
Ronald Haver, Film coordinator — Los 
Angeles County Museum of Art; Philip 
Chamberlin, Director of Special 
Projects — Academy of Motion Picture 
Arts and Sciences; ad designers Saul 
Bass, Bill Gold and Tony Seiniger; 
exhibitors Max Laemmle (Laemmle 
Theaters), Jimmie Johnson (Pussycat 
Theaters), and Bob Maestri (Fox 
Venice), Herbert Hauser, Chairman of 
the Board, Diener-Hauser-Greenthal; 
film journalists Kevin Thomas, Marilyn 
Beck, Art Murphy, David Sheehan, 
Gregg Kilday, and John Dorr, and film 

producers Marvin Worth and Tony Bill. 

Some of the 127 participants in 
attendance at FILMEX 75, most of 
whom had films presented, either new 
or in retrospective programs, were 
David Lean, Mike Nichols, Arthur Penn, 
Jane Fonda, Haskell Wexler, ASC, 
George Pal, Buster Crabbe, Elsa Lan- 
chester, Sol Lesser, Robert Wise, 
Jackie Coogan, Warren Beatty, and 
Blanche Sweet. Among international 
filmmakers in attendance were Arturo 
Ripstein and Rolando Klein (Mexico); 
Jean Eustache, Yannick Bellon, and 
Maud Linder (France); Thierry Zeno 
(Belgium); Mrinal Sen (India); Pantelis 
Voulgaris (Greece); Monty Python’s 
Flying Circus and Rex Pyke (Great 
Britain); Masaki Kobayashi (Japan); 
and two special delegations, one from 

the Soviet Union which included 
directors Andrei Mikhalkov-Konchalov- 
sky and Tolomush Okeyev and actress 
Irina Kupchenko, and the other from 
Canada which included representatives 
of the National Film Board. 

The lavish FILMEX 75 opening night 
gala, organized by Wendy Goldberg, 
President of the Filmex Society, was 
attended by such Hollywood celebrities 
as Mr. & Mrs. Dean Martin, Mr. & Mrs. 
Johnny Carson, Fred Astaire, Gene 
Kelly, Mr. & Mrs. Freddie Brisson 
(Rosalind Russell), Natalie Wood and 
Robert Wagner, Valerie Perrine, and 
Mr. & Mrs. Gregory Peck, among 
others. FILMEX closed with the World 
Premiere presentation of Arthur Penn’s 
new suspense melodrama, NIGHT 
MOVES, from Warner Bros., starring 
Gene Hackman. 

The Exposition was budgeted at 
$265,000. Preliminary unaudited 
information indicates that income from 
ticket sales (including the opening 
night benefit) amounted to $187,000 
($75,000 more than last year). Addition¬ 
al income, including monies raised 
through the Filmex Society, amounts to 
$104,000 to date. Total income was 
more than $290,000. Expenses are 
estimated at $306,000, indicating a 
much smaller loss than in previous 
years, and possibly even approaching 
a “break-even” situation. The total 
accrued debt to date, including the past 
four Expositions, stands at $165,000. 
The next Exposition will be held March 
24 through April 6, 1976. 

FILMEX is presented annually in 
association with the City of Los Angeles 
and with the cooperation of the 
Academy of Motion Picture Arts and 
Sciences, the American Film Institute, 
the Los Angeles County Museum of Art, 
and the film schools of UCLA, USC, 
Cal-Arts, and Loyola. ■ 

Chart showing “vital statistics” of past and the latest FILMEX. This year the deficit was the 
smallest yet, even though expenses were higher, and final figures may bring it up to the 
break-even point. 

FILMEX PROGRESS REPORT 
April 1, 1975 

1971 1974 1975 

Duration 11 days 13 days 14 days 
Participating nations 13 19 27 
Participants attending 85 118 127 
Programs 43 50 88 
Features 53 60 102 
Shorts 54 77 134 
American Premieres 9 17 19 
World Premieres 0 3 8 
Sold-Out Houses 9 13 16 
Total Attendance (approx.) 30,000 60,000 80,000 

Budget $150,000 $230,000 $265,000 
Ticket Sales & Opening Night Benefit $ 47,000 $112,000 $187,000 
Grants & Contributions $ 19,000 $ 66,000 *$ 85,000 
Miscellaneous Income $ 2,000 $ 21,000 *$ 19,000 
Expenses $115,000 $239,000 *$306,000 

^Yearly Profit or (Loss) ($ 47,000) ($ 40,000) *($ 15,000) 

Total Accumulated Deficit — ($164,000) *($1 79,000) 

'Amount is subject to increase pending final year-end statement, June 30,1975 
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All 3 are 
important 

to you. 

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

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

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

Aren’t these 3 important reasons for YOU to do 
business with Motion Picture Laboratories? 

Send MPL your film today!* 

rJu"™ 
MOTION PICTURE 

*Remember! MPL can give you 

TELEDYNE video-to-film transfers. LABORATORIESJNC. 
781 South Main Street 

CINE-CRAFT LABORATORIES, 8764 Beverly Boulevard, 
West Hollywood, California 90048 Memphis,Tenn. 38101 
MOTION PICTURE LABORATORIES, INC., Piedmont Division, 
2517 South Boulevard, Charlotte, North Carolina 28203 

(901) 774-4944 



mDU/TRY ftCTIVITO/ 
A.S.C. COLLEGE FILM AWARDS 
BANQUET DATE CHANGED 

The awards committee of 24 select¬ 
ed to judge the first annual Best Photo¬ 
graphed College Film Awards entries 
for the competition sponsored by the 
American Society of Cinematog¬ 
raphers has completed preliminary jury 
screenings. 

The Board of Governors of A.S.C. 
announces that the Awards Banquet, 
originally scheduled for May 19, will in¬ 
stead be held at the A.S.C. clubhouse 
in Hollywood on the evening of May 21, 
in order to avoid a conflict in date with 
the Emmy Awards Presentation. 

TRAINING PROGRAM FOR 
ASSISTANT CAMERAMEN 

A Training Program for Assistant 
Cameramen to be sponsored by the 
Association of Motion Picture and 
Television Producers will commence 
on or about August 1, 1975. 

Those interested in this program 
should request an application by 
contacting: Mr. Jack Carlson; 
Association of Motion Picture and Tele¬ 

vision Producers; 8480 Beverly Boule¬ 
vard; Los Angeles, California 90048; 
Telephone (213) 653-2200. 

All completed applications must be 
received by the above-named no later 
than Friday, May 23, 1975. 

Applicants must meet the following 
requirements: 1. Possess a High 
School Diploma or General Education 
Development equivalent. 2. Have U.S. 
Citizenship or permanent residence 
status. 3. Be at least 18 years of age. 4. 
Possess the physical ability to perform 
the duties of the job. 

This is a non-discriminatory pro¬ 
gram. 

IFPA ANNOUNCES16THANNUAL 
“CINDY” COMPETITION 

The Information Film Producers of 
America, Inc. (IFPA) has expanded its 
“Cindy” Competition for 1975 to 
include 35mm Film Strips. The format 
for their submission is: 35mm Film 
Strip or 35mm Slides with sound sup¬ 
plied on a Phillips tape Cassette 
utilizing the silent 50- or 1000-cycle 
automatic advance. No cartridges of 

any size, kind, or type will be ac¬ 
cepted. 

Film Strip Competition will be in the 
same categories as for Films or Video 
Tapes. 

This year’s “Cindy” Competition will 
offer a trophy for the BEST IN SHOW 
(Film or Video Tape). 

This year’s “Cindy” Competition will 
offer a trophy for the BEST IN SHOW 
(Film Strip or Slide Film Program). 

A special award will be made for 
OUTSTANDING ACHIEVEMENT IN 
VIDEO TAPE PRODUCTION (no film 
transfers). 

In celebrating “Cindys” 16th 
Anniversary Competition the following 
categories will prevail: 

1. Art and Culture 
Business/Industry/Government 

2a. Industrial Relations 
2b. Employee and/or Management 

Training 
2c. Technical Report and/or Infor¬ 

mation 
2d. Recruiting 

Classroom Education 
3a. Language Arts 
3b. Science and Math 

Continued on Page 594 

YOU NEED A COMPACT, ECONOMICAL,VERSATILE, 
EXPERTLY DESIGNED AND BUILT PR0CESS0R- 
BUT YOU WANT IT AT THE LOWEST PRICE- 

LOOK TO HiLLS’mim-nu 
WHY NOT! We were 
the first to introduce a 
high-quality modular unit at 
a lower cost, so who 
knows better what you 
want than Hiils! Go with 
the leader! 
The Mini-Mat 70 is designed 
for Eastman Color Neg. II 
(7247 or 5247), Pos. II (7383 
or 5383) for speeds of 
16 fpm., and for Super 8 
Ektachrome, 40 and 160 
films for a speed of 50 fpm. 
To save money without 
sacrificing quality . . . buy 

from Hills ... the people 
who have been handcraft¬ 
ing quality processors 
since 1948. 
Call or write for our free 
brochure. Hills Manufactur¬ 
ing Co., Inc., P.O. Box 125, 
Chalfont, Pa. 18914 
(215) 345-1944 

. . . right for today, 
ready for tomorow. 

‘Smaller Mini-Mat models 
available 
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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. 

Model shown is LP-2 
PROFESSIONAL FLUID HEAD 

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 MillerTripod 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 

DISCOVER THE WONDERFUL WORLD UNDERWATER! 

ra EQUIPMENT FOR CREATIVE FILMAKERS 
AMERICAN CINEMATOGRAPHER, MAY 1975 561 



Are you afraid to shoot in the dark? 
Don't be. Movielab s "LIFELIKE" computerized preflashing 

takes the risk out of low-light filming. 

Filmmakers have been pushing exposure 
indexes for years. Often with surprisingly good 
results. But seldom without headaches. 

Until now there s always been some doubt. 
Would it work perfectly? Or just passably? 
How s the contrast? And the shadow detail? 
What about color shifts? And grain? Can you 
rely on what you've shot? Or must you keep 
expensive talent and technicians on the set 
until you ve checked the rushes? 

With Movielab s "LIFELIKE' preflashed 
processing, customized for the effects you want, 
you can be confident that you II get the results 
you want every time! Without any risks! 

?°\° ao^ 

<$>° 

• Eastman Kodak recommended chemistry 
• 5247, 7247, 5254, 7254, 7241,7242 
• Sensitometric pretesting 
• Flexible flashing percentages 
• Contrast control —especially for TV opticals 
• True values faithfully reproduced in CRI s 
• Dollar savings 
• Shorter shooting schedule 
• Post-flashing also available. 

Ak Movielab 
Its all the little things we do that make us big. 

IN THE EAST: 619 WEST 54TH ST., NEW YORK, N.Y. 10019. (212) 586-0360 IN THE WEST: 6823 SANTA MONICA BLVD., HOLLWOOD, CAL. 90038. (213) 469-5981 



In 1969. 
The operation was a complete success! 

The old-fashioned mechanical film drive, heart of our 
world-famous Optical/Special Effects Printers, had its day 
... Mechanical gear trains, levers, motors, shafts, stop- 
motion clutches, solenoids, knuckle joints and the like, 
suddenly became obsolete in deference to new, 
sophisticated technology. 

Our new space-age PhotoTron* all-electronic drive 
system was the new heart substituted in this major and 
radical surgery. It embodied computer-accurate stepping 
motors and solid-state electronic circuitry on snap-out cards 
for virtual elimination of equipment down-time. The operation 
was so successful that the Academy of Motion Picture Arts 
and Sciences presented it the 1973 Technical Award! 

In addition, we provided our printers with unique 
automatic capabilities for zooms from 4X enlargement to 
5X reduction, dissolves, logarithmic or linear for perfect 
fades/dissolves without overlap, flip-of-a-switch shutter 
programming over a predetermined fade count, and skip- 
frame programming that gives unlimited combinations at all 
speeds and with three heads simultaneously! 

And there’s more: the PhotoTron can be adapted easily 
to computer control or tape programming, and its power 
requirements are appropriate for international use. 

For complete technical data, prices and delivery—write, 
telephone or cable Research Products, Inc., 6860 Lexington 
Ave., Hollywood, CA 90038, USA; Telephone 213-461 -3733; 
Cable: RESEARCH. 

The Model 2101, illustrated, is one of our two Award-winning patients; we also have 
several others. They're all in great demand... world-wide ...in North America, South 
America, Europe, Asia and the Middle East. References available on request. 

International users: U.S.A. Export/Import 
loans are available. Send for details. 
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FILMING “CHINATOWN” 
Continued from Page 529 

talking with him — is totally informed 
about Raymond Chandler and Dashiell 
Hammett. He has a tremendous com¬ 
prehension of that kind of literature, of 
that kind of Americana. 

Evans was also very wise in select¬ 
ing as Production Designer a man like 
Dick Sylbert. He had done the Mike 
Nichols pictures and had displayed a 
great talent for that kind of design in 
detail. 

Why I was called in to do the photog¬ 
raphy I really can’t say. I know that I’ve 
worked on some very good films, but 
certainly no examples of the classic 
mystery. Maybe somewhere along the 
line, Bob Evans and Doc Erickson said: 
“Alonzo is a student of film, too, and he 
might complement Roman’s per¬ 
sonality.” Because the fact is that I am a 
film student, and I have studied and re¬ 
searched a lot from the cameraman’s 
point of view. I’m nutty about the work 
of James Wong Howe and Winton Hoch 
and Walter Strenge and Floyd Crosby 
and the other classic cameramen. I can 
tell you practically every film they 
made, because when I was a kid in 
Dallas, Texas, and in Mexico, movies 
were my entertainment. Sometimes I’d 
see two or three films a day. I wasn’t 
necessarily doing it to study cinema, at 
the time. At least, I wasn’t aware of it — 
but my brain was being saturated with 
that kind of information. 

What Roman wanted, too, for 
“CHINATOWN” was this sort of classic 
mystery storytelling style. He said to 
me: “I want very much for the photog¬ 
raphy to complement the story in such 
a way that it will be alright if people say 

it is beautifully photographed — be¬ 
cause I will bring the content up to that 
level.” 

It was a curious way of saying it, but I 
understood what he meant. There are 
instances, as we all know, when a 
scene is so terribly weak that you do 
everything you can with lighting and 
camera angles to bring it up 
dramatically and at least give the 
audience something pretty to look at. 
On the other hand, there are instances 
when the drama is so strong that a fine 
director like Martin Ritt will say: “I don’t 
want cinematic gymnastics. Just leave 
it there. The actors now have the stage, 
and I don’t want the camera to take 
anything away from them.” 

That’s a valid point. But Roman’s ap¬ 
proach was to have everything on the 
same high level. In other words, he 
would see to it that the concept and 
performances were as good as the 
production design and cinema¬ 
tography — or better. The cinematog¬ 
raphy should never, never, in lighting or 
in composition or moves, distract — 
but neither should it be minimized 
simply because the material is too 
strong for it. 

Roman is a stickler for details. He 
wanted everything just right — Faye 
Dunaway’s fingernails, Jack Nichol¬ 
son’s ties and coat, the color balance of 
the clothing against the wall, the per¬ 
spective of the cyclorama, the back¬ 
ings outside the windows. He told me 
that the levels of all of our crafts within 
this picture had to be at their peaks, 
and that he wanted, in a classic sense, 
to tell a mystery story of the Raymond 
Chandler or Dashiell Hammett type. So 
he led the way. He did this by staging 
the action in a particular way, by mak¬ 

ing certain words within a scene more 
important than others, by requesting 
that I light — and sometimes not put 
light on — actors. There were times 
when he felt that he wanted the 
audience to listen to the words, as 
opposed to seeing the actors speak 
them. Roman might put it in an entirely 
different way, but that’s how I inter¬ 
preted his discussions with me. 

He showed me his films, “CUL DE 
SAC” and “REPULSION”, for two 
reasons, I believe — to show me that he 
had a very good concept of storytelling 
and he also had a concept of cinema¬ 
tography. It was as if he were saying to 
me: “Okay, we are on the same basis 
now. Let’s respect each other.” He was 
taking everybody else’s word for me. 
On his side, he could show me what he 
could do, but he didn’t have time to 
look at my films — and even if he had, 
they wouldn’t have helped him very 
much, because they had nothing to do 
with this kind of picture. 

While Roman was aiming toward a 
classic film, he was applying some of 
the modern film techniques to it. For 
example, he was directing the action in 
a classic manner, but shooting in the 
anamorphic format — which is not 
classic. And he was using color, which 
is not classic. So he added two new ele¬ 
ments. Being a young man, he brought 
his psyche, his personality into the pic¬ 
ture — but he did design some inter¬ 
esting shots that you might say came 
right out of “CITIZEN KANE” or 
“SPELLBOUND” — except that they 
were in color. 

I remember him saying once that the 
story was to be told from Jack Nichol¬ 
son’s point of view, but he would shift 
from that to the audience’s point of view 

(LEFT) Polanski uses his director’s viewfinder to check the set for an upcoming camera angle, while Alonzo awaits the decision. The two men, 
respecting each other as artists, quickly formed a very close and functional working rapport. (RIGHT) The male star of the show, Jack Nichol¬ 
son, shares a joke on the Paramount lot with Robert Evans, Producer of “CHINATOWN”. Evans is the executive in charge of production at 
Paramount, and “CHINATOWN” was his first venture as a producer. The picture garnered 11 Academy nominations — not bad for a first time 
out. 
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at times. He was introducing modern 
technology and a modern concept, but 
leaning on knowledge he had gleaned 
from the old films. I think that I lot of 
cameramen nowadays do that. I do it. I 
can’t honestly say that I’m doing any¬ 
thing that hasn’t been done before. No 
cameraman has the right to say that 
this or that is being done for the first 
time. The only time he can say that is in 
terms of technology, perhaps — faster 
lenses, a faster film, more portable 
equipment — but not in its artistic con¬ 
cept. Yes, I have faster lenses than 
Jimmy Wong Howe had in the early 
days, and faster film and more port¬ 
able equipment, but the artistic and 
aesthetic concept is basically what 
Wong Howe did, though I may be 
applying it in a slightly different way. 

So I think that Roman would proba¬ 
bly agree that he was relying on a back¬ 
ground he gained as a film student, 
having studied the classic mysteries 
that were done in the American cinema. 
The European cinema never has, in my 
opinion, come up to the level of the 
great productive years that Hollywood 
had, while making all those wonderful, 
wonderful mystery films. 

Polanski did some rather daring 
things in “CHINATOWN” — like shoot¬ 
ing Faye Dunaway without diffusion, so 
that you could see the scar on her face. 
That would never have been done in 
the “classic” period. Greta Garbo and 
all those beautiful people would have 
looked perfect. He also had the great 
guts as a director to allow his leading 
man, Jack Nicholson, to go through 
half the picture with stitches in his nose. 
No one would ever have done that to 
Humphrey Bogart. 

I can remember saying to Polanski: 
“Roman, you’ve seen the lighting that 
Gordon Willis did in ‘GODFATHER’, 

which I think is beautiful. You’ve seen 
the lighting Owen Roizman did for 
‘FRENCH CONNECTION’, which I think 
is just great. Then there is Geoffrey 
Unsworth’s wonderful lighting in 
‘CABARET’. Talk to me about lighting; 
how do you see it?” And he said: “I 
don’t see it with any diffusion. I see 
lighting as very, very natural — but I see 
no rationale for using the source-light¬ 
ing technique.” 

I said: “Okay, you and I are in agree¬ 
ment on that, because cameramen like 
James Wong Howe (I keep using him 
as an example, but I can’t think of any¬ 
one better) base their styles on the idea 
that there is a reason for a source of 
light, but many times they introduced 
light from nowhere — with no excuses. 
Why? Because it makes a better pic¬ 
ture, a better painting — whatever you 
want to call it. Such light is not distract¬ 
ing to the audience; if anything, it helps 
focus their attention. When Roman told 
me that he didn’t agree with the logic of 
source lighting, I knew what he was 
talking about. 

Then Earl Gilbert and I got together 
and assembled very lightweight equip¬ 
ment. We got rid of an awful lot of 
things that we had thought we needed 
and went to some rather tried and true 
methods, such as using old fashioned 
#4 Photofloods stuck up on the wall 
with Chinese tracing paper in front of 
them, or bouncing light off of a white 
card. Some people who make commer¬ 
cials think that’s a brand new thing, but 
Wong Howe and Floyd Crosby were 
doing it 20 or 30 years ago, using giant 
sheets or whatever to bounce light from 
the sun. 

We used little lamps and, of course, 
we had at our disposal all of the 
wonderful new materials made by the 

Polanski tries out a wheelchair as a 
possible dolly for shooting a garden se¬ 
quence. However, it didn’t work out, so in¬ 
stead, the operator was carried about on a 
sort of litter arrangement. 

Rosco people. And we had the Pana- 
flex camera. There is no camera in the 
world like the Panaflex at the moment. 
It made it possible for us to work with¬ 
out having to knock walls out. In my 
opinion, a certain thing happens to a 
cameraman when he has the con¬ 
venience of knocking a wall out. It 
suddenly makes things a little too con¬ 
venient and he is no longer forced to be 
Continued on Page 572 

(LEFT) The crew shoots on location in the Mojave desert. (RIGHT) Shooting in an orange grove near San Bernardino, California. Sequences 
for “CHINATOWN” were filmed in many diverse locations in and around Los Angeles. However, approximately 65% of its total footage was 
shot on sets built inside Paramount sound stages. Despite this fact, it is a tribute to Production Designer Richard Sylbert that the entire 
production filmed in actual locations. 
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SHUTTIRLESS 
HJCKBIESS 

Not just an improved projection mechanism, but a totally and radically 
different projection system that promises near-theoretical accuracy and 

orders-of-magnitude improvement over any existing technology. 

For all film formats, super-8, 16mm, 35mm, 70mm. With rock-stable 
registration, better than 0.0003" from frame to frame ... and it stays 

that way... even with old, worn film and poor splices. 

Lap-dissolving from frame to frame with absolutely no flicker, at any frame 
rate, variable or sync, from under 1 fps to over 500 fps. 

Extremely gentle to film, yet inherently more rugged than anything that 
precedes it... with an aberration-free, non-intermittent, permanently- 

aligned optical system that requires no adjustments 
and virtually no maintenance for years. 

The noiseless,beltless,gearless Hollogon Rotary Projection System 
has arrived. And with it,the closest approach yet to a projection 

system inherently ideal for telecine, dubbing, 
matting, editing and more. 

Now that the era of shutterless, flickerless projection is here, 
can you afford to be behind the times? 

HOLLOGON OPTICAL SYSTEMS COOP. 
225 PARK AVENUE SOUTH, NEW YORK 10003 (212) 260-2150 
AFFILIATED COMPANIES-THE INTERCRAFT CORP -EDITRONICS CORP. 

KEM ELECTRONIC MECHANIC CORP. 
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BANKAMERICAUD ALL IDI AND JENSEN PRODUCTS CARRY UNCONDITIONAL ONE YEAR GUARANTEE 
,ii“* SEE US AT FILM 75, LONDON, JUNE 23-27, 1975. 



The Philips and MCA Videodisc System’s unique capabilities (random access, speed-up, 
slow-down, freeze-frame, reverse and picture-by-picture presentation) will make it an 
excellent tool for home training and study. The user will become a student in his own home, 
learning photography, carpentry, science, math, languages and other subjects. Children will 
be able to review their school subjects, from algebra to zoology, quickly and conveniently. 

Diagram detailing steps in the mastering and replication of videodiscs for the Philips and 
MCA Videodisc System. The fact that it is an optical system makes possible the sale of 
albums ranging from $2 to $10. 

VIDEODISC SYSTEM 
Continued from Page 541 

ing a wide spectrum of entertainment 
values without commercials, designed 
to meet a variety of audience tastes, 
and supplied in large amounts at easily 
accessible outlets. 

