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Three came hack 
LEN HOLLANDER CAME BACK 
FROM CINEMOBILE. 

We’ve put Len in charge of nationwide 
rentals and moved him to California. Len’s 
reason for coming back, after three years 
as Cinemobile’s eastern operations manager: 

“For the twenty years I’ve been serving 
the professional film maker, I have found 
no easy way. I’ve got to supply equipment 
that works every time. I’ve got to be at 
your service 24 hours every day. I must 
have enough equipment to back up anything 
you’re using, and my company has to be 
the best in the industry. F&B/CECO is the 
only company that fits that description. 
So I came back’.’ 

BOB KAPLAN CAME BACK 
FROM HERVIC-NATIONAL 
CINE AND CANON. 

Now he’s heading up our California 
operation after three years as eastern sales 
manager for these three good companies. 
Bob’ s reason for rejoining our team: 

“Our competitors may offer either the 
lowest prices, or the most solid guarantees, 
or the fastest service, or the expertise of 
sales persons who know how to advise and 
recommend the best equipment for you. 
But F&B/CECO is the only company 
which provides all these — plus the world’s 
largest sales inventory. F&B/CECO always 
makes good on all its promises. So I 
came back’.’ 

BERT CARLSON CAME BACK FROM 
GORDON ENTERPRISES. 

We put Bert in charge of projection, lab¬ 
oratory and editing equipment sales, service 
and repairs. The reason for Bert’s return: 

“I’ve been working with production 
equipment for 30 years. I know that it takes 
a team effort to do a good job. I need men 
around me who are the best in the business; 
a company completely equipped with tools, 
machines and a huge spare parts inventory 
so that I can get the job done fast and right. 
F&B/CECO backs me up 100 percent. So 
I came back’.’ 

In this business, survival depends on the integrity of your suppliers* 
That’s why more pros come to F&B/CECO for sales, service, rentals 
and repairs than any other supplier* 

Have you too strayed from us lately? If you’re not completely happy, 
you should come back too* 

And if you’ve never tried us before, now’s a good time to begin* 

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 



TO IMPROVE 
NEW YORK FILMMAKING, 

YOU'VE GOT TO HAVE 'VISION. 
Panavision. Once you've said it, 
you've said it all in 35mm. Cameras. 
Lenses. Systems. The works. 

Starting with the new ultra-versa¬ 
tile, self blimped Panaflex.®A camera 
so advanced, it's a generation ahead 
of its time. A camera so light and 
natural to use, you'll have trouble 
remembering it's a ''35!' and it's 
studio silent! 

Or PSR: the world's most 
wanted studio camera 
that has set a new 
standard in professional 
filmmaking for silence, 
reliability and versatility. 

Like Panavision®cameras, 
Panavision lenses have rapidly be¬ 
come the industry's standard, their 
quality and versatility is world famous 
with exotic new additions appearing 
regularly. 

Let us show you more about 
Panavision. As the exclusive East 
Coast Panavision distributor, we invite 

you to visit our 
camera depart¬ 
ment and see why 

so many motion 
picture credits 
say: "filmed in 
Panavision!' 

© qeneral camera corporation 
w 471 Eleventh Avenue, New York, N.Y. 10018 ■ (2121 594-8700 (212) 594-8700 
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Swintek wireless microphone systems dear up 
your headache without upsetting your stomach. 

Bad sound is a pain in the ears. 
And since talkies seem to be here to stay, smart 

movie makers are turning to Swintek when the job 
calls for a wireless system. 

The technical aspects of Swintek's superiority 
could fill a brochure (there's one available), but 
there are some things you should know right now. 

All Swinteks are available with an exclusive 
crystal front end. It limits interference from adja¬ 
cent channels or from high power transmitters 
in close proximity. And it limits many forms of 
electrical interference. The crystal front end also 

allows you to use two or more units within 50 KC 
of each other and touching. 

All of the Swintek wireless microphone systems 
offer incredibly pure sound, beautiful workman¬ 
ship and guaranteed 24-hour emergency factory 
service. 

So come on in and see the Swinteks. From the 
Mark VI-50XL Hitchhiker (smallest and lightest— 
draws current from your camera or tape recorder) 
to the Mark III-50XL (popular and portable) to the 
Mark VII-50 (450 band, UHF, broadcast licensable) 

They're all built better to make you feel better. 