Speaking before an invited audience 
at the Cotillion Room of the Pierre, 
Findlater explained that, in this respect, 
MCA stands alone, with virtually 
unlimited entertainment and 
educational programming resources. 
“Through the Universal Pictures film 
library — one of the world’s largest,” he 
said, “MCA Disco-Vision, Inc. has 
access to a reservoir of more than 
11,000 titles already in existence, top 
quality programming dating from the 
present back to the ’30s. 

“Furthher,” he continued, “Universal 
is the world’s largest and busiest film 
production studio and, through its 
facilities, MCA Disco-Vision has the 
capability of producing — and will pro¬ 
duce — a vast variety of new, original 
programming especially tailored to the 
unique characteristics of the videodisc 
player for the Philips and MCA video¬ 
disc system and other compatible op¬ 
tical systems.” 

Resembling present-day long- 
playing phonograph records, MCA 
Disco-Vision videodiscs will be pack¬ 
aged, priced and marketed similarly to 
LPs. Expected to retail at $2 to $10 per 
album, depending upon length and 
content, MCA Disco-Vision videodiscs 
will enable consumers to build their 
own home libraries, Findlater pointed 
out — to provide viewers with a greater 
variety, a broader range of choices — 
the “what you want, when you want it” 
programming concept. 

Programming Availability 

Available MCA Disco-Vision video¬ 
disc programming for the living room 
theater includes theatrical (entertain¬ 
ment) and non-theatrical subjects, 
such as: 

Action adventures, cartoons, 
classics, comedies, culture, documen¬ 
taries, dramas, language training, 
musicals, mysteries, newsreels, 
science fiction, short subjects, special 
subjects, specialized training, sports. 

In all, existing product in the Univer¬ 
sal library represents more than a 
million hours of potential viewing time 
on videodiscs and more is being pro¬ 
duced each year in a never-ending 
supply for “theater-in-the-home” pro¬ 
gramming, Findlater said. 

A few of the thousands of films in 
Universal’s library available for transfer 
to MCA Disco-Vision videodiscs 
include: 
Continued on Page 592 

PHILIPS and MCA VIDEODISC SYSTEM 



Steuben “Excalibur” glassware courtesy of Mr. & Mrs. Richard Haft, Beverly Hills, Calif. 

... and in post-production, it’s CFI! 
Only time, innovation and unflagging craftsmanship can 
build a name that becomes pre-eminent in any field. Since 
1918, we’ve combined those qualities at CFI to give our 
laboratory unparalleled leadership status. That’s the 
judgment of the industry; we have been given ten Acad¬ 
emy Awards for engineering, technical merit and contri¬ 
butions to industry progress. More than any organization 
of our type. 
But we’re more than a laboratory. Our expertise perme¬ 

ates all our divisions. In videotape, we offer the finest in 
advanced equipment and ability. Film strips and slides, 
titles and opticals and Glen Glenn Sound are also leader¬ 
ship phases of our operation. 
So, leader that it is, CFI is also The Big Hollywood labora¬ 
tory. And a lot more: top talent and equipment for every¬ 
thing you need in post production. All with one-stop 
service, under one roof. It’s your move. Make it to the best! 

CONSOLIDATED FILM INDUSTRIES 
Home Office: 959 Seward Street, Hollywood, California 90038 • (213) 462-3161 
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ON LOCATION WITH “BORN FREE” 
“Wild" African animals, trained in the United States, the most “far-out” 
group of “extras” anywhere, and a constant battle to keep dust out of 
the camera enliven shooting of a TV series deep in the heart of Kenya 

By DAVID SAMUELSON 

“If threatened by a lion, stand your 
ground, look him directly in the eyes, 
raise a finger and firmly say NO!” 

So ran the instructions given to every 
member of the crew of the BORN FREE 
TV Series shooting at Naivasha, 60 
miles out of Nairobi, Kenya. 

Large animals are an essential part 
of the series and the animal depart¬ 
ment has “on hand” three lionesses, 
one lion, one leopard, two porcupines 
and a baby elephant. 

All the lions and the leopard were 
brought to Kenya from the U.S.A., 
where they were reared in captivity. As 
we British would say, like taking coals 
to Newcastle. 

Hubert Wells, who trains the animals, 
explained to me that the essential dif¬ 
ferences between training for the Cir¬ 
cus, compared with film work, are that 
in the Circus the animals are always on 
hand and contained within a cage, to¬ 
gether with their trainer, whom they 

A buslike vehicle, locally known as a “mammy wagon”, is pressed into service as a camera 
car to shoot scenes for the “BORN FREE” TV series in Kenya. The roof of the vehicle is used 
as a parallel when extra elevation is required. Although the “BORN FREE” series has left the 
networks since this on-the-spot story was written, it is enjoying great popularity in syndi¬ 
cation around the world. 
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trust and know will feed them if they do 
as they are told. For film work, on the 
other hand, it is essential that they be 
released, must carry out pre-deter- 
mined movements such as “enter 
screen left, pause, look around and exit 
screen right” and must work among 
strangers, some of whom may act, or 
react, in an unfamiliar manner. 

The greatest danger for the crew lies 
in the fact that they see the trainer on 
familiar terms with the big cats, and 
think they can behave likewise. The 
golden rule when the animals are un¬ 
leashed is that the minimum of people 
should be around and those who are 
should, whenever possible, be safely 
inside automobiles. 

BORN FREE is not only about ani¬ 
mals, however. As with the two prior 
feature films, BORN FREE and LIVING 
FREE, it is loosely based on the 
experiences of a real person, Joy 
Adamson, who lives in that part of 
Kenya and although “Joy Adamson” is 
played by an actress, Diana Muldaur, 
the real Joy Adamson is always very 
much in evidence when the shooting is 
taking place. 

Color is added to the Series by 
dressing the background, as neces¬ 
sary, with the highly colorful tribes 
which are dotted about Kenya. 

To achieve this, a local White 
Hunter/Farmer, Andrew Holmberg, 
who knows the country and all its many 
tribes intimately, has become the Unit’s 
local liaison man, whose job it is to go 
into the Bush, find a colorful tribe, 
negotiate a deal with them to come to 
Naivasha for the week, arrange a bus, 
make arrangements with both their 
local District Offices for them to leave 
their area, and with the Police along the 
route for them to pass through, pro¬ 
vide food to their taste, accommodate 
them in a special grass-roofed build¬ 
ing kept for the purpose and initiate 
them with the art of walking through a 
village on cue, in the manner of a film 
extra. 

When I was visiting the unit they were 
shooting an episode called “The Flying 
Doctor”, and the visiting tribe were the 
Turkhana who came from the north of 
the country, close to the Somali border. 

In their native nabitat they just 
wander around, do not work, earn no 
money and suffer from malnutrition. 
With BORN FREE they still happily 
wander around but for this “work” are 
paid $3.60 a day, plus food and chew- 



(LEFT) The company sets up to shoot in a Kenyan market, a most colorful and busy bazaar of exotic sights and sounds. (RIGHT) Assistant 
cameraman uses a soft brush to clean dust from the Panavision R-200 camera. In a dry location like this, the fight against dust goes on con¬ 
tinuously all through the shooting day, with the final cleaning back at the hotel in the evening. Very useful were the clean air aerosols, which 
were used constantly between takes to whisk away dust. 

(LEFT) The local people, working as “extras”, seemed to enjoy the experience. This is the type of exotic talent that Central Casting doesn’t 
provide. Whereas in their native habitat these people wander around, do not work and suffer from malnutrition, on “BORN FREE” they still 
happily wander around, but for this “work” are paid $3.60 a day, plus food and chewing tobacco. (RIGHT) Actress Diana Muldaur plays the 
role of Joy Adamson. Although she does not appear on camera, the real Joy Adamson is always present on the set as Technical Advisor. 

ing tobacco. They seemed to be very 
happy with the arrangement and the 46 
present included chiefs, best wives and 
children of all ages. 

The Director of Photography on the 
series is Austin Dempster, BSC, who 
showed his “class” in A TOUCH OF 
CLASS. 

He describes working on this series 
as shooting a feature film every two 
weeks. Actually, it is not quite as pres¬ 
sured as that; they shoot a TV hour in 
ten days, every two weeks, but with the 
production values they seek to achieve 
and the uncertainties of the animals 
and the natives, it just seems like a nor¬ 
mal full feature. 

Director and Director of Photog¬ 
raphy of the animal unit is Jack Couf- 
fer, ASC, who numbers among his 
credits the direction of LIVING FREE 
and RING OF BRIGHT WATER and the 
dual chores of JONATHAN LIVING¬ 
STON SEAGULL. 
Continued on Page 578 

Two very exotic personalities appearing as extras in the “BORN FREE” series. People from 
many tribes are brought into Naivasha, as needed, for a week of shooting. A local White 
Hunter, Andrew Holmberg, who knows the country and all its tribes intimately, serves as the 
liaison man. He goes into the Bush and selects tribes, negotiates with them and arranges for 
their transportation, food and accommodations. 



FILMING “CHINATOWN” 
Continued from Page 565 

ingenious. Necessity is the mother of 
invention, as the old saying goes, so if 
you are forced to shoot within a four- 
walled room, you start creating ways of 
doing it and making it look real and 
making it look good. The Panaflex 
allows you to do that. Instead of knock¬ 
ing the wall out, you just put the Pana¬ 
flex in a corner where you couldn’t have 

put a larger camera before. 
The new Panavision fast lenses 

made things easier, too. Using them 
with 5254 and forcing the whole thing 
one stop allowed me to shoot with 100 
foot-candles of light, at the most. That 
was the highest key used inside on the 
set. About 80% of the time, though, 
we’d work at around 50 foot-candles as 
our main key, using f/2.8 to f/4 as the f- 
stop. All of these technological ad¬ 
vances gave us a little edge over our 

predecessors by way of making things 
easier. 

When shooting outside, I forced the 
development also — not because 
additional speed was needed, but 
because I was trying to maintain a con¬ 
sistent negative quality throughout the 
picture. Then, too, since we were 
shooting in the anamorphic format, I 
needed a little extra depth of field and 
being able to work at a smaller f-stop 
was beneficial. Roman had said that he 
wanted a bit of the classic depth of field 
style that Gregg Toland used to 
achieve, but that’s pretty hard to get 
when your average lens is a 50mm. I 
told him about my feeling — which is 
strictly my own concept — that in the 
anamorphic format, the lens that best 
reproduces what the human eye sees is 
the 40mm — just as in the 1.85 format 
the 25mm lens serves that purpose. So 
I said to Roman: “I have an idea that if 
we shoot the remainder of the picture 
with a 40mm, 45mm or 50mm lens, 
whenever possible, this will give the 
picture a very subtle look — not a dis¬ 
torted look. It won’t be ‘A CLOCK¬ 
WORK ORANGE’. We’ll shoot the 
closeups with a 75mm lens, maximum. 
We’ll use the zoom lens only to trim 4 to 
6 millimeters with a dolly — never 
strictly as a move. If you’ll let me stick to 
that approach, I think it will influence 
the atmosphere of the picture in a sub¬ 
tle way. 

He agreed to that. We used the short 
Panafocal lens, which has a range from 
45mm to 95mm and I don’t think we 
ever used the full range of that zoom in 
any one move. It was always 5 to 10 
millimeters. 

Another interesting thing about 

(ABOVE LEFT) Polanski and Alonzo tracking down a camera angle. (BELOW LEFT) The Panavision R-200 camera is lined up for a close shot 
of Faye Dunaway. Alonzo lauds the fact that he was working with totally professional actors like Dunaway and Jack Nicholson, who can hit 
position marks precisely, and a director like Polanski who insisted that they do so. This enabled him to set lights exactly where he wanted 
them. (RIGHT) Shooting outside an apartment in the old, nostalgic part of Hollywood. 
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“CHINATOWN” was the way the color 
tones were purposely altered for effect. 
The picture that is seen now in release 
does not look the way it looked when 
we shot it. The subtle brown-beige tone 
that it has was added in modifying the 
matrices during the course of the 
imbibition process. Here, again, I was 
dealing with a director who knew what 
could be done afterwards. He didn’t 
expect to see it in the dailies. I didn’t 
have to do any tricks. I did talk to Tech¬ 
nicolor and told them that I wanted all 
my dailies to come out slightly warm, 
just a little “toasty”, in order to enhance 
what Dick Sylbert had done with his 
sets and Anthea Sylbert had done with 
her costumes. My intention was to en¬ 
hance all of the fine work that had gone 
into this picture prior to my arriving on 
it. 

I’ve always worked very, very closely 
with the laboratories. I’m a thorn in their 
side. I’m a horrendous pest, because 
I’m always investigating what they’re 
doing in the lab. I want to know as much 
as possible. This is a result of my early 
experience in working as an assistant 
to Winton Hoch and Gene Polito, both 
of whom are very knowledgeable about 
the technology of our business. They 
both encouraged me to draw on this 
area of their expertise. 

I worked very closely with Skip 
Nicholson at the Technicolor lab. We 
went over the dailies of the footage I 
shot on that first Friday and he said: 
“Normally it will print around such and 
such a light, and this is what it would 
look like if we were timing it.” 

It turned out that the middle light — 
the cyan light — was about 27, or 
Continued on Page 585 

For a film crew to end up in some odd places is all in the day’s work. Here they are shown on 
the tiled roof of a private residence, checking out the camera angle for a hand-held shot. 
Polanski is in the foreground, with Stanley Cortez, ASC behind him. The visual approach to 
“CHINATOWN” has the feel of the thirties, studiously avoids gimmicks and self-conscious 
techniques. 

(LEFT) Veteran director John Huston is briefed on the final sequence of “CHINATOWN” by young director Polanski. Huston, a fine actor, 
plays the incestuous villain of the piece. (RIGHT) The final sequence of the film was shot on Ord Street on Los Angeles’ Chinatown — thereby 
giving the producers a valid excuse for the film’s title. Modern street lights had to be turned off and modern store fronts had to be camou¬ 
flaged to preserve the thirties flavor. 



< gcSJsfejsfte story 
This latest in a series of tributes to manufacturers of outstanding 
motion picture equipment honors a company which, in an incredibly short 
time, has become a major American designer and builder of 16mm and 35mm cameras 

By SCOTT HENDERSON 

While driving out to West Los 
Angeles to explore the new manu¬ 
facturing facilities of Cinema Products, 
I mentally reviewed some of the facts I 
already knew about this unique 
organization: In seven short years — 
and starting from absolute scratch — 
Cinema Products has become a major 
American camera manufacturing 
company serving the professional 
motion picture industry. It seems 
incredible that this could have been 
accomplished during a period of a gen¬ 
erally depressed economy — partic¬ 
ularly in an industry which, by tradi¬ 
tion, had always been extremely 
conservative in its acceptance of new 
technology. But the facts hold up under 
scrutiny. In these few short years, 
16mm and 35mm filming equipment 
designed and manufactured by Cinema 
Products has, indeed, achieved wide¬ 
spread acceptance in this highly critical 
industry. The only remaining question: 
How and why did it all come about? 

Continued overleaf 

(ABOVE LEFT) Top management conferences between Ed DiGiulio, President (right), and Milton Forman, Consultant and Member of the 
Board of Directors (left), include the most detailed analysis of the requirements of the film industry, the relative priorities of engineering 
budgets, personnel, and corporate and financial needs. (BELOW) This modern manufacturing facility combines mass production techniques 
with 100% individual quality control, testing and check-out. (LEFT) Precision body castings for the CP-16 camera. (CENTER) Assembly of 
PLC-4 magazines. (RIGHT) Individual inspection and check-out of camera in “silent room”. 

This high precision modern machine shop permits the in-house control of all high-tolerance components for 16mm and 35mm Cinema 
Products cameras and magazines. The company currently manufactures the CP-16 and CP-16R 16mm single/double-system 16mm cameras 
and the XR35 lightweight studio camera. It will shortly introduce the exciting new GSMO camera and the revolutionary “STEADICAM” self- 
stabilizing camera system. 



The Sound Test Room (LEFT) was specially designed for total isolation, and is used to set standards 
for the 35mm and 16mm “quiet” CP cameras. (CENTER and RIGHT) The tape-controlled, high 
precision, milling machines. Cinema Products has three machines of this type which produce the 
high precision, interchangeable parts for the 35mm and 16mm cameras. 

(LEFT) One of the tape-controlled milling machines simultaneously producing 10 high-precision 
identical parts for the CP-16R. (CENTER) Check-out equipment for lenses which must be fully 
tested and completely checked out before delivery to user. (RIGHT) An environmental test 
chamber. 

(LEFT) Ed DiGiulio analyses engineering problems with John Jurgens (Vice President of Engineering and Manufacturing) and Bob Auguste 
(Chief Engineer). (CENTER) A view of the engineering office. (RIGHT) Full view of the “silent” room where all cameras are individually 
checked out before shipment. This is the final phase of quality control, but every component is subjected to multiple inspection along the way 
durino camera manufacture. 

High quality, low cost production can only be achieved by providing adequate space, comfortable surroundings and proper tools and equip¬ 
ment. This permits these highly skilled workers to properly fulfill the reliability requirements of the film industry. Cinema Products new facility 
was designed with space to spare for several years, it was thought, but unprecedented demand for the company’s products has filled that 
“spare” space in short order. 



(LEFT) Despite the high precision, mass production techniques used, the rigid standards of the film industry require 100% testing and 
inspection of each camera. This is done in this Quality Control department by highly trained technicians. (RIGHT) Electronic assembly 
requires a dedication to careful, high quality workmanship. Cleanliness, proper lighting, and a smooth flow of 100% inspected materials 
provide the base for reliable end products — the professional cameras. 

This was the question that was 
uppermost in my mind when I was 
greeted by Ed DiGiulio, affable Presi¬ 
dent of Cinema Products, upon my 
arrival at the company’s impressive 
headquarters. 

Talking to DiGiulio, I became aware 
that the growth of Cinema Products 
actually originated from a certain 
vacuum that had developed over a 
period of time within the professional 
motion picture equipment industry. 

While excellent professional motion 
picture cameras, both 16mm and 
35mm, had long been designed and 
built in the United States, the American 
manufacturers of this equipment finally 
seemed to reach a point of “status 
quo”, a period characterized by a 
certain slowness to respond to the 
changing needs of the industry. As a 
result, they left the field, by default, to 
the foreign camera manufacturers. 

Producers of excellent equipment 
abroad, particularly in West Germany 
and France, took up the challenge and 
soon gained dominance in the field, 
supplying United States and world 
markets. 

In recent years, however — due to 
skyrocketing costs, inflation and 
devaluations of the American dollar, 
this excellent equipment had become 

harder and harder for American film¬ 
makers to afford. 

In the meantime, the outstanding 
American manufacturer, Panavision, 
Inc., had done an excellent job of 
designing and building professional 
35mm camera equipment — the latest 
example of which is the superb new 
Panaflex camera. However, Panavision 
has always pursued a policy of only 
leasing and never selling its equipment. 
As a result, independent studios, rental 
companies and producers who 
preferred to own their equipment 
outright were under considerable 
pressure to find sources for purchasing 
such equipment. 

This, then, was the background 
against which Cinema Products was 
able to achieve its phenomenal growth. 

Enter Ed DiGiulio. An electronics 
engineer by education and training, he 
originally came to the film industry with 
a rich and varied background in the 
computer and aerospace industries. In 
1963 he joined the Mitchell Camera 
Corporation as Director of Engineering 
and was later promoted to Vice 
President in charge of Engineering. He 
brought with him a fresh awareness of 
how various aspects of space-age tech¬ 
nology could be applied to some of the 
technical problems which beset the 

motion picture equipment industry. 
Clearly, professional studio equipment 
needed updating in order to enable the 
cinematographer to take advantage of 
the technological advances being 
made in other aspects of production. 
As a result of his experience with 
Mitchell, DiGiulio became convinced 
that existing studio equipment just had 
to be modernized. 

He left Mitchell in 1967 and, a year 
later, started the new company which 
was to become known as Cinema 
Products Corporation. 

TO MODERNIZE AND UPDATE 
EXISTING EQUIPMENT 

“Where to begin? There was a 
massive amount of work to be done, 
but priorities had to be established,” 
DiGiulio recalls. “Because of the huge 
investments held by independent 
cameramen, producers, studios and 
rental companies in the form of exist¬ 
ing equipment, I felt that I could best 
serve their needs by embarking initially 
on a program to modernize and 
improve that existing equipment.” 

The first product of the new company 
was the Silent Pellicle Conversion of 
the Mitchell BNC. The use of a thin 
beam-splitting mirror, rather than a 
Continued on Page 580 

(LEFT) The heart of a product is in its design and engineering — and these two extraordinary engineers provide imaginative and creative 
solutions: John Jurgens (left), the overall conception and mechanical design, and Bob Auguste (right), the most advanced and efficient 
electronic use of micro-circuitry. (RIGHT) William Sandstrom (left), Plant Manager, is meticulous in organizing the complex processes by 
which Cinema Products produces the professional cameras that meet the rigorous standards of the motion picture and television newsfilm 
industries. 



THE ONLY 
COMPLETE AUDIO 

SOUND MAN. 
NEED AUDIO EQUIPMENT? NAGRA RECORDERS, SENNHEISER, 
BEYER ELECTRO-VOICE, AKG, WIRELESS MICROPHONES, 
ACCESSORIES, CABLES, BOOMS, HEADSETS, SHOCK MOUNTS, 
STANDS, SLATES, OR JUST ADVICE. 
LOOK AROUND FOR THE LOWEST PRICES- THAN CALL US. OUR 
PRICES ARE THE LOWEST AND ON TOP OF THAT WE'LL TAKE 
YOUR OLD EQUIPMENT ON TRADE. 

CALL RON OR JERRY [212J972-0825 
AUDIO SERVICES CD AND SALES CENTER INC. 

565 FIFTH A/E..NEW Y0RK,N.Y100I7 
SALES SERVICE-RENTALS-LEASING 

TIFFEN 
Available at Dealers throughout the World. 

COLOR FILTERS 
Tiffen makes available a range 
of over 145 filter colors to meet 
the requirements of the most 
demanding cinematographers. 
Millimeter sizes from 5.5 to 
138mm, squares 2x2 to 15x15, 
and up to 15 inches round. 
Color stability and fine crafts¬ 
manship in optical design and 
manufacture make Tiffen 
filters the standard of the 
industry. 

FLUORESCENT 
LIGHT FILTERS 

FL-B FL-D 
Two Color Correction Filters 
designed to give accurate 
color renditions with average 
fluorescent lighting. Eliminates 
the deep blue-green cast 
ordinarily resultant from shoot¬ 
ing color films with fluores¬ 
cent lights. Can be used with 
the broad soft illumination of 
overhead and desk-type 
fluorescent lamps without re¬ 
gard to daylight, cool white 
or warm white rating of the 
lamps. 

71 Jane Street 
Roslyn Heights, N.Y. 11577 

(516) 621-2700 Telex 96-7748 

VIEWING FILTER 
Permits the visual interpreta¬ 
tion of shadow and high¬ 
lighted details corresponding 
to the film’s emulsion. Color 
and b/w types available; 
interchangeable filters. With 
neck chain; pocket case. 

No. 1 Black and White Viewing Filter 
90/50. 

No. 2 Color Viewing Filter ND 2.0. 

No. 3 For faster color films and lower 
light levels. 
Other densities & replacement glass avail¬ 
able on request. 

PROFESSIONAL 
FILTER HOLDER 

Holds your square glass and 
gelatin filters as well as round 
series-size glass filters, sep¬ 
arately or together—and per¬ 
mits you to align oblong or 
square sunshades accurately, 
too. Available for 3-inch 
square and Series 8 or 9 
round filters, or for 4x4-inch. 
Both holder sizes mount on 
your lens with standard 
adapter rings. 
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(LEFT) Trainer Hubert Wells shows how tame is his “one-man” leopard. All of the lions and the leopard were brought from the United States, 
where they had been reared in captivity. (RIGHT) Rewarded for the day’s work one of the three lionesses playing “Elsa” in the series settles 
down in her own commissary. Animals slated for this kind of work must be trained to work outside cages and move among strangers. 

(LEFT) Filming a street scene in Naivasha. The company was shooting blind for three months straight because, while film was shipped to 
Hollywood three times a week, not even printer-light information, let alone dailies were received back. However, no news seemed to be good 
news. (RIGHT) Director Paul Krasny talks to the extras, using a native interpreter as intermediary. 

(LEFT) In the morning, the Panavision camera equipment is unpacked and brought out for the day, and the battle against dust begins 
immediately. (RIGHT) Director of Photography Austin Dempster, BSC (who numbers “A TOUCH OF CLASS” among his credits), checks a 
camera set-up. He describes working on this series as shooting a feature film every two weeks. Director and Director of Photography on the 
animal sequences is Jack Couffer, ASC, who numbers among his credits the direction of “LIVING FREE” and “RING OF BRIGHT WATER” 
and dual chores on “JONATHAN LIVINGSTON SEAGULL”. 
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FILMING “BORN FREE” 
Continued from Page 571 

His camera assistant is Mathew 
Kipain, a member of the local Masai 
tribe. 

It is just as well that Mathew wears 
western dress because if he were to 
wear the native costume of the Masai, 
be assured the lions would be im¬ 
possible to work with. 

They had this experience when one 
of the scripts involved Masai tribes¬ 
men and all the tame lions went almost 
berserk and had to be rested. 

Neither Hubert Wells nor Jack Couf- 
fer can offer an explanation for what 
happened, for even if there was a single 
Masai in the crowd the animals would 
lose their cool. 

They think that perhaps it is because 
the Masai have always been associated 
with lion hunting and killing for hun¬ 
dreds of years, and that the animals, 
even if born in captivity, have an 
instinctive dislike, distrust and fear of 
them. 

Other theories are that the smell of 
the ochre which the Masai use for their 
makeup or the patterns of their shields 
are upsetting. Certainly, it was impossi¬ 
ble to have a Masai shield within sight 
of a lion. 

In the end, the only way to get the 
shots called for in the script was for 
Hubert and the other handlers to dou¬ 
ble for the natives, blacking up and 
dressing in the cages with the lions so 
that the animals should know that it was 
all make-believe. 

The camera crew’s natural enemy is 
not wild animals, however, but dust. 
Fine dust, like mud-colored talcum 
powder, in which vehicles speed almost 
axle-deep. 

The cameras, which came out of 
London, must continually be cleaned 
from the moment they are taken out of 
their cases until late in the evening, 
when they have had their final clean¬ 
up, back in the hotel. 

Very useful in this respect are the 
clean air aerosols (filled with Dichloro- 
dofluoromethane) which are constant¬ 
ly used, even between takes, to dust off 
the lens and filters without fear of doing 
damage by abrasion. 

As with working with the animals, 
where familiarity may lead to a drop¬ 
ping of the guard, so with dust — and at 
times all the anti-dust procedures in the 
book must be observed. Precautions 
include such actions as: putting the 
camera down on a box when tem¬ 
porarily removing from the tripod for a 
change of setup, putting aperture 
covers on the lens port and magazine 
openings if the lens or magazine are re¬ 
moved for more than a second, check¬ 

Stuntman crashing a motorcycle throws up a cloud of dust. There are not many dull moments 
when shooting on a series like this. Every day presents a group of new challenges and the 
humdrum routine of the studio is soon forgotten. On the other hand, there is no local supply 
of anything the least bit technical. Each item needed for filming must be brought in specially 
— preferably in advance. 

ing and changing gelatine filters fre¬ 
quently, avoiding excess oil anywhere 
(which attracts dust), brushing down 
the exterior of the camera frequently, 
and panning the camera away when¬ 
ever a car passes by, and so on. It is a 
constant battle. 

In the three months that have 
elapsed since they commenced shoot¬ 
ing, the crew have not had a single 
adverse laboratory report. Indeed, the 
dailies are shipped to Hollywood three 
times a week and not even a printer 
light information, much less dailies to 
view, has been received back in Kenya. 
Austin says he presumes it must all be 
OK, he says they seem pleased with the 
material and hopes that in the four 

months of shooting to come he will con¬ 
tinue not to earn a lab report, which 
now could only be to inform him of 
some impairment. Very stoically he 
says, “They seem to like T/16 back in 
Hollywood.” 

He is using two lightweight Brutes for 
fill light purposes and says the fact that 
they have smaller fresnels than normal 
and cannot give the spread of a Brute 
with a 24” fresnel, does not worry him 
in this instance, as he would always 
have been spotting the big ones 
anyway. 

It becomes dark very early in Kenya 
and even to continue working until 6:30 
p.m. (they start at 8) he must plan the 
Continued on Page 597 

Director Phil Krasny rather anxiously checks to see if the sun in going to stay around for any 
length of time. Although this part of Africa has fairly constant weather at certain seasons, 
during other times of the year it can be quite changeable. The company shooting “BORN 
FREE” was quite lucky in this respect. 



Seen in front of the main 24,000 sq. ft. manufacturing facility are (from left to right) Ed Di- 
Giulio and visiting Eastman Kodak executives James W. Parker, Robert Hufford and Robert 
T. Scott. In addition there is a 6500-square-foot Research & Development and model shop in 
a new building directly behind the facility shown above. 

CINEMA PRODUCTS 
Continued from Page 576 

rotating mirror, permitted the reflexing 
of existing quiet BNC cameras, thus 
giving the cinematographer the 
benefits of parallax-free, through-the- 
lens viewing — essential to the use of 
the new high-quality zoom lenses. The 
design of this modification was so 
efficient that it received a Class II 
Academy Award in 1968 for scientific/ 
technical achievement. 

J-4 Zoom Control. The wide and 
ever-increasing use of the new high- 
quality zoom lenses created a need for 
high-precision, silent motors for the 
control of such lenses. Cinema 
Products responded to the demand 
and its design of sophisticated 
motorized zoom controls also won a 
technical/scientific Academy Award in 
1971. 

The J-4 Zoom Control gives the 
cameraman the ability to execute a 
smooth, jerk-free zoom over a wide 
speed range, from 1-1/2 seconds 
through 4-1/2 minutes in duration. Its 
exceptionally silent and reliable 
performance has made it the standard 
in zoom controls. 

Crystal-controlled Motors. It is 
the policy of Cinema Products 
Corporation to consult regularly with 
the most technically astute people in 
the industry, and to listen to and 
evaluate their concepts of the needs of 
the industry. And so, as a result of close 
cooperation and discussions with the 
heads of camera departments, studio 
technicians and with Wilton Holm, 
Executive Director of the Research 
Center of the Association of Motion 
Picture and Television Producers, the 
company developed a series of crystal- 
controlled motors for the Mitchell and 
Arriflex 35mm cameras. This was 
probably the first use of advanced 
crystal technology and integrated 
micro-circuitry in the motion picture 
industry. Cinema Products’ design of a 

crystal-controlled, lightweight motor for 
the hand-held 35mm Arri 2C also won a 
scientific/technical Academy Award in 
1971. 

From the filmmaker’s point of view, 
the basic advantage of the crystal 
motor-drive system is that it eliminates 

the need for power cables to AC mains 
or the requirement for an umbilical or 
wireless transmission between the 
camera and the sound recording 
equipment. The separate self- 
contained crystal units on both the 
Continued overleaf 

(LEFT) A recent addition to the capability of the company is the computer terminal which makes available the most advanced computers for 
use by the Research & Development, Engineering, Accounting, Inventory Control and Sales departments. (RIGHT) Marketing and sales 
campaigns are planned by Peter Waldeck, Marketing Manager and Vice President of CPD International (center), Abbott Sydney, National 
Sales Manager, and (right) Gabrielle Waldeck, Export Manager 



5.7mm f/1.8 
SUPER WIDE ANGLE LENS 

FOR 16mm CAMERAS 
HIGH RESOLUTION 
100° ANGLE OF VIEW 

(or Arri 
Eclair and CP-16R 

COMPACT 
COLOR CORRECTED 

ONLY 57500! 

CENTURY 5.7mm f/1.8 LENS IN 
UNIVERSAL FIXED FOCUS MOUNT 

SERIES VIII FILTER 

Century Precision Optics is pleased to announce successful development of a fantastic 100° 
Super Wide Angle lens for Arriflex, Eclair and CP-16R. 

Made possible by the latest technology, this compact lens is priced much lower than 
competitive units. Covers the FULL 16mm FORMAT, nota round "fish-eye” image. Achievement 
of a high resolving power of 260 lines per millimeter is accomplished by allowing a moderate edge 
distortion that has been held to less than 30%. Color correction is excellent. This is THE ideal 
lens for vehicle interiors as well as "Point-of-view" shots from moving race cars, from surf 
boards, from skis, for underwater work, etc. When "panning" shots would have an adverse 
distorting effect, this lens could be the answer. The FANTASTIC DEPTH OF FIELD actually 
makes focusing unnecessary! Sharp focus extends from 18 INCHES to INFINITY at f/8! 

Carries a one year service guarantee. Weighs only 7 ounces! 

ADAPTER   24.50 
CASE  10.00 
5.7mm fl.8 in "C" or "RX" 449.50 
"C" MT. GEL FILTER HOLDER. 10.00 
3.5mm fl.8 in "C” or "RX" 595.00 
3.5mm fl.8 ARRI, ECLAIR, 

CP-16R  685.00 

Precision Cine/Optics 

10661 Burbank Blvd., North Hollywood, California 91601 

(213) 766-3715 

c\FERi™11? 

I CAN SAVE YOU $58,211.00 THE FIRST THREE DAYS 

WITH ^FERITHMETIC^ 
For instance: 
You need an Arri 35BL for a 
big commercial one day. 

For a one-day documentary 
shoot you prefer an Eclair NPR. 

The next job calls for 
a CP/16A on a sound-on- 
film interview. 

These three cameras cost $58,570.00 
You can rent all three for   359.00 

^FERTTHMETIC6, SAVES YOU  $58,211.00 

SAVE EVEN MORE BY NOT RENTING ANYTHING ON SLOW DAYS 

^FERimMETIC^ works like this: 

Rent exactly the right gear for each job, charge rentals off to 
expense. No continuing payments eat up profits between jobs. 

Send $1.00 for rental catalog and an Aferman T-shirt, or a polite request for the catalog alone. 

c^tlaifta Film Equipment Rentals^ 
1848 Briarwood Rd., NE, Atlanta, Ga. 30329 

404/633-4101 
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CREATORS OF DISTINCTIVE IDEAS 
AND DESIGNS FOR 
SPECIAL PHOTOGRAPHIC EFFECTS FOR 
MOTION PICTURES AND TELEVISION 

TITLES • GRAPHICS • MINIATURES 
BLUE BACKING ■ INSERTS 
MATTE PAINTINGS • OPTICALS 
SPECIAL UNIT PHOTOGRAPHY 

Main Office: PARAMOUNT PICTURES 

5451 Marathon Street. Hollywood, Calif. 90038 

(213)463-0100 

We are celebrating our 40th Anniversary. 
When the Colburns started our film laboratory in 1935, they had a dream. 

Today our range of sophisticated processing, printing 
and sound services prove the perpetual fulfillment of that dream. 
If you haven't worked with us lately, we invite you to come see how 40 years 
of know-how can make your life easier and your productions better. 

GEO. W. COLBURN LABORATORY, INC. 
164 N. WACKER DRIVE • CHICAGO, ILL. 60606 • 312/332-6286 

COMPLETE LABORATORY SERVICE FOR 16MM / EDITING / RECORDING / WORK PRINTING / SUPER 8, 8MM & 16MM RELEASE PRINTING / TITLING / 35MM SLIDE & FILMSTRIP SERVICE 
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When Kodak came up with Color 
Negative II, Houston Fearless came 
up with a new Advanced Colormaster 
to handle it. 

So did a lot of other people. 
But ours was proven even before 

it was assembled. 
Because it contains the same tried 

and true components as Houston 
Fearless processors for color positive, 
reversal, and intermediate films, 
and black and white motion picture 
film and microfilm. 

Altogether, that represents millions 
of miles of film processed reliably 
with top quality results. 

For full details on Advanced 
Colormaster processors for all types 
of motion picture film, just write or 
give us a call at (213) 479-3941. 

We’ll send you more proof. 

Houston Fearless^ 
PROCESSORS 

Technology Incorporated 
. 11801 West Olympic Blvd., Los Angeles, California 90064. 

camera crystal-controlled motor and 
the tape recorder provide an absolute 
common reference synchronization. As 
a result, any number of cameras can be 
operated, in perfect sync, with a single 
recorder. Theoretically, the cameras 
could be in Los Angeles and the 
recorder in New York — and still 
remain in perfect sync! 

While all of these developments were 
in the nature of accessories to existing 
equipment, their impact on filmmaking 
was enormous, since they permitted 
the cinematographer far greater 
creativity and flexibility than ever 
before. And, coincidentally, they also 
helped to make the filming process 
more efficient and less costly. 

FULFILLING THE NEEDS OF THE 
16mm NEWSFILM / 
DOCUMENTARY CAMERAMAN 

The growing and vitally important TV 
newsfilm industry had been served, in 
the main, for the better part of 20 years, 
by the Bach-Auricon Cine-Voice 16mm 
single-system sound camera, and a 
wide range of adaptations of the basic 
equipment had become standard 
within the industry. Imaginative 
cameramen and enterprising 
equipment houses were constantly 
devising any number of modifications 
and conversions of this basic Auricon 
camera in their efforts to adapt it to 
meet the highly specialized TV 
newsreel requirements. 

The CP-16 TV newsfllm/docu- 
mentary camera. After numerous 
discussions with many of the top TV 
newsfilm cameramen in the field, and in 
close consultation with the major 
television networks and their technical 
personnel, Cinema Products 
developed the non-reflex CP-16 
camera — a technologically advanced 
16mm sound camera, lightweight and 
well-balanced for on-the-shoulder 
operation, with single-system/double¬ 
system sync sound-recording 
capabilities. 

Aside from a significant reduction in 
weight, the major innovation in the new 
CP-16 camera was its built-in, 
extremely compact crystal-controlled 
DC motor which was driven directly 
from a compact 1 lb. plug-in battery. 
The basic principle of the excellent 
Bach-Auricon movement was kept, but 
the center plate was redesigned and 
improved with the use of modern 
materials. Several features were 
designed and human-engineered for 
the convenience of the cameraman, 
from the vitally important short 
viewfinder (a “must” for on-the- 
shoulder operation) to a quick- 
operating magazine snap-latch, a 
behind-the-lens filter slot, etc. The 
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For the finest 

Editing 
Equipment 

1600 Broadway, New York, N.Y. 10019 • Tel.: (212) 246-0865 

addition of the built-in Crystasound 
amplifier made the CP-16 ideal for the 
“one-man-band” newsfilm cameraman 
who was responsible for both film and 
sound recording in the field. 

The total camera package, including 
amplifier, 12-120mm Angenieux zoom 
lens and a fully loaded 400-foot 
magazine, weighed in at less than 17 
lbs. Relatively low in cost, the new CP- 
16 turned out to be extremely quiet, 
rugged and reliable, able to withstand 
the most rigorous field conditions. 
Predictably, it was quickly accepted by 
the television newsfilm industry 
throughout the United States, Latin 
America, and most English-speaking 
countries abroad. In the United States 
alone, ABC, CBS, NBC and their 
affiliates have already purchased 
hundreds of CP-16s, with many 
smaller, independent broadcasting 
groups and stations switching their 
entire newsfilm operation to standard¬ 
ize on the CP-16. 

The CP-16R reflex camera. The 
CP-16 non-reflex camera fulfilled the 
basic needs of the newsfilm/ 
documentary cameraman in the United 
States and in the English-speaking 
countries which followed American 
television newsfilm trends. However, 
this non-reflex camera did not fulfill 
standard requirements for 
documentary and television filmmakers 
in Europe and other parts of the world 
where the Arriflex and Eclair reflex 
cameras had been the accepted 
cameras. 

And so Cinema Products developed 
its own 16mm reflex, the CP-16R. 
Utilizing the same type of design 
technique that proved successful in the 
design of Cinema Products’ XR35 
studio camera (to be discussed later), 
the new CP-16R reflex camera, 
introduced in 1973, features a rotating 
mirror shutter which is driven by a 
small gear cluster in a sealed gear box 
resulting in extremely quiet operation. 
The CP-16R also utilizes a fiber optics 
viewing screen which is superior to 
conventional ground-glass viewing 
screens, especially in high ambient 
light levels, where the lens iris is 
stopped down and where the 
conventional ground-glass image 
tends to become coarse and grainy, as 
well as unusually dark. The fiber optics 
viewing screen permits full-screen 
critical focusing so that depth of field 
can be accurately determined over the 
entire picture area. This is important to 
the cameraman shooting docu¬ 
mentaries and studio-type features and 
commercials. Automatic exposure 
control is available as an option. 

The CP-16R also features a 
Continued on Page 598 

584 AMERICAN CINEMATOGRAPHER, MAY 1975 



FILMING “CHINATOWN” 
Continued from Page 573 

something like that. I said: “Well, let’s 
stay with that, and under no circum¬ 
stances are you ever to time my dailies 
for me. Even if I make a horrendous 
mistake or you feel that the assistant 
forgot to set the stop, you stay to that 
light that we’ve selected, because I 
won’t learn anything if you help me out 
that way.” 

He said: “Fine. We’ve been doing 
that all the way along anyway.” The fact 
was that especially on this particular 
picture, where I was going for some¬ 
thing I’d never tried before, I really 
wanted to see what my limitations were. 
So, if the dailies were printed at that 
one light and I’d made an error in 
exposure, I could readily see it. If it 
were correctable, it could be smoothed 
out later in the lab. Thank God I didn’t 
make any gross errors, but it did teach 
me a lot. 

Because Roman agreed with the 
concept of not rationalizing where the 
light came from, the ambient light that 
is always existent in rooms, we were 
going back a bit toward the style of the 
classic mystery films that had been 
made. I thought it might be wise to look 
at some of those pictures and see what 
I could come up with. 

Earl Gilbert had told me about using 
Master Lites instead of arcs. “We”ll be 
using them just to punch up areas,” he 
said. “You just tell me what you want to 
punch up in a scene and we’ll just put 
them in and punch it up.” 

What he meant was that I would get a 
composition set up, especially if it was 
outdoors at night, and I would say: 
“Okay Earl. Just put a splash of light on 
that building over there and another 
splash on that other building, and be 
very subtle about it. Don’t try to light the 
whole street. Go back to the Wong 
Howe and Floyd Crosby trick of back¬ 
lighting a street or backlighting a tele¬ 
phone pole. We’ll steal from the 
masters, because that’s the best place 
to steal from.” 

The tracing paper gimmick I men¬ 
tioned before is an old still photog¬ 
raphers’ trick. You use four #4 Photo¬ 
floods mounted on a batten of wood. I 
use blue bulbs on a set where there is 
tungsten lighting, because the tracing 
paper is brownish and the blue lamps 
bring the correct color balance back. 
Through the tracing paper you get this 
wonderfully diffused light. Of course, 
the amount of light is cut down a lot, but 
I was not working at a high key, so I 
could afford to do it. 

We found a material called Foam- 
core, which has two white surfaces and 
a layer of foam in the middle. I’ve used 
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it a great deal and I like it because you 
can bounce a light into it and it bounces 
the light back at the same Kelvin rating. 
It doesn’t raise or lower the color 
temperature. Wherever possible I 
made up little cards of this material for 
bouncing light. I told Earl that I wanted 
to work at a very low key and use these 
white cards for kicks into the eyes. I’m a 
great believer in putting light into an 
actor’s eyes, since they’re the “windows 
of the soul”, so to speak. The old great 
masters of our craft believed in doing 
that and so do I, even if it’s just a little 
kick light. These lights for the eyes do 
not necessarily illuminate the face; all 
they really do is reflect in the iris of the 
eye. 

As far as lighting units are con¬ 
cerned, we used a multitude of inkies, 
little tiny lights that we could hide in 
various places. We used a lot of Babies 
and Seniors and lOK’s without irises in 
them, so that we could get hard 
shadows through Venetian blinds. We 
used some arcs on the sound stage, 
but not on location. We had them on a 
set when I really wanted to pour very 
hot light into it. Like in the morgue, for 
example. 

In photographing “CHINATOWN” we 
resurrected an old-fashioned type of 
light usually called a “chicken coop”, 
although various studios used differ¬ 
ent names for it. This light has been 
around for a very long time and when I 
told Earl to hang up a chicken coop 
over the morgue set and put a black 
skirt around it, he said: “My God, I 
haven’t seen that in years!” I said: 
“Well, why not? If it was good enough 
for Jimmy Howe, it’s good enough for 
me.” So he did it. And, of course, 
Sylbert did me a great favor by build¬ 
ing a white morgue with a white floor. I 
had seen what Sven Nykvist did in 
some of his pictures by using a white 
floor to reflect light off of, so I used that 
trick. 

We also used the little “Obie” light, 
which Lucien Ballard originally 
designed for photographing Merle 
Oberon. I modified it by mounting a 
very tiny quartz bulb as close as possi¬ 
ble to the matte box and putting a 
shield of spun glass and blue gel in 
front of it. I bring it up slowly until it just 
kicks into somebody’s eyes or gives me 
a little extra illumination. 

We certainly didn’t introduce any 
new lighting equipment in shooting 
“CHINATOWN”. The Master Lites, for 
example, had been around for years. 
Also, Earl had made up a lot of gimmick 
lights in the past and we simply pulled 
them out of mothballs and used them. 
One of these was a little peanut light 
that was often used behind a candle to 
illuminate an actor with “candlelight”. It 
is a low-wattage lamp (about 150 watts) 

586 AMERICAN CINEMATOGRAPHER, MAY 1975 



and has been around for years. Earl 
goosed them up with a little trans¬ 
former to increase the Kelvin and we 
hid them inside cars to get little kicks 
into Faye Dunaway’s eyes. 

The only lights we used that were 
even relatively new were the nine-lights 
which served not to replace arcs, but 
simply to provide fill light. The Rosco 
people put out a wonderful diffusion 
material called Roscomatte. We would 
put this in frames in front of the nine- 
lights and it would totally diffuse the 
nine bulbs to create a one-source 
shadow. 

You couldn’t say that we were very 
innovative in our uses of lighting equip¬ 
ment. We just went back and used 
lighting that was traditional, in the 
sense of the classic concept I spoke of 
earlier. Why not use it? There’s noth¬ 
ing wrong with it. 

On location we didn’t use arcs. If the 
sun was out we used the Foamcore that 
I spoke of. On occasion we would use 
nine-lights with the Roscomatte in front 
of them to provide a very diffused fill. I 
went a little bit against tradition in never 
really balancing the shadows to the 
sunlight — not really bringing them up 
as bright as shadow areas usually are. I 
would let the sun take over and just fill 
in under the hats, but very little. If the 
sun read f/11, the shadow area might 
read f/6.3, or maybe f/5.6 — not more 
than that. I felt that a normal balance of 
key to fill would seem unrealistic, in 
terms of Roman’s concept. He didn’t 
want it to have that bright look. 

Whenever we shot in a practical 
location — an actual house, for exam¬ 
ple — we would intensify the ambient 
light coming in from the outside just 
enough to get an f-stop, even if it had to 
be f/2.8. For example, in the sequence 
where Jack Nicholson walks into the 
house and finds the woman dead, the 
total lighting was one #4 blue Photo¬ 
flood mounted as close to the wall as 
possible. I should explain that I’d had a 
great deal of experience in docu¬ 
mentary photography working for 
Wolper Productions, where we had to 
make do with one light bulb. So I simply 
fell back on that experience and stuck a 
bulb up there and started hanging little 
strips of gaffer tape in front of it, like an 
old-fashioned coucoloris. 