MOBIUS CINE, LTD. VICTOR DUNCAN, INC. ALAN GORDON ENTERPRISES, INC. 
7 East 47th Street, New York, N.Y. 10017/(212) 758-3770 11043 Gratiot, Detroit, Mich. 48213/(313) 371-4920 1430 Cahuenga Blvd., Hollywood, Calif. 90028/(213) 466-3561 

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



The American Society of Cinematographers is not a labor union or 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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New lenses- 
not still-camera 

conversions. 
All genuine T1.4s. 

Floating and aspheric elements, 
multiple coatings—these are the most 

Every photographic 
lens ever made was 

designed originally for one 
purpose, one lens-to-film dis¬ 
tance, one film format. If you 
adapt it for a different use, it’ll 
work—but not as well. 

Adaptation compromises 
Some high-speed lenses 

now available for motion 
picture use are adapted still- 
camera designs—but not ours. 
The others are good lenses — 
but, used in this different way, 
they’re compromised. 

Remounting problems 
For example: The typical 

35mm SLR still camera has a 
back focal distance about 3/4 

advanced lenses you can buy. 

inch shorter than one major 
studio camera. So to adapt it, 
you have to put the SLR lens 
into a new mount, or even a 
completely new barrel. Or even 
move the glass elements! 

Critical back focus 
And back focus is critical, 

of course. With a 50mm lens 
at f/2.8, the depth of focus 
behind the lens is plus or 
minus two thousandths of an 
inch. With a 25mm lens at 
f/1.4, it’s a quarter of that. 

Wasted trade-offs 
Moreover, the SLR lens 

was designed to cover the Leica 
frame. To get even coverage 
over the bigger format, with 
high speed, the designer had to 
make certain trade-offs. On the 
SLR, they may have been 
worth it. For the motion-pic¬ 
ture frame, they’re wasted. 

Doing it the hard way 
To design a high-speed 

lens exclusively for motion pic¬ 
ture use takes more time and 
costs more money, naturally. 

But, given a good designer, you 
get a better lens. 

$350,000 investment 
So we invested just over 

$350,000 —and Zeiss designed 
a brand-new, no-compromise 
set of lenses. Specifically for 
Arriflex cameras. 

New design parameter: 
“Make the best lenses.” 

The Zeiss designers had 
the unique advantage of start¬ 
ing from the beginning. We 
said: “Don’t just make the 
best high-speed lenses. Make 
the best motion-picture lenses 
in the world.” So they did. 

Most modern technology 
Zeiss used aspherical ele¬ 

ments, a floating element, and 
multi-layer coatings on every 



The fastest set of 
lenses on the market 

— all with the 
standard Arri bayo¬ 

net mount. The 
25mm focusses down 

to 10 inches, the 
35mm to 15 inches, 

the 50mm to 27.5 
inches and the 85mm 

to 40 inches. 

Designed by 
Zeiss for Arriflex. 
glass-to-air surface. Up to six 
separate layers. 

New spontaneity possible 
These lenses are made for 

the new style of shooting en¬ 
couraged by the 35BL. 

Night-for-night: almost 
no flare. Distant detail 
WeVe seen night-for- 

night footage. Wide open, on 
New York City streets —car 

headlights, neon signs. Incred¬ 
ible. Almost no flare at all, and 
astonishing penetration. You 
can see details on this block 
and for several blocks beyond 
— lit just by those signs and 
the street lamps! 

With good lighting, too: 
best lenses you can buy 

Naturally, these lenses 
perform just as well in daylight 
and on the soundstage. They’re 

made by Zeiss, after all—using 
the latest design techniques, 
and sparing no expense. We 
hope you’ll run some compari¬ 
son tests. We’re confident of 
the results. 

ARRI 
ARRIFLEX COMPANY OF AMERICA 

PHONES: (212) 932-3403 AND (213) 845-7687 
RO. BOX 1050, WOODSIDE, N Y. 11377; AND 
1011 CHESTNUT ST., BURBANK, CALIF. 91502 
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WHAT’S NEW 
IN PRODUCTS, SERVICES AND LITERATURE 

REVOLUTIONARY FILM EDITING 
DEVICE PURCHASED BY 
MAGNASYNC/MO VIOLA 

Copenhagen, Denmark — L.S. Way- 
man, president of Magnasync/Movi- 
ola, and Bent Djerberg, chairman of the 
board of Micro-Optics A/S, headquar¬ 
tered here, have announced the pur¬ 
chase by Magnasync/Moviola of all 
rights, titles and interest in the Hollo- 
scope Prism System developed by 
Micro-Optics. 