At the end of that sequence, when 
Jack Nicholson walks into the kitchen 
and the police turn the light on, it was 
just one light bulb again, the normal 
kitchen light. 

On night exterior locations we used 
the Master Lites extensively, together 
with single sealed-beam lamps. These 
are the same lamps that are used in 
FAY nine-lights, except that each is 
mounted in its own individual unit. Earl 
Gilbert made up a bunch of these and 
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they’re quite wonderful, because they 
project far and you can put a hot kick 
wherever you want it. We were literally 
painting with light, when using these 
units. 

As far as other equipment is con¬ 
cerned, perhaps the most unusual was 
the Stindt dolly. I first used it on “PETE 
AND TILLIE” at Universal and I’ve used 
it on every picture since then. A grip by 
the name of Bob Stindt designed it and 
it has a unique combination of charac¬ 
teristics. It goes as high as the Moviola 
dolly and as low as the Fisher. It is as 
narrow as the Fisher, but much shorter. 
The wheels will spin out 180 degrees 
and it has the same stability as the 
Moviola. It is the kind of dolly that two 
grips can pick up, if they have to, 
because it’s not that heavy. It has the 
same hydraulic system and the same 
steadiness and smoothness and the 
same up and down movement as the 
McAlister dolly. 

The Stindt dolly is wonderful 
because we are no longer putting 110 
lbs.’ worth of camera equipment on it. 
We are putting a Panaflex on it, which 
weighs 40 lbs. maximum, with the Obie 
light and everything. So, as far as I’m 
concerned, it’s as if that dolly had been 
designed specially for the Panaflex 
camera. The gear head I used is a very 
small gear head, a prototype of the new 
head Panavision has designed for the 
Panaflex. It’s very tiny compared to a 
standard gear head and Panavision al¬ 
lowed me to use the prototype. Here 
again, it was almost as if Stindt knew 
that such a head was going to be de¬ 
signed. He didn’t really, but the com¬ 
bination of camera, head and dolly 
made it possible to give Roman those 
rapid little moves in and out of cor¬ 
ridors whenever he wanted such a 
movement. 

Some people, after viewing “CHINA¬ 
TOWN” come away with the idea that 
the picture was shot entirely on loca¬ 
tion. But the truth is that a great deal of 
it was filmed on the sound stage. I’ve 
never figured out the percentages, but I 
would say that approximately 65% was 
shot on the stage. The interior of the 
Hall of Records, the Department of 
Water and Power, Gittes’ living rooms, 
the interiors of that wonderful old 
house in Pasadena — all these were 
studio sets. 

I’ve been asked whether I prefer 
shooting interiors on location or in the 
studio, and the answer is fairly com¬ 
plex. I couldn’t say this a couple of 
years ago, but now that I have the 
knowledge and the technical where¬ 
withal to handle the sound stage, I can 
say: “Yes, I like the sound stage.” In the 
past, when I really didn’t have that 
knowledge, my comment would have 
been the opposite. As a documen- 
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tarian, I preferred shooting on location. 
I worked better on a practical set. I can 
intellectualize it that way, but I think that 
if I were to really dig deep, I would say 
that I prefer the practical location — 
with a good production designer. From 
my point of view, the practical location 
does present certain challenges. It 
stimulates the brain to work a little 
harder. You don’t go the convenient 
route. 

But I can work comfortably on the 
sound stage, too, because I know what 
I’m doing now. I’ve paid a few of my 
dues. It’s interesting how my career 
seems to have been guided by Destiny. 
The first feature picture I did was all 
outdoors. The second picture was 
mostly outdoors, with just a bit indoors. 
The third picture was half-and-half. By 
the time I was thrown into the den of a 
Martin Ritt, we were back to outdoors 
(“SOUNDER”), but now the challenge 
was not one of outdoors or indoors, but 
whether I could work with a director of 
that stature. Progressively I was offered 
the right kinds of things. I did “LADY 
SINGS THE BLUES”, which was all shot 
on sound stages with horrendous light¬ 
ing problems, because of the period 
and the costumes and the differences 
in skin tones of the black people and 
the white people. I found it to be a 
tremendous challenge, but little by little 
something has protected me up to the 
point of doing “CHINATOWN”. 

Perhaps the most complex challenge 
in that film, from the cinematog¬ 
rapher’s point of view, was the final se¬ 
quence, which was actually shot on Ord 
Street in Chinatown. We had the 
problem of blocking out the mercury 
lamps, which were not in existence dur¬ 
ing the 30’s. Earl had to have them all 
turned off and it was a horrendous 
chore for him, because the City of Los 
Angeles was totally opposed to that 
sort of thing. 

For the night shooting in Chinatown, 
we used the Master Lites again, but this 
time they were on individual 
transformers which served to brighten 
them up and raise the Kelvin rating. 
When you put them on a transformer 
and start kicking them up, you in¬ 
crease their intensity considerably, 
especially if they’re two blocks away. At 
great distances they’re very hot — good 
for backlighting a street. When you kick 
them all the way to the top they get a bit 
bluish, but you correct that by putting a 
little amber gel in front of them. 

On the street in Chinatown we used 
the Master Lites to punch up areas and 
used lights hidden under the awnings 
of shops wherever possible, as well as 
practical lights. I asked the assistant 
director, Howard Koch, Jr., to spot the 
extras wearing the lightest clothes into 
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TRANSFERS 

SOUND EFFECTS 
MUSIC 

Sound EDITING to Picture 
NARRATION recording 

'MIXING 

16mm 
"SAME DAY SERVICE” on 
DAILIES. TRANSFERS & EFX. 

'AWARD WINNING MIXER: IRV NAFSHUN 

quality sound, inc. 5625 melrose avenue, hollywood, calif. (213)7467-7154 

THE Miller “Jluid eviction ” 

PROFESSIONAL 
HEAD 

ttfCLLLER Equipment is 

precision-built of is the World's Finest! 
highest quality materials and 
every replacement part is 

available. 

■*MILLER Equipment is used throughout 
the world by leading photographers 

film and television studio giants. 

-"-KELLER Equipment lasts indefinitely if 

properly maintained. 

"-MILLER Heads are being used with 

complete satisfaction from the freezing 

Antarctic to the excessive heat and 

humidity of the desert and tropics. 

FEATURES INCLUDE: 

-"-Full 36c0
 Horizontal Pan. 

-"-Slip control for filming of fast 

moving objects or events. 

*90° Tilt control up or down. 

-"-Positive Tilt Lock and variable 

tension controls for camera support up to 40 lbs. 

-"-There is a KELLER Tripod suitable for every Head. 

-"-Other MILLER Fluid. Heads are available for cameras from 5 lbs. up 

to 200 lbs. 

The MILLER world famous velvet like movement operates on a semi- 

hydraulic principle which is patented throughout the world, aid 

should not be confused with any friction-type movement. 

CANADIAN DISTRIBUTOR 

1055 GRANVILLE STREET 
VANCOUVER 2, B.C. 
TELEPHONE: (604) 685-5331 

(PATENTED) 

the areas that had the least light — 
again, stealing from the pros. Then, at 
the last minute, so to speak, an inter¬ 
esting thing happened. Roman sud¬ 
denly said: “I want a crane.” I said: “You 
want a crane?” And he said: “Yes, I’ve 
just figured out how to end this pic¬ 
ture.” And it appeared that he had, 
right then and there on the spot. 

He said: “In the sequence, up to this 
point, Faye Dunaway has been shot. 
You see the police officer fire a shot 
and you hear the car stop and, 
obviously, Faye Dunaway is dead, 
because you hear the horn blowing. 
Now, where do we go from there? Well, 
here’s the idea: we go hand-held and 
all the actors come toward the camera 
and you do a news-documentary kind 
of thing. You whip-pan over to show 
Faye for just a brief moment. I want to 
see the destruction of her eye. Then the 
police detective sits her up and you pan 
around onto him, then onto Nicholson, 
then back to the detective, then back to 
Nicholson as he’s pulled away by his 
two friends. Then I want the camera to 
climb 27 feet into the air — hand-held. ” 

When he told me that, I said: “Ro¬ 
man, you’re contriving a shot. You’re 
contriving it because you don’t know 
how to end the picture. You’re per¬ 
forming cinematic gymnastics.” 

I was kidding him about it, but he 
said: “No, no, no — it really fits. This is 
how it has to work . . .” 

And he worked it out for me. But a 
shot like that isn’t easy to pull off. First 
of all, there’s no room for the assistant 
to follow focus, because the camera is 
surrounded by the actors and extras. 
There’s no place to put lights on them, 
because when you have a camera that 
is that close, with a 40mm lens and an 
actor who is two feet away from you, 
your own camera would cast a shadow 
on the actor if you put any lights behind 
it. To solve the lighting problem I 
mounted the little Obie light next to the 
lens, ran the wire down to my feet and 
taped it so that Earl Gilbert could keep 
his eye on it constantly and keep it up. 
We pre-checked the exposure 
wherever possible. 

The next problem was that of follow- 
ing focus. Well, relying on my 
experience as a documentary camera¬ 
man, I asked permission of the union 
and they allowed me to operate the 
camera on that shot myself, because I 
can do that sort of thing. The next 
problem was what to do about the 
damned camera shadow. Roman came 
up with an idea. He said: “Put a hat on 
the camera. You’ll see a shadow if you 
look at the picture closely, but it will 
look like a hat shadow.” We put a hat 
right over the Obie light, so that any 
lights that hit me as I was panning 
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around, cast a shadow that looked like 
somebody’s hat. 

The scene was shot in very close 
quarters. The actors attacked. I say “at¬ 
tacked” because that’s literally what 
they did. They came right at the lens 
and I whipped down to Faye Dunaway, 
then whipped up to John Huston, who 
was crying over the death. I panned 
over to Perry Lopez, the detective, then 
panned over to Nicholson, who said a 
line, then panned back to Lopez. 
Roman has since put a cut in there, but 
originally it was intended to be one con¬ 
tinuous shot. Lopez said: “Get out of 
here, Gittes.” As Nicholson’s partners 
took him away, I followed them slightly, 
then walked to my right and climbed 
onto the platform of the Chapman 
crane. They released it and I started 
going up in the air. The whole thing was 
hand-held and I couldn’t have shot it at 
all in sync-sound if it hadn’t been for 
the Panafiex. It’s an amazing shot, if I 
say so myself, and I wish it could have 
been used in its entirety instead of 
being cut. 

Now that “CHINATOWN” is in re¬ 
lease and enjoying critical as well as 
commercial success, I think back to 
that Friday when I met Roman Polan¬ 
ski for the first time and started work¬ 
ing with him. At first we were playing a 
sort of subtle game with each other. I’d 
set the camera up. He’d look at it and 
move it a little bit. We began to set the 
ground rules even on that first day. He 
was subtly telling me: “I know what I’m 
doing, so let’s be friends. Let’s really 
work together like two artists to make a 
good picture.” 

All through the filming, Roman gave 
careful consideration to ideas offered 
by Dick Sylbert or myself and adopted 
many of them. What I’m really doing is 
giving him a terrific pat on the back, 
and I hope I don’t sound like I’m over¬ 
doing it, but I really mean it when I say 
that he is a very thorough and investi¬ 
gative type of director who gives credit 
where credit is due. He figures that if he 
has hired certain technicians, they 
must be good at what they do. That’s 
one of the things that made working 
with him on “CHINATOWN” a pleasure. 
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HEATER BARNEYS for Arri 2c 35mm with 25 
— 250 zoom or fixed lens 160 watts at 24 volts D.C. 

$375.00 each 
Delivery 30 days 

NI-CAD BATTERY PACKS. 24 volts so d 
with charger, weight 31 Lbs, Holds 19 Cells. 24 volts at 
13.5 amps per hours. Size 11 VzxSVix?1/!? works great with 
heater barney 

$550.00 each 

CONTINENTAL CAMERA SYSTEMS INC. (213) 
16800 Roscoe Blvd. Van Nuys, CA 91406 989-5222. 

Notime x 

+/<*N NE** 

cameras 
4 ARRIFLEX BL 16 
<4 BOLEX EBM 

sound 

IN MEXICO 
16mm. FILM 

PRODUCTION 

^ CP 16 
^ CP 16/A 

NAGRA, IV, SN 
STEENBECK EDITING FACILITIES 

PALMER, BAUER, AMPEX RECORDING 

PLUS EXPERIENCED CAMERAMEN, SOUNDMEN 
AND EDITORS 

IN MEXICOS 

biggest 16 mm. 

PRODUCTION CENTER 

NOTIMEX 

INSURGENTES SUR 
No.1700 

MEXICO 20, D.F. 
MEXICO 

N o time x 

W7 

PHONES: 
524 1165 
524 1680 
524 1674 
524 1197 
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Rotating aerial image, quartz-halogen illumination, solid state sequencer, 
interchangeable 16mm, Super 8 and 8mm modules. 

Our uniquely designed intermittent drive system and fixed pin registration combined 
with State of the Art electronic and electromechanical automated controls have resulted 
in a professional optical printer of extreme versatility within reach of your budget. 

Several models of standard and aerial image optical printers available to satisfy the 
needs of the independent filmmaker, universities and motion picture laboratories 

Write for brochure 
«* 

J-K CAMERA ENGINEERING, INC. 5101 SAN LEANDRO ST. OAKLAND, CALIF. 94601 

J bel aelll 
MOTION PICTURE LAB DIVISION 

1 416 West 45 St. New York 10036 1 1 PHONE: (2/2)245-8900 1 L WRITE.WIRE, PHONE FOR PRICE LIST A 
A. Ax 

VIDEODISC SYSTEM 
Continued from Page 541 

Dramas: “Airport 75”, “Earthquake”, 
“Slaughterhouse Five”, “Airport”, 
“Diary of a Mad Housewife”, “Little 
Miss Marker”, “Portrait in Black”, “The 
Blue Dahlia”, “The Day of the Jackal”, 
“The Ugly American”, “To Kill a Mock¬ 
ingbird”, “The Lost Weekend”. 

Musicals: “Anything Goes”, “Flower 
Drum Song”, “Rock, Pretty Baby!”, 
“Sweet Charity”, “Thoroughly Modern 
Millie”, “Jesus Christ, Superstar”. 

Action Adventures: “Charley Var- 
rick”, “Joe Kidd”, “For Whom the Bell 
Tolls”, “Shenandoah”, “Spartacus”, 
“The Appaloosa”, “The Hellfighters”, 
“Two Mules for Sister Sara”, “Win¬ 
ning”, “Destry Rides Again”. 

Mystery, Horror and Intrigue: “The 
Andromeda Strain”, “Arabesque”, 
“Dracula”, “Frankenstein”, “Frenzy”, 
“The Birds”, “Psycho”, “The Big 
Clock”, “The House of Seven Gables”, 
“The Ipcress File”. 

War Stories: “All Quiet on the West¬ 
ern Front”, “Away All Boats”, “Battle 
Hymn”, “To Hell and Back”, “Tobruk”. 

Historic Epics: “Anne of the Thou¬ 
sand Days”, “Mary, Queen of Scots”, 
“The Nelson Affair”. 

Comedies: “The Sting”, “American 
Graffiti”, “Pete ’n’ Tillie”, “My Man God¬ 
frey”, “Pillow Talk”, “Animal Crackers”, 
“My Little Chickadee”, “Bedtime 
Story”. 

Humorous Series: “Abbott & 
Costello”, “Burns & Allen”, “Francis the 
Talking Mule”, “Henry Aldrich”, “Ma & 
Pa Kettle”. 

Talent 
Among the thousands of stars in 

these and other Universal films which 
may be made available on MCA Disco- 
Vision videodiscs are: 

Julie Andrews, Lew Ayres, Ingrid 
Bergman, Marlon Brando, Richard 
Burton, Lon Chaney, Jr., Carol Chan- 
ning, Ronald Colman, Gary Cooper, 
Doris Day, Kirk Douglas, Jimmy Dur¬ 
ante, Clint Eastwood, W.C. Fields, 
Charlton Heston, Bob Hope, Rock Hud¬ 
son, Glenda Jackson, Boris Karloff, 
Burt Lancaster, Jack Lemmon, Carole 
Lombard, Bela Lugosi, Shirley Mac- 
Laine, Dean Martin, The Marx Brothers, 
Walter Matthau, Paul Newman, Donald 
O’Connor, Gregory Peck, Anthony 
Perkins, Sidney Poitier, Dick Powell, 
William Powell, Claude Rains, Robert 
Redford, Vanessa Redgrave, Edward 
G. Robinson, George C. Scott, James 
Stewart, Elizabeth Taylor, Shirley Tem¬ 
ple, Lana Turner, John Wayne, Mae 
West. 

Other Programming 
In addition to entertainment pro- 
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gramming, Findlater noted, MCA will 
call upon the resources of its educa¬ 
tional, commercial and institutional 
divisions to create new, original pro¬ 
gramming in educational, cultural, 
how-to and similar areas, providing a 
diversified mix for general audiences 
as well as for smaller, special interest 
groups. There will also be a great deal 
of program material acquired from dis¬ 
tinguished outside sources, including 
other major motion picture producers, 
he added. ■ 

CINEMA WORKSHOP 
Continued from Page 504 

with one of his own Arri 35 underwater 
units. 

The design of the housing is very im¬ 
portant. It must be perfectly matched 
and coordinated with a specific cam¬ 
era/battery combination. The center of 
gravity must be concentric with the 
center of buoyancy; otherwise the 
camera will have a tendency to twist on 
axis, or pitch forward or backwards. 
The complete rig should have a slight 
negative buoyancy when fully loaded. 
Some cameramen prefer a neutral 
buoyancy, but never a positive one. 
This may sound strange, as the camera 
will slowly fall to the bottom when let 
go. This is actually preferable to the 
camera floating to the surface. Rarely is 
a crew working in an area so deep that 
the camera cannot be recovered from 
the bottom. As a matter of fact, it is con¬ 
venient to leave the camera on the bot¬ 
tom when going topside to get instruc¬ 
tions. The camera doesn’t have to be 
hauled up and down unnecessarily. In 
addition, it is easier to spot a camera on 
the bottom than it is to locate one look¬ 
ing up at the back-lit rippling surface of 
the water. The slight negative buoyancy 
is also more natural to worf with. 

Designing and buildim an under¬ 
water housing is an exacting science. In 
addition to proper balance and 
buoyancy, a housing should have a 
good finder system and a means for 
determining footage. The better hous¬ 
ings will have magnified reflex view¬ 
finders, allowing the cameraman a 
through-the-lens view, even with his 
face mask on. There are several firms 
that make professional underwater 
housings for both sale and rental. 
Check the features and, if possible, try 
it out before the actual shoot. It is also a 
good idea to check with a cameraman 
who is familiar with the unit in question. 
He may be able to give you an insight 
into the particular “personality” of the 

rig- 
Starting with a good underwater 

housing is basic. Next month we will 
delve more deeply into the subject and 
explore underwater technique. ■ 

Approved for Veterans 

A study of the Motion Picture and 
Television Arts and Sciences within a 
degree program, taught by a distin¬ 
guished faculty. 

Now Registering. Write for a descrip¬ 
tive brochure. 

COLUMBIA COLLEGE 
925 No. La Brea Ave. 

Hollywood, Calif. 90038 
851-0550 

kfo (M m)i hied ymk! 
8mm & Super 8mm Reels 
in steel, 200'to 2000'. 

• Shipping Cases in 
fibre and plastic. 

16mm Reels in steel, plastic • Split Reels in steel 
and sheet aluminum. and aluminum. 

8mm & 16mm cans 
in steel and plastic. 

35mm & 70mm Reels in 
steel and aluminum. 

Reel perfection is a GOLDBERG tradition! 

GOLDBERG BROTHERS 
P.O. Box 5345, T.A. • Denver, Colo. 80217 
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INDUSTRY ACTIVITIES 
continued from page 560 

FILM FINANCING 
The Art of Raising Money For 
Motion Picture Production. 

* 12 Chapters detailing the dozen ways of securing produc¬ 
tion monies. 

* Written by the former President of one of America’s finest 
studios. Producer-Director of over a dozen feature films. 

* Over 500 valuable names of persons and corporations. 

What film people are saying about this book: 

* “A must for every actor, writer, cameraman, student, 
director, producer, film technician.” 

* “The book the film community has been waiting for.” 
* “It’s about time someone wrote a book showing how to 

raise money for independent productions.” 
* “I believe this book will save the independent producer 

years of spinning his wheels trying to find monies for his 
projects.” 

LIMITED EDITION 
Send $20.00 to: 

FILM FINANCING 
Suite 101, 1450 N.E. 123rd Street 
North Miami, Florida 33161 

NO SEPARATE BATTERY ! 
NO DANGLING POWER CABLE ! 

Imagine the freedom, convenience and 
economy of being able to film without 
a separate battery pack and a separate 
power cable! Now you can enjoy these 
advantages with the new miniature 

Duro-Pack battery. It’s the new system 
that makes your Arri 16S Camera free 
of encumbrances. See this 20 ounce 
miniature at your Arriflex dealer or 
write us for complete details. 

3c. Humanities/Social Sciences/ 
History 

3d. Vocational Skills and Guidance 
3e. Health 
4. Environment and Ecology 
5. Fund Raising 
6. Health and Medicine (not 

classroom educational films) 
Public Relations (Enhance the image 
of, but not sell; a Product, Service, 
Process, Organization or Institution). 

7a. Up to 20 minutes in length. 
7b. Over 20 minutes in length. 

Public Service/Information (Non-Profit, 
may be indirectly sponsored). 

8a. Up to 20 minutes in length. 
8b. Over 20 minutes in length. 
9. Documentary 
10. Safety 

Sales Promotion 
lla. Up to 20 minutes in length. 
llb. Over 20 minutes in length. 
12. Science (not classroom 

educational films) 
13. Sports and Recreation 
14. Travel 
15. Humor 
16. Special (For those subjects not 

specifically called out in the category 
headings). 

17. Student Films 

Rules 
Deadline for Mailing Application 

Form: July 1, 1975 
Eligibility: Entries must have been 

released or declassified between July 
1, 1974 and June 30, 1975. 

ENTRY FORMAT: 

16mm Films: Sound or Silent. 
Videotape: All videotape entries 

must be submitted in 3/4” U-Matic 
Cassettes. 

Filmstrips and Slide Films: 35mm 
Film Strip or 35mm Slides with sound 
supplied on a Phillips tape Cassette 
utilizing the silent 50- or 1000-cycle 
automatic advance. (No cartridges of 
any size, kind, or type will be accepted.) 

Super 8mm: This format is accept¬ 
able only for Student Films. 

AWARDS 
“BEST IN SHOW” (Film or Video¬ 

tape) 
“BEST IN SHOW” (Film Strip or Slide 

Program) 
“OUTSTANDING ACHIEVEMENT IN 

VIDEO TAPE PRODUCTION” 

The following awards will be made in 
each category for Film or Videotape 
and for Film Strip or Slide Film 
Program. 

First Place “GOLD CINDY” 
Second Place “SILVER CINDY” 

miniature DURO-PACK battery 

Capacity: 1000' with 
100' spools in the Arri 
16S or 800' with 400' 
magazines. Separate, 
special charger works 
from 120V AC or 12V DC 
car or boat cigarette 
lighter outlet. Recharges 
as many as 4 Mini Duro- 
Packs at one time! 

ARRI 
ARRIFLEX COMPANY OF AMERICA 

P.0. Box 1050, Woodside, N. Y. 11377 
1011 Chestnut St., Burbank, Ca. 91502 
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Third Place BRONZE CINDY' 

“Cindys” will be awarded during the 
IFPA National Conference, October 22 
— 25, 1975, at Vacation Village Hotel, 
Mission Bay, San Diego, California. 