Simultaneously, Moviola granted a li¬ 
cense to Micro-Optics to manufacture 
the hollow prism for world-wide distri¬ 
bution. 

Because it produces a “rock-steady” 
flickerless picture, the primary use for 
the hollow prism is in flatbed editors, 
Wayman stated. “There are other 
exciting applications such as various 
types of projectors, telecine chains, 
previewing machines, library readers 
and inexpensive transfers from film to 
tape.” 

Moviola engineers were successful 
in designing the hollow prism into a 
package that makes it practical to pro¬ 
duce on a mass scale at a consi¬ 
derable reduction in cost, Wayman 
added. 

Wayman further said that the Movi¬ 
ola production facilities in North Holly¬ 
wood have been completely tooled for 
the new hollow prism system with de¬ 
livery of the first units in late January. 

DELUXE INTRODUCES P.E.P. TO 
CHICAGO 

Deluxe Laboratories has initiated 
P.E.P. (Pickup Express Processing) 
Service — direct Chicago-to-Holly- 
wood film processing with free pickup 
and delivery and 48-hour turnaround. 

In announcing the new P.E.P. Ser¬ 
vice, Stanley Judell, Vice President and 
General Manager of Deluxe, said, “Chi¬ 
cago customers now have direct 
access to our Hollywood processing 
facility at a cost that is competitive with 

Chicago-based labs.” 
The complete range of services 

associated with the famed Color by 
Deluxe trademark will be offered to 
Chicago producers in the theatrical, 
industrial, TV commercial, education 
and religious audio-visual markets. 
These services include 70mm, 35mm, 
16mm, Super 8888™, filmstrips, System 
III tape to film transfer, optical printing 
and sound services. 

To use P.E.P. directly in Chicago, 
customers call Media Air Cargo (649- 
9337). Deluxe’s Customer Service 
Office in the Chicago area is located at 
2433 Delta Lane, Elk Grove Village 
(569-2250). 

RTS SYSTEMS INTRODUCES NEW 
“TW” INTERCOM SYSTEM 

RTS Systems of North Hollywood, 
California has announced the intro¬ 
duction of the “TW” Intercom System. 
A two-wire, closed circuit headset sys¬ 
tem, the RTS “TW” can be used in the 
field for all phases of T.V., film, music 
concert, theatre and A/V production. In 
its standard configuration, up to 50 
“belt-pack” user stations can be con¬ 
nected on line to two independent 
channels. Each rugged user station 
features noise-free, high-fidelity perfor¬ 
mance with these new additional fea¬ 
tures: built-in mic limiter, carbon or dy¬ 
namic mic input, flashing call-light with 
variable-frequency adjustment for 
selective paging, two-watt headphone 
power amp with low distortion and ex¬ 
tended response (150Hz to 10 kHz) and 
individual aux audio input, as well as 
common on line at power supply. 

With #22 gauge cable, the RTS “TW” 
will operate on 2,000 feet of line. Two 
individual power supplies (Models PS- 
10 and PS-50) are available, which will 
operate up to 10 or up to 50 user 
stations. The supplies and the user 

stations are all available in rack¬ 
mounting packages for permanent 
installation. The rack mount models 
feature standard three-channel 
operation. 

The RTS “TW” incorporates the 
latest developments in solid-state cir¬ 
cuit design: Phase Locked Loop, 
CMOS and FET devices are utilized to 
achieve the highest quality perfor¬ 
mance in an ergonomically designed, 
rugged and attractive intercommuni¬ 
cation system. 

MODELS PRICE 
(Rack or Portable Configurations) 

Beltpack $150.00 
PS-10 350.00 
PS-50 500.00 

• 

CANON ANNOUNCES 
INTERCHANGEABLE 12.5-75mm 
MACRO ZOOM LENS FOR 16mm 
MOTION-PICTURE CAMERAS 

Canon U.S.A., Inc., has announced 
the availability of an interchangeable 
T/2.1 12.5-75mm macro zoom lens for 
use with all 16mm cameras. Available 
in “C”, Arriflex, new Arriflex, Eclair and 
CP-mounts, this compact, lightweight 
6x lens focuses as close as 3-1/8” from 
its front element. The same macro- 
focusing feature that makes this pos¬ 
sible provides the filmmaker with a 
number of unique capabilities including 
“optical dollying” and continuous rack 
focusing from extremely close to dis¬ 
tant subjects. 