KYU SUMMER FILM PRODUCTION 
WORKSHOP ACCEPTING 
APPLICATIONS 

Applications are now being accept¬ 
ed for an intensive, full-time, five-week 
“Film Production Workshop” to be of¬ 
fered this summer, starting Monday, 
June 30, by New York University’s 
School of Continuing Education. The 
workshop, in which students will be 
grouped in production crews and par¬ 
ticipate in the making of five progres¬ 
sively advanced film projects, is de¬ 
signed to give the aspiring filmmaker 
comprehensive training in all aspects 
of 16-mm. filmmaking — cinematog¬ 
raphy, editing, sound, lighting, special 
effects and scriptwriting. 

A faculty of noted film industry 
professionals will combine theory with 
practical experience through lectures, 
workshops, discussions and demon¬ 
strations. Distinguished film artists are 
invited to discuss current trends in 
cinema and answer students’ questions 
on motion-picture production 
problems, techniques and practices. 
The workshop concludes with a faculty 
critique and discussion of the stu¬ 
dents’ films. A Film Production 
Certificate is awarded to those who 
successfully complete the program, 
one of the only professional certificate 
programs of its kind. 

Classes are held in air-conditioned, 
professionally-equipped studios 
located in midtown Manhattan and at 
the NYU Washington Square Center. 
All materials, laboratory services and 
instructions are included in the $675 
tuition. 

For further information, call (212) 
598-2375, or write to Raymond P. 
Zelazny, Director of the Summer 
Session, New York University School of 
Continuing Education, 2 University 
Place, Room 21, New York, N.Y. 10003. 
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RICHARDSON + FAX / FAX + RICHARDSON 
Proudly we announce that now all RICHARDSON ANIMATION PRODUCTS, 
engineered and manufactured under the direct supervision of Lee R. Richard¬ 
son, are distributed exclusively by FAX COMPANY. 

Example: MODEL RB-300 ‘SUPERIOR ANIMATION CAMERA STAND. This 
best-of-all stands now is used by 200 major studios and producing organiza¬ 
tions throughout the world. Specifications on RB-300 and other Fax / Richard¬ 
son products available on request. 

FAX COMPANY 
374 S. Fair Oaks Ave., Pasadena, Calif. 91105 — 213/681-3084 

2840 REWARD LANE, DALLAS, TX 75220 P.O. BOX 20296 (214)/357-3045 or 357-2725 

QUICK SERVICE REASONABLE PRICES 

■i 

REPAIRS angemeux ZOOM & FIXED FOCAL LENGTH LENSES. 

SERVICE BY angemeux TRAINED TECHNICIANS USING 

■1 

GENUINE angemeux TEST EQUIPMENT AND PARTS 

THE ONLY SUCH REPAIR FACILITY IN THE MIDWEST AND 

SOUTHWEST. SEND YOUR LENSES TO US FOR ESTI¬ 

MATE. Also work on all other lenses. 

MOTION PICTURE EQUIPMENT SALES & SERVICE OVER 22 YEARS 
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Do you want a superb, ready to roll 35mm. 
outfit for your own studio, complete and at 
an unbeatable cash price? 
MITCHELL BNC CAMERA with 
4 xIOOO ft magazines, 220 v-3 phase-50 Hz. 
Sync, motor and start box, fitted with .. . 

ANGENIEUX 10 to 1 REFLEX ZOOM 
(24 : 240 mm., f2.6 - T3.8) with lens hood/ 
filter holder, support casting, balancing 
system, etc. 

Fully serviced by our own engineers before despatch. Double exposure 
film test provided. 

Also available : Set of 7 COOKE SPEED PANCHRO 
LENSES (18-25-32-40-50-75 & 100 mm.) plus Mitchell 
side-finder and set of matched auto-parallax focus cams 

MULTI-DUTY MOTOR 96 v. - DC/220 v. -AC with DC 
and AC start boxes, cables etc. 

Many other Mitchell accessories in excellent condition available. Just tell 
us what you need — AC and DC motors, magazines, lenses, frame cutters, 
obie lights, etc. 

Write to: Dennis Rosario, 
Rentacamera Ltd., 8-12 Broadwick St., London W1V 1FH, England. 

CRYSTALOK... 
Crystal Motor Controller 
for Arri 16-BL 

FEATURES: 
□ Crystal sync speed of 24 
fps (25 fps for cameras 
geared for that 

speed) and variable speed over a range of 14 to 
48 fps. □ Accuracy in sync mode: ±15 par 
per million over temperature range of 0° to 
140°F. □ Extremely compact, projects 
only IVa" beyond Universal motor 
housing when installed. □ Light¬ 
weight — weighs only 141/2 oz. 
complete with bracket and 
cable. □ Out-of-sync warning 
light flashes whenever camera 
is not running at preset speed 
both in sync or variable speed 
mode. □ The Crystalok crystal 
controller slips over the end of 
the Arri 16-BL Universal motor 
housing and is held in place by 
three thumb screws. □ Uses 
standard Arri 16-BL 12 volt power 

For further information write to: 

2037 Granville Avenue, Los Angeles, California 90025 
Telephone: (213) 478-0711 ■ Telex: 69-1339 ■ Cable: Cinedevco 

ACADEMY AWARDS 
Continued from Page 549 

Each branch of the Academy of 
Motion Picture Arts and Sciences con¬ 
ducts its own nominating procedures 
under rules established during the 47- 
year history of the awards program. 

In the Art Direction, Costume De¬ 
sign, Cinematography, Film Editing, 
Music and Sound categories, a 
preliminary ballot is sent to members of 
the respective branches, who then se¬ 
lect 10 achievements for consideration. 
After a series of screenings, a nomi¬ 
nations ballot listing the 10 achieve¬ 
ments is sent to members of the 
branches, who this time vote for not 
more than five. The five achievements 
receiving the most votes then become 
the official nominations. 

The Academy invites every country 
to submit its best film for consideration 
for the Foreign Language Film Award 
(best feature-length motion picture 
produced by a foreign company with a 
basically non-English sound track). 
Each country’s entry is selected by a 
committee within that country. Only one 
picture is accepted from each nation, 
and all are screened by the Foreign 
Language Film Award Committee, a 
cross-section of Academy member¬ 
ship. This committee nominates five 
contenders. 

Documentaries and Short Films also 
are nominated by committees. Scien¬ 
tific or Technical Awards are voted by 
the Board of Governors based on the 
recommendations of the Scientific or 
Technical Awards Committee. 

In the nominations procedure, voters 
are confined to the individual branches 
and special selection committees. 
Cinematographers nominate cinema¬ 
tographers, directors nominate direc¬ 
tors, costume designers nominate cos¬ 
tume designers, actors nominate 
actors, etc. 

After the nominations ballots are tal¬ 
lied and nominees announced, all 
nominated pictures are screened for 
the active Academy membership. Final 
ballots are sent to all voting members, 
who vote for one achievement in each 
of the 21 categories. There can be no 
write-ins. 

IN the final balloting, all voting 
members vote on all of the awards 
except those determined by the Board 
of Governors — Scientific or Tech¬ 
nical, special achievement, Honorary, 
Jean Hersholt Humanitarian, Irving G. 
Thalberg Memorial Awards. 

Ballots are tabulated by Price Water- 
house & Co., and results are kept 
secret until announced during the 
awards program. No one but Price 
Waterhouse ever sees the ballots after 
they are marked. ■ 
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FILMING “BORN FREE” 
Continued from Page 579 

last shot as an effect shot, even allow¬ 
ing for the fact that he has three super¬ 
speed lenses, (one of them T/1.1) and a 
200° shutter on the Panavision R-200, 
all of which he uses frequently to 
extend the working day. 

There are not many dull moments 
when shooting on a series such as this. 
Every day is a new challenge and the 
humdrum routine of a studio must be 
quickly forgotten. 

Jack Couffer told me that after long 
discussions it was decided that there 
would be no armed guard to shoot a 
lion should it attack a man. It was 
reasoned that if this situation were to 
occur and a man and a lion were to 
become interlocked in a struggle, a 
trigger-happy security guard would as 
likely hit the man as the lion, if not 
someone else. Much better to have the 
trainer and handlers, whom the animals 
trust and obey, constantly on hand. 

They have had their moments, how¬ 
ever. 

I was told of a prop man who played 
a bit part of a villain in an early episode 
and from then on the lioness 
remembered him and sorted him out 
with a special growl whenever the two 
were on the set together. 

On another occasion they released 
one of their tame lions to shoot a se¬ 
quence of a wild elephant being chased 
by a lion. It so happened that the 
lioness they chose for this assignment 
(there were three Elsas) had been 
raised in a circus alongside elephants 
and so was very sympathetically in¬ 
clined towards them. 

They drove out into the country until 
they found a likely-looking wild ele¬ 
phant and released the lion, who loped 
off in friendly pursuit, perhaps for a 
chat. 

The elephant wasn’t informed of this 
and took off for the nearest clump of 
trees, when she turned around and 
bellowed at “Elsa”. 

“Elsa” then came out of the trees and 
walked away in disgust. 

After Jack Couffer had taken all the 
shots he required of the chase, the han¬ 
dlers set off to retrieve the lion that was 
slinking away, offering her raw meat 
and tidbits. 

It was only when they got very close, 
with hands outstretched, that they 
realized that this wasn’t “Elsa”, but a 
real lioness! 

Who knows, perhaps the last epi¬ 
sode of the series might even be a re¬ 
enactment of some of the real adven¬ 
tures encountered while shooting the 
remainder of the series! ■ 

The XSD Recorder 

SuperS Sound, Inc. 
95 Harvey Street, Cambridge, Mass. 02140 

Record high fidelity sync sound on cassettes with the XSD Recorder 
and any crystal-controlled or pilotone camera. Response 30-15,000 Hz, 
S/N 58db with Dolby, modified SONY 
TC152SD. Resolve to 16mm magnetic XSD Recorder - $499 
film using the XSD Resolver Unit or 
write for a list of labs now doing XSD XSD Resolver - $200 
transfers. 

X* Crystal • Built into Recorder 

S • Sync • 60 Hz Pilotone Standard 

D* Dolby • Noise Reduction Circuitry 
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CINEMA PRODUCTS 
Continued from Page 584 

for ANIMATION/TITLING/FILMSTRIP: the thriftfax camera stand: 
Accurate. Versatile. Moderately-priced. Made and guaranteed by 
FAX Company, producer of the first/only combination 12/16 Field 
Disc, used in the thriftfax stand — and available separately. Ask for 
full details. H Animation Cameras — Single-Frame Drives . . . 
Animation Supplies: Tell us your needs or ask for price-lists. 

FAX COMPANY 
374 S. Fair Oaks Ave., Pasadena, Calif. 91105-213/681 -3084 

ECO - 7390 The ultimate film reproduction in 
sharpness, color & silversound 

ECO - EF Excellent low contrast print rendering 
7389 with silversound for TM or projection. 

16mm EKTACHROME ECO 7252 

16mm ME-4 PROCESSING 

16mm ULTRASONIC CLEANING 

16mm CREATIVE EDITING (Kern Table) 

16mm COLOR WORKPRINTING (1 Day Service) 16mm CONFORMING A&B ROLLS 

16mm RELEASE PRINTING 3400K - 5400K 

16mm OPTICAL SOUND TRANSFER 

16mm SILVERSOUNDTRACK APPLICATION 

16mm CREATIVE SOUND PRODUCTION (Interlock) 

16mm POSTFOGGING OF EF 

16mm TITLES & ART WORK 

16mm OPTICAL PRINTING 

CHANNEL 8 COLOR LABS 
905 JACKSON STREET/P.O. BOX 1410 

TAMPA, FLORIDA 33601/813/229-7781 

miniaturized BNCR-type mount with a 
positive-locking ring against the lens 
flange, so that there is no possibility of 
lens movement or torque-related 
damage. Incorporating the basic 
design features of the CP-16, the CP- 
16R follows the conventional Auricon 
film-threading configuration and can 
accept either 400-foot or 1200-foot 
Mitchell-type magazines. The result is a 
sophisticated 16mm reflex single/ 
double system sound camera so 
rugged and reliable that it immediately 
gained wide acceptance throughout the 
world. The CP-16R now dominates the 
American market. 

RELIABILITY OF FILM EQUIPMENT 
IS PRIME REQUISITE 

Whereas in feature film production 
an occasional missed or spoiled scene 
can usually be retaken (though often at 
considerable expense), the news- 
film/documentary cameraman almost 
never has such an opportunity. Flis 
equipment must be critically reliable to 
enable him to cover fast-breaking news 
events, never-to-be-repeated 
exclusives, and many scenes that, by 
their very nature, are only going to 
happen once. 

The staggering costs of feature film 
production, where peripheral costs 
alone can run upwards of $20,000 per 
day, permit little tolerance for 
equipment breakdown. But costs 
aside, how painful it would be to find 
out that an exceptionally fine 
performance of a difficult scene has 
been lost because of camera 
malfunction. It is no wonder that 
through the years standards of 
reliability for professional motion 
picture camera equipment have 
become extremely rigorous. The nature 
of the art, and production costs being 
what they are, there is hardly any 
margin for error. So, the highest 
reliability for precision camera 
equipment is a prime requisite. 

The CP-16R studio version. While 
normal 16mm motion picture cameras 
are not quite up to professional 
Flollywood sound-stage standards, the 
new CP-16R has proven itself to be 
silent enough for close-up shooting on 
location and in the studio. Its proven 
reliability, extremely steady pictures, 
and great flexibility in magazine 
capacity (up to 1200 feet) make it ideal 
for hand-held shoulder operation, as 
well as tripod or dolly operation. 

In its studio version, the CP-16R is 
mounted on a riser block which carries 
matte box rods. The rods support a 
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follow-focus mechanism fully 
adjustable to accommodate both zoom 
and fixed-focal-length lenses, and a 
full-production matte box capable of 
carrying an assortment of square or 
round filters, rotating pola-screen, etc. 
Equipped with its “studio rig,” the CP- 
16R is rated at 28 dB (± 1 dB) when 
measured on the weighted “A” scale at 
three feet from the front of the optical 
flat in the matte box. 

The development of Eastman Ko¬ 
dak’s new 7247 color negative stock 
(which can be blown up to 35mm with a 
high degree of sharpness) has prompt¬ 
ed Wolper Productions to consider 
shooting some of the Bicentennial 
special television series in 16mm color. 
The studio version of the CP-16R 
proved to be quieter than the two other 
leading 16mm professional cameras 
tested, and so all six one-hour epi¬ 
sodes of SANDBURG’S LINCOLN were 
shot with the new CP-16R at Para¬ 
mount Studios. (See the September 
1974 issue of American Cinematog¬ 
rapher for the full story on the filming of 
SANDBURG’S LINCOLN.) Another 
Wolper Productions’ Bicentennial tele¬ 
vision special, THE HONORABLE SAM 
HOUSTON, was also filmed with the 
CP-16R studio version at Paramount. 

The development of the XR35 
lightweight studio camera. When I 
first heard that Cinema Products was 
developing a new 35mm studio-type 
camera at the same time that it was en¬ 
gaged in increasing production to meet 
demand for the new CP-16, I thought to 
myself: How do they dare to put money 
into the design of a 35mm studio-type 
camera in the face of the excellent 
camera being produced by Pana- 
vision, the Panaflex? In the face of an 
excellent camera being designed by 
Arriflex, the 35BL? In the face of the 
hundreds of existing Mitchell studio 
cameras? To be perfectly honest, I was 
very doubtful that this program would 
be successful. 

However, when I discussed the 
question of the XR35 with Ed DiGiulio, I 
found out that, in spite of all the very 
obvious “facts of life” I mentioned 
above, Cinema Products is back¬ 
ordered on the XR35 studio camera for 
a full year. Apparently the XR35 was 
designed to fill a very specific vacuum 
in the motion picture industry, and it is 
filling it very well. 

When the first production model of 
the XR35 became available in 1973, 
Arriflex was still in the process of per¬ 
fecting its excellent 35BL camera, and 
the Panaflex camera was available for 
rental only. The special characteristics 
of the XR35 were designed to satisfy 
the urgent demand of the major rental 
houses in the world (including many of 

Old good reasons 
Most compact, most portable soft- 
light anywhere: a full 23 x 21 x 7" yet 
folds up into a 28 x 16)4 x 4)4 case for 
travel and storage. 

Quick to set up, easy to rig in diffi¬ 
cult locations. Still just 8lA pounds— 
light enough even to hand-hold! 

Provides 'round! smooth, relatively 
shadowless illumination over a wide 
area. 

Accessory barndoors for shading 
subject, background or lens. 

Convection cooling assures longer 
lamp life. 

Versatile, with a wide variety of kits 
and accessories—compatible with 
Link components. 

the louiei 

A full 
stop 
more light, 
more features, 
more of the 
good reasons 
you liked our original. 

New good reasons 
Improved output—thanks to new 
shell and increased capacity. 
Softlight 1500 is just as soft...but 
now, twice as bright. Brighter, in 
fact than most 2K softliqhts—125 
foot candles at 10 feet, using just 
two 750-watt, 120V clear lamps. 
(Gets even more output with two 
800-watt, 220/240V lamps.) 

Improved reflector shell—tex¬ 
tured foil bonded to space-age 
Nomex® fabric is 50% more effi¬ 
cient; won't scorch or discolor 
with temperature or age. 

Improved efficiency—drawing 
just 12.4 amps, Softlight 1500 
gives more light while 
conserving precious 
power on location. 

For more information, 
see your Lowel dealer or^ 
send for our brochure. 
"Softlight 1500 shell 
available sepa¬ 
rately, to increase 
capacity of 
original Lowel 
Softlight. 

421W 54th Street. New York, N Y 10019 (212) CI-5-6744 
West Coast: 3407 West Olive Avenue. 
Burbank. Ca. 91505 (213) 846-7740 
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all under one 
umbrella 

MOTION PICTURE 
EQUIPMENT 
SPECIALISTS 

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

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

Angenieux Eclair Neumann 
Arriflex Electro-Voice O'Connor 

Arrivox Guillotine Oxberry 
Beaulieu Magnasynch Permacel 
Beyer Maier-Hancock Revox 

Bolex Miller Sennheiser 
Canon Minerva Shure 
Cinema Products Moviola Spectra 
Colortran Nagra Sonorex 

Zeiss 

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

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

20015 (202) 244-3800 

BRENNER 
C I IM E® 5 O U IM □ 

Div. of Ritz Camera Centers 

Please mail me additional information: 

□ Service □ Sales □ Rentals 

Name  

Address  

City  

State Zip  

the studios that rent their facilities to 
independent production companies) 
for a 35mm camera that was as reliable 
as a studio camera, and lightweight 
enough to perform easily and well in 
difficult and tight physical locations. 

Weighing in at 93 lbs. complete with 
motor and magazine (but without lens 
and film), the XR35 is considerably 
lighter than ordinary studio cameras. 
Its unitized construction, with the 
magazine blimp permanently attached 
to the camera-body blimp, makes it 
possible to store the XR35, complete 
with magazine and ready to shoot 
(except for lens), in one compact carry¬ 
ing case, which means that it is very 
easy to handle and it doesn’t require 
two people to move it. There is nothing 
to assemble. You can remove it from its 
case within one minute, set it on the tri¬ 
pod, and you’re ready to shoot. The 
“clam shell” opening at the rear of the 
magazine blimp housing provides easy 
access for magazine loading, yet 
requires no side or headroom 
clearance. The XR35 reflex rotating 
mirror stops automatically in a viewing 
position. The film transport system is 
designed around the dependable 
standard Mitchell pin-registered 
compensating link movement, 
equipped with Cinema Products’ ex¬ 
clusive two-axis, vari-pitch stroke 
adjustment, which helps make it an ex¬ 
ceptionally quiet camera, with no lens 
shroud required. (The camera being 
tested at the Cinema Products sound 
room while I was there registered an 
amazing 261/2 dB!) The XR35 does 
indeed give the cinematographer all 
the advantages of a studio camera, 
plus the added benefits of greater 
mobility and ease in setting up on 
location — despite the fact that it is not 
a hand-held camera. 

The Canon aspheric lenses for 
35mm motion picture production. 
When I read a couple of years ago (see 
American Cinematographer, August 
1973) that Cinema Products held the 
exclusive worldwide distribution rights 
to Canon’s aspheric lenses (which were 
then still being developed and tested), I 
filed this interesting bit of information 
away. But now I couldn’t resist asking 
DiGiulio for the full story. 

It turned out that when DiGiulio and 
Wilton Holm (of the AMPTP Research 
Center) attended a special conference 
held by the Japanese counterpart of 
the Society of Motion Picture and Tele¬ 
vision Engineers, DiGiulio found out 
that Canon had actually achieved a 
breakthrough in devising a method of 
grinding aspherical surfaces by means 
of automatic machinery, thus making it 
possible to manufacture ultra-high- 

WESTERN 
CINE? 

because... 
Western Cine’s capabilities in pro¬ 
cessing and printing are limitless 
because we are continually re¬ 
searching newand better techniques 
for serving you. That's one reason 
why we’ve grown big. 

But we are also staffed with 
people ... good people who know 
and understand your needs... 
people whose skills and desires are 
bent on delivering quality work, 
excellent service and a full measure 
of value. Try us and see! 

• EASTMAN 
INTERNEGATIVES 
with COLOR CORRECTION 

• EASTMAN 
COLOR POSITIVE 
RELEASE PRINTING 

• COMPUTERIZED 
PRINTING 

Complete 
Producers' Services! 

COLOR PROCESSING 
— VIDEO TIMING 

“FRONT-END SERVICE” 

OPTICAL PRINTING 16mm to 16mm 
35mm to 16mm —8mm PRINTING 

SOUND RECORDING, DUBBING, 
MIXING 

EQUIPMENT RENTAL & SALES 

A quality-oriented lab — 

We do the job right! 

DENVER 
312 So. Pearl St. - Denver, Colo. 80209 

Cine Craft 
8764 Beverly Blvd. - Hollywood, Calif. 90048 
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MAGNETIC HEADS 

FOR ALL AMERICAN MADE 
SINGLE SYSTEM CAMERAS 

NEW AND RE-CONDITIONED 

Priced from $325.00 

ALL TYPES ALSO RE-BUILT 

ONE DAY SERVICE 

LOANERS AVAILABLE 

AURICON — S200.00 

CP 3XL EXCHANGED FOR NEW 

IAZ TYPE — S270.00 

WILCAM PHOTO RESEARCH INC. 
8619 Yolanda Avenue 
Northridge, Ca„ 91324 

(213) 885-9974 

NEW!! 200FT 
16 MM MAGAZINE 

(MITCHELL FITTING) 

ULTRALIGHT! 17 OZ. 
ULTRA LOW! 6 INS 

Hinged Cover - Single Lock 
Fits all Mitchell-Wilcam, Cinema 
Products, Frezzolini, SS-3 etc. 

WILCAM PHOTO RESEARCH INC. 
8619 Yolanda Avenue 
Northridge, Ca. 91324 

(213) 885-9974 

speed, high-resolution, low-flare lenses 
at a reasonable cost, DiGiulio saw the 
possibility of developing a special 
series of aspheric lenses for motion 
picture photography and, with the co¬ 
operation of Wilton Holm (who was in¬ 
strumental in developing the specifi¬ 
cations for the Canon T/2.8 K-35 25- 
120mm Macrozoom lens), urged 
Canon to develop such a series of 
aspheric lenses for use with pro¬ 
fessional 35mm motion picture 
cameras. 

Two years ago Canon had already 
produced the first aspheric lens in the 
series, the 55mm (T/1.4), and was in 
the process of having Cinema Prod¬ 
ucts and the Research Center test out 
and evaluate the 24mm (T/1.6) lens. As 
of this writing, the 35mm (T/1.4) and 
the 85mm (T/1.4) aspheric lenses, 
which complete the series, are also 
available from Cinema Products. 

What is so exciting about this series 
of aspheric lenses is that it is most ideal 
for night-for-night photography with 
available light, which is very much the 
trend in filmmaking today. By causing 
the marginal rays to be in sharp focus 
and, at the same time, rejecting ran¬ 
dom or spurious rays, the aspheric 
lenses reduce glare sharply and im¬ 
prove definition and contrast of the 
scene, regardless of the variations of 
light level. The result on film is photog¬ 
raphy that is clear, sharp, well-defined, 
and well-balanced with good color 
rendition and saturation, especially 
with regard to flesh tones. 

Cinema Products also supplies a full 
range of lenses for both their 16mm 
and 35mm motion picture cameras. I 
am told that Cinema Products is now 
the largest single customer of the 
Angenieux Company for the film 
industry. 

DESIGN FOR RELIABILITY 

In following the history of this com¬ 
pany I learned that Cinema Products 
has had unusual success with each one 
of its products, primarily, it would 
seem, because it fulfilled very spe¬ 
cifically the needs of the cinematog¬ 
rapher and also because the equip¬ 
ment was extremely reliable. From my 
own experience in the industry, I know 
the tortuous development that a design 
for a new product goes through — from 
a working prototype at the start, to a 
finished, proven and reliable product. 
The process of “debugging” prototype 
models alone is both lengthy and 
costly. Cinema Products, though, did 
not seem to have encountered undue 
problems in following through from 
prototypes to finished, reliable prod¬ 
ucts, and in my discussions with 
company personnel, I was extremely 

UNIVERSAL 
A Unique, Modular, Extendable 
Editing Sysfem— Quickly Inter¬ 
changeable For All Film Formats. 

Multiple screens and tracks 
let you weigh the full balance of images 

dialogue, music and effects. 

FOUR 
PLATE 

SIX 
PLATE 

1 PICTURE 
2 TRACK 

2 PICTURE 
1 TRACK 

EIGHT 
PLATE 

1 PICTURE 
3 TRACK 

EIGHT 
PLATE 

2 PICTURE 
2 TRACK 

EIGHT 
PLATE 

3 PICTURE 
1 TRACK 

Eastern United States: 

MM Editing Systems Inc. 
321 West 44tn Street, New York 
New York 10036 (212)582-1681 

Western United States: 

KEM Editing Systems Inc. 
6253Hollywood Blvd, Hollywood 
California 90028 (213) 461-4143 
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TRIPOD 

The Foba tripod is an all-metal 
professional motion picture tripod 
with a Pro Jr. flat-top plate which 
accepts Pro Jr.( O’Conner C and 
50, Miller F and Pro heads. Made 
in Switzerland by precision crafts¬ 
men, the Foba features unique 
tubular adjustable legs which al¬ 
low the tripod to be used in stan¬ 
dard or baby positions. Foba 
comes complete with triangle- 
type leg locks and elevating riser 
plate. Maximum height is 62"; 
with riser, 73". Minimum height, 
I8V2". Weight, 16 lbs. 

FEATURES: 
• Adjustable riser plate. • Pat¬ 
ented individual adjustable legs. 
• Triangle-type leg locks. • Indi¬ 
vidual or simultaneous adjusting 
of legs. • Modularly constructed 
for easy repair or parts replace¬ 
ment. • Weatherproof. • Combi¬ 
nation rubber and spiked tipped 
legs. • Flexible leg adjustment for 
shooting of uneven terrain. 

Price: $325.00 
Available Exclusively From: 

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

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

curious to find out how they managed 
to establish such an excellent track 
record. 

So I sat down and had a long and de¬ 
tailed discussion with John Jurgens, 
Cinema Products’ tall and lanky vice 
president of engineering and manu¬ 
facturing. Formerly a chief engineer at 
Photo-Sonics and at Mitchell Camera 
Corporation, Jurgens is known to be 
one of the most outstanding mechani¬ 
cal engineers in the United States when 
it comes to motion picture camera and 
photo instrumentation design. I found 
out that he had an unusual ability to 
understand and to conceive of the 
totality and the interrelationship 
between all of the mechanisms that go 
into a camera, and reduce it to de¬ 
tailed drawings before production is 
begun. 

“The first step in our procedure in 
approaching a new product is to 
conceptualize everything on paper,” 
Jurgens explained. “Then we have 
functional mockups made up of every 
composition and every subassembly. 
We next proceed to take each one of 
the components and subassemblies 
and test it out for sound level, environ¬ 
mental stress and overall reliability, to 
the point where we’re convinced that 
we’ve reached the desired optimum. At 
this stage, it is turned over to our 
design-detail engineers, who will de¬ 
sign it for the optimum in production 
reliability and efficiency.” 

This procedure employs principles 
of mass-production techniques, and 
resolves and eliminates the problems 
before the production components are 
made. It is this procedure, and the 
great care taken in the earliest planning 
stages, that is the basis for the relia¬ 
bility which comes later. I was indeed 
impressed when I examined Jurgens’ 
original sketches of the CP-16 reflex 
and non-reflex cameras and the XR35 
camera. You could literally see on 
paper the development and the 
progression of each stage of the 
design, including how mistakes were 
corrected before the cameras were 
actually produced. 

The PLC-4 magazine. The same 
meticulous procedure was followed in 
the design and production of the PLC-4 
magazine, which is a completely new 
type of 16mm 400-foot magazine, 
inaugurating the use of man-made 
plastic materials. The magazine is 
made of high-impact glass-filled 
Lexan^ (an extremely rugged material 
used in the manufacture of hard hats 
and football helmets). This new 
material completely eliminates the 
problem of film-spotting caused by 
particles of magnesium adhering to the 

SMITH-VICTOR^ 
Model K72 

STUDIO KIT 
for broad even illumination 

The K72 is a deluxe professional kit 
for location, movie and TV illumina¬ 
tion with 2 broad 600 watt model 
740 units and scrims and 1 600 watt 
7 1 0 accent light with barn doors and 
3 8-foot SA48 stands, with conven¬ 
ient carrying case. 

MODEL K72 $416.00 (1,800 watts) 

MODEL K74 $530.00 (3,000 watts) 

Write for information on other Kits 

AT YOUR PROFESSIONAL DEALER 

SMITH-VICTOR CORF. 
Griffith, Indiana 46319 

MICROFILMED 

BACK ISSUES OF 
AMERICAN CINEMATOGRAPHER 

Sold only by complete issues 

1921 through 1967 available 

UNIVERSITY 
MICROFILMS 

EDITORIAL SERVICES 
300 N. ZEEB RD. 

ANN ARBOR, MICHIGAN 48106 
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ZOOM LENS 
REPAIRS 

ANGENIEUX 
And other line lenses 

SUCH AS CANON, ZEISS 
SCHNEIDER AND 

PAN-CINOR 

WHY GAMBLE? 
THERE IS m SUBSTITUTE FOR EXPERIENCE. AND CEN¬ 

TURY PRECISION OPTICS HAS MORE ZOOM LENS REPAIR 

EXPERIENCE THAN ANY OTHER FIRM IN THE WORLD. OUR 

CUSTOMERS INCLUDE SUCH EXACTING CLIENTS AS 
CBS-TV, ABC-TV. NBC-TV. N.A.S.A., ETC. HUNDREDS OF 

FILM PRODUCERS. LARGE AND SMALL. MANY FROM 

FOREIGN COUNTRIES. HAVE SELECTED US TO REPAIR 

AND SERVICE THEIR ZOOM LENSES. SO ... . WHY GAMBLE> 
  AT CENTURY EVERY LENS JOB IS HANDLED BY 

EXPERTS. EFFICIENTLY AND PROMPTLY. OUR PRICES ARE 

OFTEN LOWER THAN LESS EFFICIENT GENERAL REPAIR 

FIRMS. WE OFFER EMERGENCY REPAIR SERVICE IN AS 

LITTLE AS 8 HOURS! SEND YOUR ZOOM LENSES TO US 

FOR SERVICE OR REPAIR TODAY. FREE ESTIMATES. IN¬ 

QUIRIES WELCOME. 

Precision Cine/Optics 

10661 8UR8ASK BLVD. SORT* HOLLYWOOD. CALIFORNIA 91601 :213! 766-3715 

CRAMER (fauiciuotu 
/tutMuitic FILM PROCESSOR 

THEY SPEAK FOR THEMSELVES — 

"I would like to thank you tor making a fine piece of 
machinery. Our MARK VII has been working great! We 
run an average of 200 feet of color film a day ... and 
every inch of it has been perfect . . . and the price, about 
1.53* per foot ... it is nice to know that the "Cramer" 
has paid for itself in the first year of operation in the 
money it saved in chemicals alone." 

Rick Dunn, KTVQ-2, Billings, Montana 

H.G. CRAMER CO. 
ROUTE 3, BOX 24A 

SARASOTA, FLORIDA 33580 
TELEPHONE: 813/355-4470 

film emulsion and then reacting in the 
developing bath. The PLC-4 is a 
compartment-type magazine, permit¬ 
ting the use of either 200 or 400-foot 
darkroom cores or daylight-load 
spools. It utilizes hinged doors which 
provide quick access for loading and 
unloading, a great advantage in news- 
film/documentary filming. 

The cover and the doors are made 
by a process of plastic injection mold¬ 
ing utilizing a high-precision steel die. 
A series of subassemblies and internal 
components are efficiently mass- 
produced on Cinema Products’ prem¬ 
ises. These sophisticated production 
techniques make it possible to pass on 
the savings in costs to the user by 
keeping the price of the new magazine 
reasonably low. 

The main concern in the manu¬ 
facturing process of every camera is, of 
course, precision and reliability. Every 
part, every circuit board, every modu¬ 
lar component and subassembly, and 
every finished product — all are sub¬ 
jected to the most rigorous quality- 
control inspection and testing 
procedures. Cinema Products’ 
cameras are always assembled in their 
final stages in the “silent room,” 
immediately adjacent to the sound-test 
room. 

THE USE OF ADVANCED 
ELECTRONICS 

Since Cinema Products claims to 
make greater utilization of advanced 
electronics than any other motion 
picture camera manufacturing com¬ 
pany, it was interesting to have a long 
discussion with Bob Auguste, Cinema 
Products’ chief engineer. Prior to his 
joining Cinema Products, Auguste was 
chief electronics engineer with Cine¬ 
rama Camera Corporation and Mitch¬ 
ell Camera. He is considered a most 
brilliant electronics engineer in the field 
of designing motor servo-controls, 
power supply regulation, and amplifier 
design. 

In talking to Bob Auguste, I found out 
that Cinema Products’ micro-circuit de¬ 
signs incorporate the latest hybridiza¬ 
tion techniques in advanced micro¬ 
electronics. The use of hybrids permits 
the addition of several miniaturized 
components (which would normally be 
on the circuit board itself) into one 
basic 3/4” x 7/16” little black box which 
contains several integrated circuits. 
This means that large portions of the 
board can be tightly packaged within 
each hybrid in an inert gas atmosphere 
and, as a result, there is great increase 
of reliability over a wide temperature 
range, preventing the formation of ice 
and moisture on the delicate circuit. 
The result is very high reliability, 

The 
Sound 
Engineer’s 
Best 
Friend... 

The R106UV 

RELIABLE 

Complete line of magnetic film recorders, 
projectors and interlock systems. Availa¬ 
ble in 16mm, 35mm, 16/35mm, 17.5/35mm 
and Super 8mm. 

WEST: Alan Gordon Enterprises. Inc.. Hollywood 

MID-WEST: Victor Duncan. Inc.. Detroit. Chicago. Dallas 

EAST: The Camera Mart. Inc.. N.Y.C. 

Braun Electric Canada. Ltd- 

Mulfl -TRAck MAQNETicS.iNC. 
ONE RUCKMAN ROAD. CLOSTER. NEW JERSEY 07624.201-768-5037 
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saea GaMaaa 
HseRvice 
ECLAIR AND ARRIFLEX 

Motors, Lenses, Etc. 

FACTORY TRAINED BY ECLAIR 

C2131 469-1551 
6572 Santa Monica Blvd. 
Hollywood, Calif. 9CJ03B 

SeaSysfems 
UNDERWATER CINEMATOGRAPHY 
ARRIFLEX - VIDIEO - NIKON 

415-531-0493 

2220 PELHAM PLACE, OAKLAND. CALIFORNIA 94611 

R-2 Reflex Auto- 

COLLIMATOR 
Focus Testing Equipment is made by 

RICHTER CINE EQUIPMENT, ESSEX, N.Y. 12936 
for people who care about image quality. 

Cost? Less than one good lens or 
one out-of-focus scene. 

DXBERRY 
Division of Richmark Com 

Tel. [212] 585-0730 
Cable OXBERRY, N.Y. 
516 TIMPSON PL., BRONX, N.Y. 10455 

OPTICAL 
PRINTERS 

LIQUID GATE 

ANIMATION 
& FILMSTRIP 
EQUIPMENT 

FEATURE & DOCUMENTARY LOCATIONS 

FLORIDA, GEORGIA. TEXAS 
& SO.EAST.SO. WEST,M ID WEST 

JOHN O. EVANS 
DIRECTOR OF PHOTOGRAPHY, IATSE 

219 Drake Ave., rfuntsville, Ala. 35801 (205)7883-0875 
•FULL CREW AVAILABLE 

SPECIDLTIES EDITOR I 
IMPROVED FOR 75 
Modular electronics 
Heavier duty clutch 

3 magnetic tracks 
plus picture track 
at sync sound speed 

SPECIHLTIES 
3429 Encina DriveftD 

(702) 451-5290 Las Vegas, Nevada 89121 

NEW magnetic sound reader 
Completely self contained Mm :k 

Sound head, Amplifier, Speaker 
All in the same cabinet. 

Complete price $99.50 
Write for illustrated literature 
SATELLITE FILM, INC. |jpj/ 1 

P.O. Box 650512 
Miami, Fla. 33165 

-;r 

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 

compared with the old wire-and- 
soldering type of circuitry. 

One of the by-products of micro¬ 
circuitry is that the COS/MOS 
integrated circuits consume about 
1,000 times less power than other types 
of integrated circuits. This is very 
significant for the filmmaker because 
he can shoot much more footage 
before requiring the recharging of 
batteries. 

An Improved motor for the (Eng¬ 
lish-made Eclair ACL camera. 

The standard ACL motor was consi¬ 
dered to be under-powered to drive the 
400-foot magazine of the Eclair 
camera. The problem was due 
basically to the use of previous circuit 
technology. With Cinema Products’ new 
electronic design, a sufficient amount 
of power was saved in the control cir¬ 
cuitry to make possible heightened 
performance with increased efficiency. 
The new circuitry permits the old motor 
to drive the 400-foot magazine, in 
addition to providing variable speeds, 
with power to spare. 

This type of advanced electronics 
and reliable and efficient micro-cir¬ 
cuitry is incorporated into all cameras 
manufactured by Cinema Products. 

NEW PRODUCTS 

During my visit to Cinema Products, I 
talked to Milt Forman, who is the 
company’s Consultant and a member 
of its Board of Directors. During my 
subsequent discussions with Forman, 
John Jurgens and Ed DiGiulio, they 
gave me a verbal preview of some of 
their plans for the new products 
currently in development at Cinema 
Products. 

The most exciting project currently in 
development involves the new GSMO 
cameras — reflex and non-reflex 
16mm double-system sound cameras 
which are compact, extremely quiet, 
and feature 100-foot coaxial, snap-on, 
quick-change magazines, crystal-con¬ 
trolled sync and variable speeds. The 
GSMO design incorporates all the 
latest technology of miniaturization of 
electronic components and integrated 
micro-circuitry. The GSMOs will be low 
in cost and unbeatable for rugged 
reliability and simplicity — the space 
age replacement for the legendary 
Filmo. 

I could get no further details on these 
cameras at this time, and Ed DiGiulio 
swore me to secrecy when he showed 
me the drawings and the subassem¬ 
blies which have already been tested. 
But he did promise that American 
Cinematographer would be the first to 
have all the information when the 
camera is introduced officially. 

ItOP CINE SERVICE Z 
MECHANICAL & OPTICAL* 

ENGINEERING • MODIFICATION • 
CUSTOM MANUFACTURING * 
NATIONAL CINE EQUIPMENT, INC. 

4140 Austin Blvd., Island Park, N.Y. 11558 £ 

MORTREAD 
Writer-Director 

Film Scripts Since 1940 

334 Park Ave., Apt. A 5045 Camden Ave. 

E. Hartford, Conn.06108 San Jose, CA 9517 

(203) 289-3998 (408) 266-7685 

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 

The world's most complete 
catalog of photography and 
cinematography books. . . . 
Where you can browse and 
buy without ever leaving 
home. Send $1, which will 
beapplied toyourfirst order. 

LAUREL PHOTOGRAPHIC BOOK INC. Dept C 
P.O. Box 956, Melville, N.Y. 11746 

(Zine-SL 
% 

ave 

Inner Space Systems 
Has put More 
Different Kinds 
of Motion Picture 
Cameras Under 
Crystal Control 
Than any 
Manufacturer in 
the World. 
(ISS also makes the 
only complete 
sync system) ^ 

Write for brochure 

Inner Space Systems 
102 W. Nelson St., W.A.S.T.E. 

Deerfield, Wisconsin 53531 
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When you say one lab processes your film "better" 
than another, you're really saying that somebody isn't 
doing their job, because in the lab business there is 
only one way to process, edit, conform, print, transfer,mix, 

or post flash — the rigM way. At CRT FILM LAB, your 
job is aone the rigjrt way the first time which means 
we have the time to concentrate on service. on the 
personal touch. When you call or stop by CRT, you 
talk to the people who actually handle your job. We 
deal with people, their projects, and their problems. 

i Our staff is composed of lab professionals - but 
we've also spent our share of hours behind the cameras 

so we can speak your language. 
If service and quality are what you're looking for 

in a 16mm lab, write or call for your copy of our new 

catalog/price list. 

- phone- 

919/688-7265 

CRT FILM LAB 
639 WELLONS VILLAGE 

DURHAM, NC 27703 

BLOW-UP 
HIGH QUALITY 

35MM NEGATIVES 
FROM YOUR 16MM ORIGINALS 

Stock Shots Enlarged to Match-in with 
your 35mm Negative 

Complete Pictures Transferred to 35mm 

Call—Adrian at (2131 463-3178 

CINESERVICE, INC. 
1459 North Seward Street 

Hollywood, California 90028 

CENTRAL FLORIDA 
. . . and everywhere 

director/cinematographer 

RODNEY E.CAVIN 
(305) 339-8326 P.O. Box 507 
Altamonte Springs Florida 32701 

BOLEX ACCESSORIES 
24-Frame Sync. Camera motor—115V 
Var. Speed Battery Camera motor—24V 
400-ft. Magazine w/400' counter in camera 
Intervaltimer—Range IVz sec. to 36 min 
Animation motor for new single-frame shaft 

Write Jor Bohx Accessory Catalog 
STEVENS ENGINEERING CO. 

P.O. BOX 1605, 
NEWPORT BEACH, CA 92663 

»5=CAN ADA 
CAR SEIM 

W. CAR SEN CO. LTD 
31 SCARSDALE ROAD • DON MILLS 
ONTARIO • CANADA • M3B 2R2 

EDITING CONSOLES 

2pictupe, 3sajnd 
modestly priced 

Twenty-Fourth Frame 
, p.oibcix539.ttec*;abLrg.va. 

QUALITY 16mm PRINTS 
1 OUR SPECIALTY i 

Satisfied customers coast to coast 

3&W • Kodachrome • Ektachrome 
Color Interneg • Positive 

1923 N.W. Kearney St ^ 
Portland. Oregon 97209 
(503) 224 3835 TEKNIFILM. INC. 

Still under wraps is the new 
“STEADICAM” system — a unique self- 
stabilizing camera system that is being 
developed for 16mm and 35mm motion 
picture cameras, as well as video cam¬ 
eras. The most important aspect of this 
system is that it will permit the most 
stable and highest-quality recorded 
image. And Cinema Products’ team of 
engineers and designers are betting 
that the new system will revolutionize 
the way films are shot. 

It is projected that the “STEADI¬ 
CAM” system will release the motion 
picture camera from the constraints of 
studio dollies and tripods and all sorts 
of mounts, opening to the cinematog¬ 
rapher new vistas of creative expres¬ 
sion. Having become by now well aware 
of the company’s excellent track rec¬ 
ord in regard to new products, I am 
looking forward to finding out more 
about the “STEADICAM” system. All I 
can testify to is that test clips of film 
shot with the system drew absolute 
raves from A.S.C. members and other 
cinematographers who attended Cine¬ 
ma Products’ party last December and 
the A.S.C. meeting in Hollywood in 
February of this year. 

UNUSUAL MARKETING OF 
PRODUCTS 

During my years in the motion 
picture industry, I have often observed 
companies which, despite turning out 
excellent products, still failed to 
achieve financial success. In this re¬ 
spect, Cinema Products exudes health, 
and this made me most curious to find 
out how it markets its equipment. 

What I discovered was quite unique. 
In my discussions with Abbott Sydney, 
Cinema Products National Sales 
Manager (who was previously a Vice 
President of the Arriflex Company of 
America), I found out that instead of 
trying to build sales volume by an 
indiscriminate proliferation of dealers 
all over the United States and the 
world, Cinema Products followed a 
cautious but more reliable marketing 
program. 

Sydney told me that they sold the 
35mm equipment directly to studios, 
guaranteeing full factory-backup and 
service, and only to the most reliable 
and largest rental houses and profes¬ 
sional dealers who had the technical 
capability and know-how to support the 
35mm equipment. 

Basically the same type of policy was 
followed with respect to the 16mm 
equipment. Instead of indiscriminately 
setting up hundreds of dealers and 
constantly worrying about how well 
they can service the users, Cinema 
Products started out originally by 
selecting only three top professional 

Quartz, halogen or incandescent—studio, 
projection, telecine, theater or A/V—we 
serve the professional! If it's made by 
GE or Sylvania, we’ve got it in stock, for 
immediate shipment. 

For every bulb, the matching socket. 
Free! 108-pg. stage/tv lighting Handbook. 

Nationwide service for over 25 years. 
Same-day shipment anywhere in US. 

Rush delivery in Manhattan. 

(212) JUdson 6-1620 

BARBIZON ELECTRIC 
426 W. 55, NYC 10019 

HOLLYWOOD’S OLDEST 

FILM SCHOOL 
NOW ACCEPTING ENROLLMENTS 

FOR OUR NEXT 

MOTION PICTURE COURSE 
CAMERAS • SOUND RECORDING 
LIGHTING • EDITING • EFFECTS 
COMPOSITION • SCRIPTING • ETC. 

Two Week Courses— Evening Classes 

ID^ixnxrY ROUZER, 
STUDIO 

7022 Melrose Avenue, Hollywood, California 90038 
Request Brochure HC (213) 936-2494 

For Professional Equipment in 

PHILADELPHIA, 
O. H. HIRT, INC. 

39 N. 11th St. • Phila, Pa 19107 
(215) 923-0650 

Super Deluxe 
Gold Lined Labels 

Only $2.00 

500 GOLD LINED 
RETURN ADDRESS LABELS 

Quick and easy way to put your Name 
and Return address on letters, books, 
records, etc. Any Name, Address and 
Zip Code up to 4 lines beautifully 
printed with large Gold Strip. 500 
labels only $2.00. 

Dublin Valley Press. 11683 Betlen Drive, 
Dublin, Calif. 94566. 

■ ID 

IFL 
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fliB. 
^schulke 

undemwer 
in association 
with Bl-ac1< Star 
Productions,Inc. 
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 

Covering FLORIDA 
like the SUNSHINE— 

COMPLETE RENTAL SERVICE 

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

Phone(305) 851-2780 5 

NOBODY makes BETTER 16mm 

COLOR POSITIVE PRINTS 
- than TEKNIFILM! 

• Small enough to give you 
PERSONAL ATTENTION 

• Large enough to meet your 

Q TEKNIFILM, INC. 
1923 N.W. Kearney • Portland, Oregon 97209, 

Telephone 503/224-3835 

TRY US ON YOUR NEXT PRINT ORDER 

Complete 16mm & 35mm color & b&w 
processing and printing. Eastman COL¬ 
OR Ektachrome processing. Magnetic 
sound striping for 16mm-8mm and 

Super 8 mm. 
V acuumate 

QUEBEC 1085 St. Alexander St., Montreal, Quebec 
FILM LABS Telephone (514) 861 5483 

CANADA’S LARGEST 

LAB AND SOUND 
FULL SERVICE 

ORGANIZATION 

MONTREAL TORONTO 
2000 Northcliffe Ave 9 Brockhouse Road 
Montreal, Que H4A 3K5 Toronto, Ont M8W 2W8 
Tel (514) 484-1186 Tel (416) 259-7811 

*A DIVISION OF ASTRAL BELLEVUE RATHE LTD./LTEE 

m/r/ ra/ 
±JIUI / rU. 

Universal Synchronizing Unit crystal 
syncs any 8, 16 or 35MM camera, 
interlocks any projector with any record¬ 
er. Use this $300 Unit to build interlock 
mixing systems with your recording 
equipment! Write for brochure. Digital 
Film Equipment, 1205 West Drew, 
Houston, Tex. 77006. 713-528 5090 

dealers in the United States for the CP- 
16 line. But these dealers were fully 
capable of supporting the equipment in 
terms of maintenance and any other 
service problem that could possibly 
develop. Cinema Products now has 
only a select group of about 19 CP-16 
dealers in the United States. Sydney 
advises me, though, that once the new 
GSMO cameras are introduced, it may 
become necessary to expand the 
dealer program. 

Most important, as part of this 
marketing and distribution program, 
Cinema Products insists on contin¬ 
uous feedback from the users (of both 
the 35mm and 16mm equipment) as to 
their experiences with the equipment, 
so that Cinema Products’ design engi¬ 
neers can continue to improve and per¬ 
fect the equipment based on actual 
experience. 

One of the most interesting 
discussions I had during my visit was 
with Peter Waldeck, overall marketing 
manager of Cinema Products and Vice 
President of CPD International, Inc. 
(which is Cinema Products’ export 
marketing arm). Waldeck, who was 
formerly Vice President in charge of 
sales at Bach-Auricon, is a multi¬ 
linguist par excellence. Waldeck 
informed me that, during 1974, Cine¬ 
ma Products was able to realize in 
excess of 25% of its gross sales 
abroad. From previous experience, I do 
know that most new companies find it 
very difficult to develop international 
markets. 

In the course of our discussion, I 
found out that they followed the same 
principles involved in their domestic 
sales policy, of selling only to those 
companies that were qualified to 
support the equipment fully. And Wal¬ 
deck told me that he was traveling out¬ 
side the United States about nine 
months of the year, supervising the 
quality of maintenance service and 
getting feedback from users all the way 
down the line. Waldeck pointed out that 
Cinema Products has already 
penetrated the following markets: 
South Africa, the Philippines, Japan, 
Southeast Asia, South America, 
Canada, England, India, Austra' , 
Turkey, the USSR and the Arab coun¬ 
tries. The CP-16R reflex is also making 
inroads into the European market — 
until now exclusive Arriflex and Eclair 
territory. 

“EDUCATIONAL” MARKETING 

Fundamental to the philosophy of the 
company is the role it plays in dis¬ 
seminating educational and relevant 
information to the equipment users in 
the industry. Aside from attending 
major technical conferences and trade 

Combination Cine-Mini 
8/16 and Super 8 Printers 

Prices start — $2295.00 

BI-CEA 
P.O. Box2131 

Canoga Park, CA 91306 
Distributors 

West East 
Alan Gordon Ent. Cinecra/t Int. 
1430 No. Cahuenga Blvd. 11 Cesar PI. 
Hollywood. CA 90028 Moonachle, N.J. 07074 

CANADA 
Exclusive Distributors in Canada for: 

ARRIFLEX Motion Picture Equipment 
NAGRA Tape Recorders 
IANIRO Lighting Equipment. 

Write for price lists and brochures. 
BRAUN ELECTRIC CANADA Ltd. 

3269 American Drive (416)677-3243 
Mississauga, Ontario, Canada l_4V 1B9 

PROFESSIONAL 
UNDERWATER 
PHOTOGRAPHY 

(415) 841-0555 

Al CJiddings Enterprise 
6853 Buckingham Blvd,, Berkeley, CA 94705 

#^SEA 
W FILMS 

GRATTAN 
PRODUCTIONS 

SHOOTinG m Contact Jim Grattan for 
top equipped crews. Single 
and double system. 

unnon? 
1440 St. Catherine Street, West 
Suite 507. Montreal 107, P. Q. Canada. 
(514) 878-9638 

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 

Q world” 
RC Mark of Quality 

MOTION PICTURE EQUIPMENT 
CORPORATION 

MCALISTER CAMERA DOLLY 

HOLLYWOOD SCENE DOCK 
GRIP EQUIPMENT 
5428 SATSUMA AVE. 

NO. HOLLYWOOD, CAL. 91601 
(213) 766-4397 

606 AMERICAN CINEMATOGRAPHER, MAY 1975 



Let the PRO’S tell you How to Buy a 
16mm Sound Projector. 

FREE 
We will send you the article which appeared in 
FILMAKERS NEWSLETTER on Buying a “Used Pro¬ 
jector.” 

HECHT— Box 443—Ellonvlllo, N.Y. 12428 

Greatest Filming Kit Ever! 

MASCELLI’S 
CINE WORKBOOK 

Incredible Value! ONLY $20! 
Write for descriptive brochure 

Calif, add 6% tax. Foreign add $1 ea. No COD’s! 

Cine/Gratic • Box 430 
Hollywood, California 90028 

WE8THEIIVIER Comply 

MUM optical* insert* 

Joseph ff'estheimer. A.S.C. 

TITLES, TRAILERS, INSERTS AND OPTICAL EFFECTS 

FOR MOTION PICTURES AND TELEVISION 
HO 6-8271 

736 Seward St., Hollywood, Calif. 9003$ 

All. u.%. P*T 

PRODUCTION MUSIC 
Complete 139 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 16 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 

shows in the United States and abroad, 
Cinema Products also conducts many 
demonstrations and instructional 
sessions at IATSE cameramen’s union 
locals and regional branches of the 
SMPTE, as well as in-plant main¬ 
tenance training workshop/seminars 
for field cameramen and camera main¬ 
tenance technicians. 

The company’s industry-oriented 
publication, CINEMA PERSPECTIVES, 
deals with broad industry matters, such 
as crystal technology, trends in news- 
film use, as well as application stories 
relating to 16mm documentary and 
studio-type filming and 35mm feature 
production. Free copies of the full-color 
publication are available on request. 

CORPORATE PLANNING 

My discussions with Ed DiGiulio and 
Milt Forman included an element which 
usually constitutes a major problem in 
relation to the growth of any company 
— its corporate planning and fi¬ 
nancing. 

I had seen evidence of the massive 
investment this young company had 
made in the most technologically ad¬ 
vanced production equipment — rang¬ 
ing from the giant numerically- 
controlled tape-milling machines to the 
sophisticated diagnostic equipment 
involved in testing for environmental 
stress, camera movement, sound level, 
etc. 

I realized that behind all this there 
must certainly have been more than 
just ad hoc designing and planning, 
and when I put this question to Ed Di¬ 
Giulio and Milt Forman they both 
smiled. 

“You went through the plant and saw 
the type of modern planning and 
programming that we do in the design 
of our products,” I was told. “You saw 
how we prototype each product and 
make our cost-control analysis. In 
planning the growth of the company, 
we can have no less respect for prob¬ 
lems encountered in the areas of 
personnel, finances, space, etc. And 
so, as we start each year, we do the 
same kind of financial ‘rough drafting’, 
the same kind of revisions. We try to 
make provision for advance financing 
about nine months before we actually 
have the requirement.” 

As I left Cinema Products, I thought 
about the lessons I had learned during 
the course of visiting and studying this 
and the other successful companies 
that serve today’s filmmakers. Suc¬ 
cess in this very special area does not 
come by chance. It results from a 
combination of hard work, good think¬ 
ing, realistic projections, and — most 
important of all — creative sensitivity to 
the needs of the film industry. ■ 

AUTOMATIC DAYLIGHT PROCESSOR 
• Processes up to 200 Ft. 
• Super 8 to 105mm 
• Movie—X-Ray • Microfilm 
• Motor Driven—Portable 
• Film Dryers Available 
• Guaranteed 
Write for Free Literature 
OUR 28th YEAR 
Micro Record Corp. 

487-14 South Ave., Beacon, N.Y. 12508 

WE WILL BEAT 

ANY QUOTE ON 
LIGHTING EQUIPMENT 

RENTALS 
EAST OF THE MISSISSIPPI 

MPA 

221 CATALPA PL. 

PITTSBURGH, PA. 15228 

412/343-5043 

24 HOURS A DAY—7 DA YS 

FILMING FACILITIES 

ASIAN FILMS 
72 JANPATH.N.DELHI-1 
Cable : Moviphoto, 
New Delhi (India); 
Telephone: 44040 

FOR THE FINEST 
REFLEX BMC 

SEE CSC 

FilmLab 
SERVICE. IISC. 

FULL SERVICE 16MM LABORATORY 
IIUTCPMCr.4T.V/C 

IMMl 
• 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 

IN SAN FRANCISCO 
and Northern California 

CP-16 HEADQUARTERS 

new 16mm production 

The CP-16 Single Sys¬ 
tem/Double System 
16mm camera has be¬ 
come THE TV news 
c a mera. • SALES 
GSA-authorized. We’ll 
come to you • SERV¬ 
ICE 24-hour service 
available • RENTALS 
Send for our catalog of 

rentals 

ADOLPH CASSER, INC. 
Visit our new store NOW at: 
181 Second St. (at Mission) 

San Francisco, Calif. 94105 (415) 495-3852 
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BUY-SELL-SWAP HERE 
STUDIO PRODUCTION EQUIP. STUDIO PRODUCTION EQUIP. STUDIO PRODUCTION EQUIP. 

BEALA motor almost new. Debugged by 
Beauvealla himself. Absolutely reliable, 
$1200. BRILLIG PRODUCTIONS, 57 West 
56th St., NY (212) 541-6161. 

REFLEX Conversion — Pro-600. Fine condi¬ 
tion, V.A. Opt. sound, NR-40 amplifier, 
Auricon E-6 mike/cables, 400 & 1200 ft. 
Mitchell mags., “C” mount turret, misc., 
accessories, $1995. (408) 269-1284. 

ANGENIEUX 5.9mm CP16R mount, $700. 
Two CP16 new battery packs, $125. Cine-60 
30 volt belt, $200. Frezzolini 100D AC 
inverter, $150. Bell and Howell 70DR, 10mm 
and 25mm f0.95 Angenieux lenses, $600. 
NPR rain cover, $25. Everything excellent 
condition. LIGHTHILL, (415) 626-5596. 

BERTHIOT Cinor 17-70 w/finder f2.4 $285. 
25-100 f3.4 $295. Lytar 25mm fl.8, $35. 
Wollensak “C” Raptar 25mm fl.9, $45. 
Elgeet “C” 13mm fl.5, $75. Navitar 12mm 
fl.2 $95. 75mm fl.9, $60. Cine-tel 75mm 
f2.9, $40. Elgeet “D" for 8mm. IV2 inch f3.5, 
$5. Assorted Kodak "S” mount lenses. Polaris 
“C” 20-80 f2.5 $250. THOMCO 2846 NW 59, 
Oklahoma City, OK 73112 (405) 848-4868. 

16mm raw stock, ridiculously low prices, 
outdated but tested quality (408) 867-6173, 
(408) 379-5603. 

UHER 4400 stereo recorder, like new, $390. 
Call (212) 472-1175. 

MOVIOLA, 16mm UL-20-S, large screen with 
three sound heads, manual search, reel arms, 
Mint. $3500. (314) 721-1308. 

NAGRA 4 crystal sync, headset. Hardly used. 
Includes three Sennheiser mikes, KAT 15, 
cables, etc., $2,300. Evenings UNI-7030. 
NYC. 

ECLAIR ACL 400’ MAGAZINE, DEMO, 
$1395. IDI, 811 N.W. Ill St., (305) 
751-1818. 

SUPER/Standard 16 Eclair NPR (2 years old), 
2 magazines, case, 9.5-95mm Angenieux lens, 
Henen control, Beale crystal sync and variable 
motor, Ronford fluid 7 tripod and legs. 
Miscellaneous accessories. What offers? 
Phone: Belmont 265 (HEREFORDSHIRE, 
ENGLAND). 

$2 MILLION in used film-recording-broadcast 
equipment. Send $1, refundable, to EQUIP¬ 
MENT LOCATOR, P.O. Box 99569, San 
Francisco, CA 94109. 

SMALL studio closed. Equipment available at 
bargain prices. Write for list. MARDON, P.O. 
Box 2345, Sarasota, FL 33578. 

TANDBERG 11-P Sync recorder system, 11-P 
recorder, carrying case, earphones, Ni-cad 
batteries, studio synchronizer 3, power supply 
and battery charger unit, all cables, instruc¬ 
tions, service manuals. Optional sync cable to 
Bolex available. Same system with slightly 
different Arrivox Tandberg recorder retails 
over $2200. This rarely used outfit, guaran¬ 
teed A-l condition, $1800 or best offer. 
Complete Auricon Pro-600 special system 
being considered for sale, A-l condition: 
camera with 2 400’ mags. TVT shutter, 
built-in sync pulse, many extras, with 12-120 
Ang. zoom, reflex finder, filters, cases, tripod, 
Filmagnetic single system, 200’ optical re¬ 
corder, built-in optical single system, both 
Modulite S galvo, portable NR optical amp, 
DC-AC portable converter. Will discuss by 
mail. BILL MCILHANY, 416 Vista Trucha, 
Newport Beach, CA 92660. (714) 640-6392 
or 644-2191 to leave message. 

ARRI-35mm, two complete cameras; mod. 
2C and 2C high speed, 12 mags., 5 motors, 12 
lenses, 9.8mm to 75mm, 35-140 zoom, 
25-250 zoom. Two new Mod. 100 O’Connor 
heads, w/ball levelers, 4 tripods, filters, cases, 
plus more. All like new, a cameraman’s 
equipment used on one feature only, mechan¬ 
ically perfect, guaranteed. Fairly priced (213) 
990-7343. 

ARRI 35BL for sale — five Zeiss f/2 lenses 
(16mm, 24mm, 32mm, 50mm, 85mm) 
barney, battery, 2 power cables, #85 filter, 
1:1.85 groundglass. Mint condition. AFER, 
1848 Briarwood Rd. NE, Atlanta, GA 30329 
(404) 633-4101. 

35 ARRI BLIMP PACKAGE WITH MOTOR 
ZOOM, 25-250 LENS, CP CRYSTAL 
MOTOR, 2-400’ MAGS., CASE, $7900. IDI, 
811 NW 111 ST. MIAMI, FL 33168 (305) 
751-1818. 

SURPLUS STUDIO EQUIPMENT SALE. A 
complete re-recording and editing facility, 
consisting of 35mm and 16mm interlock 
equipment. Complete to the last detail. All 
RCA and Westrex components. Inventory far 
too much to list here. Send for our complete 
inventory list. WARREN SOUND STUDIOS, 
35 N.E. 62nd St., Miami, FL 33138 (305) 
754-9539. 

MOVIOLA M-50 16mm viewer with sound 
head for double system $200. Uher 1000 
recorder/oscilator/cables, $500. Bolex splicer, 
$50. Nikon Ftn w/50mm lens $300. Bauer P6 
Marc 300 projector, $600. All excellent — 
inspection offered. STOUFFER PRODUC¬ 
TIONS, P.O. Box 15057, Aspen, CO 81611 
(303) 925-5536. 

BOLEX-16 Pro with two 400’ magazines, 
motorized 12/120 Angenieux zoom lens with 
Pro-mount, 8mm lens with Pro-mount, three 
batt., two power cables, remote cable, 24 FPS 
crystal pilot retro, shoulder pod w/batt., 
holder, case. Excellent condition — must sell 
— make reasonable offer. (904) 237-2129. 

ARRI FLEX BL, new condition. Owner retir¬ 
ing. New, sharp 10 to 100mm Zeiss, two 
magazines, barney, case, speed control, two 
cables and batteries, matte box, ARRI body 
brace, many filters, $7500. Never used for 
rental or news. STANYAN, 1907 Buchanan 
Street, San Francisco, CA 94115 (415) 
567-2337. 

16mm or 35mm sprocketed magnetic film 
transports with or without electronics. GENE 
SIVE, 213 N. Broadway, Santa Ana, CA 
92701 (714) 547-8590. 

ARRI — S, 16-25-50 Schneider lenses, matte 
box, VS motor, battery, case, 400’ mag & 
torque motor, accessories, $2895. HARPER 
(206) 223-5021.  

TWO ARRI FLEX 16M cameras, mint condi¬ 
tion, with lenses, magazines, carrying cases, 
tripods, time lapse. Editing equipment. Bell & 
Howell 16 J printer, DeBrie 16 : 4 x Super 8 
optical reduction printer. DeBrie 16mm step 
contact printer. 35/16mm B&W Treise devel¬ 
oping machine. VISUAL EDUCATION, INC., 
P.O. Box 6039, Santa Barbara, CA 93111. 

ANGENIEUX 25 to 250 zoom w/Arri mount. 
35mm Arriflex, three 400 mags, 28mm, 
50mm, 75mm. 35mm Mitchell high speed. 
16mm Mitchell blimp. 16mm Cine Special, 
two 200’ mags. Mole Richardson mic, boom. 
Fearless Dolly. 16mm Moviola, two sound 
heads, one picture. 16mm Moviola. 
35mm-16mm Bell & Howell pedal splicer. 
Nagra, model III, case. RCA mixing console, 
eight pos., rack of electronics, patch bay. 
Ampex 600 recorder, Ampex 620 speaker. 
Filmosound 202 w/sync motor. Bell & Howell 
400’ 16mm silent. Jayark Sup. 8mm. Kodak 
Supermatic 60 sound, sup. 8mm. Camescope 
French reel to reel Sup. 8mm. Bohn Benton 
Sup. 8mm. DuKane flip top, model 14A500. 
35mm Moviola. SONIC FILM RECORDING, 
INC., 1230 Washington Blvd., Chicago, IL 
60607. 

BEAULIEU R16 BPZ 16mm camera, Ange¬ 
nieux 12-120 lens, 2 batteries, charger, leather 
case, sunshades, 3 filters. Like new. $1600. P. 
B. STIDHAM, 689 Crestridge Drive, Grand 
Junction, CO 81501. (303) 242-8447. 

FOR SALE: 2- Arriflex 16SB—GS body with 
lens and accessories. This equipment is brand 
new and carries new camera warranty. Priced 
for immediate sale. Write or call PAUL B. 
ODOM, Jr., 7204 South Pennsylvania, Okla¬ 
homa City, OK 73159. (405) 685-5541. 

ECLAIR NPR Sound camera; 2 400’ maga¬ 
zines; 2 Angenieux 12-120 lenses; Pathe 
16ATBTL camera w/400 ft mag., matte box; 
2 16mm edge track magnetic film recorders; 
V4 inch Pilotone recorder; Kudelski resolver; 
sound reader; hot splicer; viewer; 3 & 4 gang 
synchronizers; Moviola rewinds; sound projec¬ 
tor; motorized screen; light meter; much 
more. $9500 or best offer. (213) 655-5287 or 
465-7146. 

16mm and 35mm Motion Picture Equipment: 
Good used cameras and projectors. Also many 
sound, editing, and lighting items. Send for 
free big list. VISTA, 354 W. 45th St., NY 
10036 (212) 375-0207.   

FREZZOLINI LW-16 with 2 batteries and 
trickle charger, 9.5-95 Angenieux lens with 
V30 viewfinder, side mounted amplifier 
(TOS-CA), 2-400’ Mitchell magnesium mags, 
filmagnetic recording head (MH-16), shoulder 
pod, carrying case. Less than 15,000 ft. of 
film run thru it, excellent condition, $9000 or 
offer. MOVING PICTURE CO., 910 3rd St., 
Oregon City, OR 97045. (503) 656-0730. 

EASTMAN reflex accessories, parts, repairs. 
NATIONAL CINE EQUIPMENT, Island Park, 
NY (516) 889-4600. 

CP-16, 16mm camera, 12 to 120 Angenieux 
lens, four magazines, three batteries, case and 
other accessories. Virtually new! (414) 
475-1110. 

CHAPMAN Crane $9700. Mitchell-Moy gear 
head, $2000. Mitchell BNCR outfit, $22,000. 
McAlister crab dolly with riser, $2750. Arri 
35 IIC outfit with 120S blimp, $7500. 40 
B-M lights 5K’s, $75 ea. 2K lights, $140 ea. 
Nagra stereo recorder, $3800. Scully repro¬ 
ducer, $1800. Mole-Richardson sound boom, 
$1800. VANGUARD LEASING CO., 6820 
Santa Monica Blvd., Los Angeles, (213) 
461-5437. 

SUPER Baltars, All focal lengths. NATIONAL 
CINE EQUIPMENT, Island Park, NY (516) 
889-4600. 

ECLAIR ACL Crystal 2-200 ft. mag, 2 Nicad 
batteries, charger, Halliburton cast, $5200. 
9.5-57 Angenieux zoom lens, $1000. Nagra 
SN with Sony 50 mike, $1300. Cody slate 
transmitter and receiver $350. Cody resolver 
for SN $350. Moviola recorder model 2216- 
EX-7, $2000. Moviola reproducer 2216-Ell 
with rack cabinet, $1200. Pro Jr. tripod with 
model F Miller head, $175. Due to owner’s 
health equipment used less than one hour or 
not at all. JOHN DEE (616) 429-3245 or 
(616) 927-4019 eve. 

MAURERMATIC single solution processor, 
16/35 and 35/70 NATIONAL CINE EQUIP¬ 
MENT, Island Park, NY (516) 889-4600. 

NAGRA SN, used twice, XTAL, four cords, 9 
reels of tape, less than year old, $1600. 
Leicaflex SL 50mm f2, $500. (617) 
738-4640. 

35mm Mitchell outfit-5 cases $1,000. 16mm 
B&H printer $1500. (609) 799-1382, N.J. 

RATES: Ads set in lightface type 40< per word. Minimum ad, $4.00 Text set in 
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STUDIO PRODUCTION EQUIP. 

ARRI-35 ll-C/T Techniscope, blimped zoom 
outfit, $9,995. Arri ll-C, 4-lenses, sync gen., 
2-mags, constant motor, blimp, $5,995. 
Auricon Conversion, 12-120 lens, complete 
sound newsreel outfit, $3,295. Bolex-EBM 
16-100 POE lens, loaded package, $2,995. 
Eclair — NPR, 12-120 lens, complete 
cable-sync outfit, $5,495. Fastax-16 Hispeed, 
50mm lens, 150-4000 fps $395. Hulcher-70, 
70mm sequence camera, 2-lenses, 70mm film 
processor, drying rack $2,995. Four gang 
16mm sync block, motor, 2-mag heads, amp, 
Moviola table viewer, $595. NCE or Miller 
Pro-fluid tripods, each $395. Arri-S offset 
finder, $350. Amega M-3 portable 400’ 16mm 
recorder, $1,150. Magnasync-602 16mm 
recorder, $1,495. Nagra IV-L, crystal, two 
preamps, QSLI, case $2,495. Nagra III, 
crystal, slate lite, Beyer phones, case $1,695. 
Stellavox SP-7 stereo/mono sync recorder, 
$1,995. Cramer 16mm B&W reversal 
processor, rebuilt $895. Jamieson 16mm 
ME-4 color processor $6,495. Nostalgia movie 
posters, sample package, our choice $50. 
COMQUIP, INC., 366 S. Maple Ave., Glen 
Rock, N.J. 07452. (201) 444-3800. 

MITCHELL 16 and 35 parts, accessories and 
repairs. NATIONAL CINE EQUIPMENT, 
Island Park, NY (516) 889-4600. 

FOR SALE: 2 DR Filmos. Personal cameras 
given care and overhaul. Your choice of fine 
lenses. One has motor and bracket. Selling 
one or both. Best offer. Call (203) 226-3250. 
Money back guarantee. 

CINE Equipment, miscellaneous motors and 
parts. 10 SSI50 Slo Syn AC motors, 72 RPM, 
150 in. oz. power with capacitor and resistor 
complete, $45 ea. 16mm Precision 2-gang 
synchronizer with sound-reader head and pre¬ 
amp ready to plug into any amplifier, with 
footage counter (resettable), may add more 
gangs, $160. Counters (mechanical) Veeder 
Root newest type plastic body as on the new 
Kems/Delrin intermittent 16/35 combination 
with 45 degree aluminum mount, $55. ea. 5 
available. GE 100 W. Nicad movie light, ex. 
condition only $30. HKS projector-viewer 
8-sided prism with base (large) to also hold 
above synchronizer, $125. (has 8-sided prism 
no dark-time). 10 Bodine AC/DC gearhead, 
variable speed motors already reverse wired/ 
foot pedal to make your own fast winding 
plate (with switch and instructions) $40. ea. 2 
Mitchell 70mm cameras with 5-1000’ mags 
and complete set carrying cases, four-position 
lens turret, counter etc. Offers considered. 
Info, upon request. Excellent condition. 
MOVIE MATE PRODUCTS, 2835 St. Paul 
St., Baltimore, MD (301) 243-8750. 

NAGRA IV-L, 2 QPM-200, QFM, QSLI, 
ATM, ALC, case $2675. MORRIS, BAILEY 
(815) 968-8844. 

ECLAIR NPR with Arri & “C” mount turret, 
400’ mag, 12-120 Angenieux, 12 vdc motor 
battery, charger, and case. (702) 739-7705. 

A large completely equipped studio being 
liquidated. Lighting, editing and camera 
equipment. 10 K’s to inkies, sky pans, cones 
and quartz lights. Cable. M.R. studio sound 
boom, $650. Fearless studio dolly, $300. 
Double head 35mm Moviola editing machine 
with splicing tables, editing boxes, rewinds, 
$2650. 35mm Arri (box only) $400. Worrel- 
head (like new), $1350. O’Connor 100, $400. 
O’Connor 50, $200. High hats. Director’s 
dream Insert Car, dual controls, aluminum 
boom & mounts, 17 ft. high to 6 inches off 
ground, 180 degree swing on Ford truck 
chassis, $7,500. Cost $20,000 to build. All or 
part. F. RUSSELL, 141 W. Boston Blvd., 
Detroit, Ml 48202 (313) 868-0873. 

TAX & DUTY-FREE. Are you looking for 
brand-new professional cine equipment from 
Europe? We will quote fob prices for all 
European equipment to be shipped to any 
country or for personal collection in Europe. 
CINTEC — FILMTECHNIK GMBH & CO, 1 
Berlin 31, Heilbronner Str. 1. 

AURICON Pro 600, magnetic head, super¬ 
sharp Angenieux 12-120 with AZO finder, 
2-600’ magazines, Frezzolini 100-D power 
supply, MA-11C amplifier, 2 cases. Immacu¬ 
late in every way. $3500 or best offer. 
BRUCE HARLAN, 52922 Camellia Drive, 
South Bend, IN (219) 283-7350 or (219) 
272-2904. 

STUDIO PRODUCTION EQUIP. 
ECLAIR ACL, Super 16 w/2 mags, battery, 
crystal motor, case, custom handgrip & 
shoulder brace. Used only 6 hours. Death in 
family, must sacrifice for $7,900. ($11,352 
new) Angenieux lenses for Super-16 also 
available. (213) 662-0527 eve. or weekends. 

CHECK our trade-in allowance on your old 
newsreel camera on the purchase of a new 
light weight. SKINNER STUDIOS, 345 Sutter 
St., San Francisco, CA (415) 986-5040. 

B&H “C” Printer with additive head $20,000. 
B&H 16mm printer with additive head, 
$21,000. B&H punch $2,500. Kodak 16/35 
MP Video Analyzer $20,000. Acme 35mm 
camera, $2,500. Acme 35mm matte projec¬ 
tor, $2,750. Custom-built 16mm animation 
stand. Animation stand with 35mm B&H 
camera. Acme pencil animation stand, 
$1,750. Reflexed pin registered 16mm anima¬ 
tion cameras from $1,500. 35mm pin regis¬ 
tered filmstrip & slide cameras from $3,000. 
35mm Moviola with large picture head, 
$1,250. UNIVERSITY SUPPLIERS, 225 W. 
Ohio St., Chicago, IL 60610, (312) 467-6457. 

20-120 Angenieux 200M, new, never used 
with Arri & BNC mount $7,750. (213) 
454-9903. 

BEAULIEU R16B with 12-120 Angenieux 
zoom, 200 ft. magazine, Halliburton case, 
electric handgrip, lOOOma battery, charger, 
misc. accessories. Like new. $2,200. NICK 
SHERBIN, P.O. Box 1969, Hollywood, CA 
90028 (213) 437-2614. 

BALTARS, Cook Speed Panchro Lens in 
Eyemo and Mitchell mounts. NATIONAL 
CINE EQUIPMENT, Island Park, NY (516) 
889-4600. 

ECLAIR ACL, 1-200’ magazine, battery, 
charger, Angenieux 9.5-57 fl.6 CA-1 mount. 
Used once. TORONTO, CANADA (416) 
278-4417 evenings. 

SUPER 8 headquarters for Northern Cali¬ 
fornia, Sales & Service SKINNER STUDIOS, 
345 Sutter St., San Francisco, CA (415) 
986-5040. 

MOVIOLA UK-20-S modified for Super 16 
with extra large screen sacrifice for $2,200 
($4,230 new) (213) 662-0527 eve. or week¬ 
ends. 

25-250 Angenieux zoom, excellent condition, 
$3,200 (213) 454-9903. 

BEAULIEU R16B, 12-120 Angenieux, two 
200' magazines, two 1000MA batteries, charg¬ 
er, Halliburton case, misc. accessories $2200. 
(616) 657-3360. 

BODINE 115 volt 60 HZ 1800 rpm sync 
motors for cameras and projectors. NATION¬ 
AL CINE EQUIPMENT, Island Park, NY 
(516) 889-4600. 

TREISE 35mm Soft Touch tired top tend¬ 
ency drive 200 fpm Eastman color positive 
film processor with sound applicator, 
$45,000. Artisian Hi-speed 46mm soft touch 
tired tendency drive for ME-4 and CRI, 
$35,000. Artisian Hi-speed 16/35mm East¬ 
man positive color sprocket drive, $25,000. 
Triese 16/35mm sprocket-drive Eastman color 
neg/pos machine, 80’ per min. w/silver track 
applicator, $40,000. Artisian Hi-speed, brand 
new custom 200’ per min. Eastman color 
35mm neg/pos machine, with silver track 
applicator, constructed with stainless steel & 
titanium. Pako 16mm series 215 color proc¬ 
essing machine for ME-4 & ECO-3 with silver 
track applicator. 75-100’ per min. $30,000. 
UNIVERSITY SUPPLIERS, 225 W. Ohio St., 
Chicago, IL 60610 (312) 467-6457. 

NEW B&H 70 DR with new 17-68 finder lens, 
$895. (516) 889-4602. 

Arri-S outfit, high speed (0-80 fps), special 
model includes: 3-400’ magazines, 2 torque 
motors, v/s motor, 12-120mm Angenieux 
zoom, sync pulse generator, cases, etc. 
$4,750. (213) 454-9903. 

DOUBLE SYSTEM PROJECTOR for Super- 
16. Modified B&H mag. sound proj. w/sync 
motor interlocked with Magnasync recorder. 
Sacrifice for $1,400 ($3,150 new) (213) 
662-0527 eve/wk end. 

STUDIO PRODUCTION EQUIP. 

ECLAIR ACL w/9.5 to 57mm lens $6500. 
Arriflex BL package, like new, $7500. Senn- 
heiser 815 rifles $315. SKINNER STUDIOS 
345 Sutter St., San Francisco, CA (415) 
986-5040. 

NEW (Almost!) 35 — 2C Package — 50% off. 
We can fully document that the following 
equipment was purchased new by a major 
corporation exclusively for in-house filming, 
has been used a composite total of less than 
two months, and is in mint condition. ARRI 
352CBGS w/case; 4-400’ magazines w/case; 
2-200’ Magazines; 25-250mm Angenieux 
w/case & cradle; 1.6x Multiplier; 25, 50, 
75mm Cooke lenses; 16mm Distagon lens; VS 
and CS motors; 2 belt batteries; periscope 
finder; sunshade; Hi-hat; NCE Model C tripod 
w/head and case; baby legs w/case, triangle; 
85N, N3, N6 sets in 4-V2, 3x3, 2x2, Ser. 6 & 7; 
1-4-Vz star for zoom; matte box, list $23,209. 
$12,500 Cash. Bob Darners LYNCH PRO¬ 
DUCTIONS, INC., 86 Terry Road, Smith- 
town, NY 11787, (516) 265-0404. 

MITCHELL 35 H.S. w/motor and mag., $785. 
Shoulder pods new, $48. Arri M w/motor, 
mag & case, $2,685. Automax 35mm, w/pin 
reg. single frame advance, $285. Akeley 35 
w/motor, $185. Cinerama H.S. 300 F.P.S. 
w/dbl pin reg., $785. Fastax 16mm. Mitchell 
16mm H.S. w/pin reg., 400 to 1200 cap. 5 to 
600 fps. Vought 16mm H.S. 16 to 200 fps, 
$285. Fastair 16mm H.S. 16 to 800 fps, 
$125. Arri S w/motor, $1850. Gun cameras, 
$4.95 to $19.95. Millikin motors, $100 8-200 
FPS. PROJECTORS: B&H Jan., $325. RCA 
400, $175. Graflex, $175. B&H 550, $300.— 
Arri 35x 480 mag., $148. Ampex 1” color 
VTR, $3800. Sony 1” color VTR, $1500. 
Photosonics 16mm HS w/power supply, 
$185. PRINTERS: B&H mod C 35mm. B&H 
“J” 16mm, $2500. B&H D 35mm, $2500. 
B&H S-8, $4800. Depue 16 to 35, 35 to 16, 
16 to 16, and 35 to 35, $2800. B&H model C, 
70mm, $7000 — Slitter 16 to 8 $1000. 
Millikin HS 16mm cameras, $485. Kodak 16 
& 35 Video analyzer. Unicorn 35mm tape 
splicer. INDUSTRIAL PHOTOGRAPHIC 
EQUIPMENT COMPANY, 1032 No. Orange 
Dr., Hollywood, CA 90038 (213) 462-1297. 

MOVIOLA M-77 6 plate, -M-85 4 plate, & 
M-84 2 plate horizontal editing machines are 
available for immediate rental. Daily, Weekly 
or Monthly. Please inquire about our fantastic 
rental towards purchase plans. Financing 
plans are available. Less expensive than rent¬ 
ing, and you own the equipment in one or 
two years. For detailed information or to 
place an order call or write: Stuart Mann or 
Ted Powers. LAUMIC CO., INC., 35 West 
45th St., New York, NY 10036 (212) 
586-7666. 

NAGRAS for rent. Nagra IV-L, QSLI, Crystal, 
$85 a week, $225 a month. Nagra III, with 
crystal, $50 a week, $150 a month. Call (212) 
472-1136. 

RENTALS 

STEENBECK RENTALS delivered to your 
premises. KLM West coast (213) 931-6151, 
East coast (301) 299-7259. 

PRODUCTION Equipment at sensible prices 
. . . . for example $15.00 per day for Nagra III 
recorder or 12-120 Angenieux zoom lens. The 
rest of our prices are just as low. For more 
information on rentals, sales or service write: 
CINELEASE, INC. 209B Old Durham Road, 
Killingworth, Conn. 06417 or call (203) 
663-2222. 

KEM rentals in Hollywood. HORIZONTAL 
EDITING STUDIOS (213) 461-4643. 

WORKSHOPS 

CONRAD HALL summer seminar. Intensive 
6-day seminar for filmmakers and cinematog¬ 
raphers with CONRAD HALL, ASC, July 20 
to 26 in small Maine seacoast village. Daily 
screenings of students' and Conrad’s films, 
group discussions, ample individual critiques 
and personal consultation. College credit and 
housing available. $200 for filmmakers, $110 
to audit. Full summer of Master classes in 
advanced still and cinematographers, write: 
The MAINE PHOTOGRAPHIC WORK¬ 
SHOPS, Rockport, MA 04856. 
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POSITIONS AVAILABLE 
IDI 

Is expanding its 
RENTAL 
SALES 

SERVICE 
DEPARTMENTS 

We need energetic person 
with background knowledge 

and experience. 
IMAGE DEVICES INCORPORATED 

811 N.W. Ill Street 
Miami, FL 33168 (305) 751-1818. 

VICTOR DUNCAN, INC. has opening for 
camera repair technician. Must have practical 
background in mechanics; electronics; optics. 
Call ROBERT BURRELL. (313) 371-4920. 

ATTENTION: NOVICE FILMMAKERS. 
Work in feature film and make money. We 
need 4 ambitious people to invest $10,000 in 
film ready to shoot. ADVENTURE UN¬ 
LIMITED PRODUCTIONS, Box 633, Cor- 
rales, NM 87048. 

FILMMAKER. To teach film in a new (7 year 
campus of the university. The stress is upon 
the experimental (personal/Poetic/formal) at¬ 
titude. Interest in developing collaborative 
efforts with graphic or kinetic artists. Appli¬ 
cants must have teaching experience in film 
and a strong regional or national reputation. 
MFA, PhD or equivalent is required. Equal 
Opportunity, Affirmative Action Employer. 
Rank and salary open. Write: Harvey E. 
Kirstel, Chairman, Art Department. UNIVER¬ 
SITY OF MARYLAND, Baltimore County, 
5401 Wilkens Ave., Baltimore, MD 21228. 

COMQUIP, INC. has opening for inside sales¬ 
person with full knowledge of 16mm, 35mm 
and video production equipment. Handle tele¬ 
phone sales, mailorder, order flow, typing, 
office routine, the works. Earnings commen¬ 
surate. COMQUIP, INC., 366 S. Maple Ave., 
Glen Rock, NJ 07452. (201) 444-3800. 

SMALL production company in rural South 
Dakota seeks aggressive, goal-oriented film¬ 
maker seriously interested in “making it”. 
Primary responsibility sound/editing but must 
be able to work all areas of production as 
needed. Company has established solid repu¬ 
tation for quality work in TV spots and 
documentaries. Now seeking projects with 
national distribution in mind with final goal 
theatrical production. Send letter and sample 
of work to COTTONWOOD PRODUCTIONS, 
Box 476, Wakonda, SD 57073. 

SERVICES AVAILABLE 
NEW YORK city assistant cameraman from 
MUNICH. DIERK PIFFKO, 405 East 63 
Penthouse, Resume upon request. 

TAMALPAIS FILMS offer 16mm low-budget 
optical printing and other film service. Write 
for brouchure. P.O. Box 524, Forest Knolls, 
CA 94933. (415) 488-4656. 

FILMSTRIP masters, 16mm, 35mm. Pulsing. 
Complete Production. Send for prices. 
IMAGE & SOUND, 3457 Rockhaven Circle, 
NE., Atlanta, GA 30324 (404) 266-1197. 

EXPERIENCED 16 & 35mm filmmaker avail¬ 
able May 17 as cinematographer, soundper- 
son, editor. For resume: DAVID PARRISH, 
221 E. Church #5, Iowa City, IA 52240 (319) 
353-4403, 338-2667. 

CINEMATOGRAPHER available for summer 
— Boston area — Award winning films — Call 
P. SIMMONS, (617) 861-0210. 

ENERGY PRODUCTIONS, Mendocino coast, 
offers complete production services in 16mm 
and 35mm, Kem horizontal editing, crystal 
sync shooting, special effects, animation, and 
location services. Library of nature and wild¬ 
life. P.O. Box 154, Elk, CA 95432. (707) 
877-3327 or 877-3244. 

MISCELLANEOUS 
“ROSEBUD (whisper it in bed)” Bumper 
Sticker, 2/$1.00. Bulk Rates available. R. 
BAYLY, 911 W. Story, Bozeman, MT 59715. 

WANTED 
EDGECODING machine, Hollywood Film 
Company Model 16-16, 16mm, 16 frame 
spacing. Describe and price for our immediate 
reply. (617) 776-2667. Write: Box 49, Cam¬ 
bridge, MA 02138. 

WANTED producer for X feature. Writer- 
director owns original screenplay with good 
story line. CAGLE FILMS, 5 Atlantic Ave., 
East Rockaway, NY 11518. 

WANTED: Professional Motion Picture 
Equipment, 16mm and 35mm. Cameras, 
lenses, lights, sound, editing, projection, lab. 
For outright purchase or consignment. Supply 
complete technical description and price for 
immediate reply. Ted Lane, ALAN GORDON 
ENTERPRISES INC., 1430 Cahuenga, Holly¬ 
wood, CA 90028, (213) 466-3561. 

WANTED by new Upstate New York facility 
for film equipment loan and film production 
training: used KEM S8/16mm convertible 
horizontal editing table; 3 complete S8/16mm 
editing benches, incl. viewers, 4-gang synchro¬ 
nizers, amps, Hollywood rewinds, hot splicers 
(all used); used Magnasync 16mm recorder/ 
reproducer and rack; used 16mm projector 
for interlock, selsyn motor; 2 portable 
S8/16mm editing boards (rewinds, splicers, 
viewers, all used); used Nagra III recorder/re¬ 
producer for track transfer; used Auricon 
conversion with batteries, case, 12-120 Ange- 
nieux zoom; 3 used Bolex Rex-5 bodies; MST 
motor, Bolex battery pack; 2 used Vario- 
Switar 16-160mm zoom lenses; 4 Gossen 
Luna Pro meters, 8 Husky tripods, good 
condition; misc. filters, accessories, lighting 
equipment, all used. Please contact: CINE- 
MEDIA RESOURCE CENTER, c/o White Ox 
Films, Inc., 308 Laburnum Crescent, Roches¬ 
ter, NY 14620. (716) 442-4080. 

RAW STOCK FILM NEEDED. Highest cash 
paid for 16 or 35mm color negative or 
reversal film, including any EF (7242) mag. 
stripe. B&W reversal also wanted. FILMEX, 
(Filmbrokers) (416) 964-7415 collect. 

We require a small amount of good 16mm 
color footage of the pyramids at Gizeh. 
Contact: PAUL R. GROSS, P.O. Box 671, 
Wisconsin Rapids, Wis. 54494. 

FILM STOCK, 16/35mm will consider all 
types. Sealed, opened and short ends. 
RAFIQUE, 814 Broadway, NY 10003 (212) 
228-2757. 

Bell & Howell 16mm cameras, motors 
24V-115V, 400 ft. magazine, any accessories 
or part. FASO Processing machine. K-100 
cameras and accessories, any condition. Write 
to: NATIONAL FILM CO., 10302 Kings- 
point, Houston, TX 77034. 

vom IWW" 
GROUP OF COMPANIES 

SALES-SERVICE-RENTALS 

105 Reserve Road 
Artarmon, N.S.W. 2064 
Sydney, Australia. 
Telephone: 439 6955 
TELEX: 24482 

angemeux service corporation of California 
13381 BEACH AVE . VENICE. CALIF. 90291 • (213) 821-5080 

FACTORY SERVICE 
CENTERS 

REPAIRS • PARTS 
ACCESSORIES angemeux corporation of america 

ISLIP AIRPORT. BOX 340. R0NK0NK0MA. N.Y. 11779 • (516) 567-2424 

CALL A PROFESSIONAL 
Cine-Craft, Inc. 

A full service laboratory for 
16mm, Super 8, Regular 8 

Any quantity Best prices 

8764 Beverly Blvd., Hollywood, Calif. 90048 
(213)652-7357 

Write for free brochure 

PROFESSIONAL SUPER-8 SERVICES 

* Ektachrome developing to ASA 500 
A workprints with edge numbering 
* A&B printing for dissolves and fades 
■ft sound striping and transfer 
* professional laminated VITATONE striping 
★ Pre-striped Prints 
★ Low Contrast Masters 
★ Reductions ^Blow-ups ^ Silent ^ Sound 

SEND FOR NEW PRICE LIST 

(213) 462-6814 

NEWSFILM LABORATORY, INC. 
516 No. Larchmont Blvd. 

Los Angeles, California 90004 

LINW00D DUNN, ASC 
Former Head of RKO Studio Effects Dept. 

CREATIVE 
SPECIAL EFFECTS 

Theatrical • Industrial • Educational 

Complete Advisory and Technical Services 

From Story Ideas to Theater Screen 
West Side Story—My Fair Lady 
It’s a Mad, Mad World—Hawaii 

The Bible—Thoroughly Modern Millie 
The Great Race—Darling Lili—Catch 22 
Expo 67-70—Airport—Song of Norway 

Cousteau’s Living Sea Museum 
Concert for Bangladesh—Space Theaters 

FILM EFFECTS of Hollywood 
1140 N. Citrus Ave., 

Hollywood, Calif. 90038 
Phone: 469-5808 Cable: FILMEFX 

N CANADA 
locations 

(403) 328-1346 

services 
1242 Fifth Avenue So., 

Lethbridge, AlbertaTU 0V5 
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MADE IN U.S.A. 

These are Model LWT6 “Frezzi- 
tv news sound -on -film cameras. Our new 
est and bestThey go for about $4600, list. 
They’re worth every penny of it 

Featuring 
BACH AURICON 

movements. World-famous 
for reliability 

and serviceability. 

Frezzolinior 
similar types of cameras. If youhaveone, 
Frezzolini will“re-manuf acture” it into a 
Newly-guaranteed LW-16 for much less. 

CHECK IMMEDIATELY WITH THE FOLLOWING PEOPLE: 

JIM CRAWFORD at 
General Research Laboratories 

DIVISION OF 

Frezzolini Electronics Inc. 
7 VaUey St, Hawthorne, N. J. 07506 

PHONE: (201) 427-1160 

CLOYD TAYLOR at ‘DOM CAPANO at 

’ PHOTOMART ’ 
CINE EQUIPMENT SUPPLIERS 

anaBsanao 
INTERNATIONAL, Inc. 

•••••••••••••••••••■••••••••••• 11 Caesar Place, Moonachie, NJ. 07074 
6327 South Orange Ave., Orlando, Fla. 32809 Rhone: (201) 939-0875 

Phone (305) 851-2780 * Export Representative, too. 



byron 
the multi-media laboratory 

film 16mm, S8,35mm 
color or B/W, developing and 
printing, masters, optical 
effects, sound recording. 

tape 2; r;X2" 
tape-to-film*, film-to-tape, 
or tape-to-tape, from any format. 

filmstrbs/slides 
negative photography, 35mm or 
16mm filmstrips, 35mm slides. 

big enough to serve all your 
needs...small enough to 
give you personal service... 

*We have the only CBS 
LaserChrome II transfer 
system in the nation. 

byron COLOR-CORRECT' 

65 K Street, Northeast, Washington, D.C. 20002 202, 783-2700 

World’s Most Sophisticated Video Tape and Film Laboratories 