With “optical dollying,” the lens 
changes its focal point, while maintain¬ 
ing constant field size. By simply setting 
the macro ring and using the zoom 
lever to “follow focus,” a subject can be 
tracked while moving forward or back¬ 
ward, without changing apparent size. 
In other applications, use of the macro 
ring provides smooth, continuous rack 
focus from extremely close to distant 
subjects. 

Utilizing the same basic lens design 
proven in the popular Canon Scoopic 
“M”, the C6x12 Macro Zoom provides 
an excellent combination of compact¬ 
ness (just 4-7/8” long), ruggedness and 
economical price. For more infor¬ 
mation, contact Professional Motion 
Picture Products Division, Canon 
Continued on Page 290 
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flrriflex 16SB Camera Package consisting of 
camera body, constant speed motor, Zeiss Vario 
Sonnar 10-100mm zoom lens Arri “B” mount, 
two Mini Duro Pack 8 volt batteries, charger: 
charges up to 4 batteries simultaneously, mini 
charger: charges single mini-duro pack, adapter 
to mount mini duro pack, dot line case. New 
Price, $8068.75. 
Demo camera. Super buy. Sale Price. .$6454.00 

Arriflex 16S Camera Package consisting of cam¬ 
era body, Pan Cinor 17-85mm zoom lens, three 
Schneider lenses: 16mm, 25mm, 50mm, vari¬ 
able speed motor, torque motor, one 400 ft. 
magazine, matte box, power cable. New Price, 
$9,789.50. Recently Re-Built by AGE Inc. Ex¬ 
cellent condition. Sale Price $3395.00 

I6nwn 

Arriflex 16BL Camera Package consisting of 
camera body, with 12-120mm zoom lens, three 
400 ft. magazines, matte box, one Cine 60 
#6303 battery belt, one Arri Duro Pak battery, 
power cable, optical flat, 85 filter, Haliburton 
case. New Price, $15,817.00. 
Good condition. Sale Price  $6995.00 

Eclair 16 NPR Camera Package consisting of 
NPR camera body, Ciblo motor, two 400 ft. 
magazines, power cable, case. New Price, $18,- 
970.00. Good condition. Sale Price.. $4250.00 

Mitchell 16mm DSR-16 Reflex Camera Package 
consisting of camera body, two 400 ft. maga¬ 
zines, two motors, AC power supply, case. New 
Price, $14,000.00. Good condition. 
Sale Price  $6,950.00 

Mitchell Standard 16mm Camera Package con¬ 
sisting of camera body, two 400 ft. magazines, 
four Baltar lenses: 17.5mm, 25mm, 35mm, 
50mm, viewfinder matte box, 115V sync motor, 
Mitchell 16 blimp with matching cams for 
lenses, blimp matte box, power cables, three 
cases. New Price, $10,000.00 Excellent condi¬ 
tion. Like New. Sale Price $6250.00 

General SSIII News Camera Package consisting 
of camera body, Angenieux 12-120mm AZO 
zoom lens, Frezolini 1000DX power pack, power 
cable. New Price, $12,155.00. 
Good condition. Sale Price $3450.00 

Auricon Yoder Conversion News Camera Pack¬ 
age consisting of camera body, Angenieux 9.5- 
95mm AZO zoom lens. New Price, $6631.00. 
Good condition. Sale Price  $3995.00 

Auricon CM77 Cine Voice Camera Body consist¬ 
ing of Auricon Model PS21AL, power supply, 
viewfinder door, 50mm Baltar lens, sound on 
film amplifier, E6 microphone, case. New Price, 
$1895.00. Like new condition. 
Sale Price $995.00 

Auricon CM75 Pro 600 Camera Package con¬ 
sisting of camera body, two 1200 ft. magazines. 
New Price, $2600.00. 
Good condition. Sale Price $1995.00 

Auricon CM75-FM Pro 600 Camera Magnetic, 
w/o mag head, or amplifier with EIF200 auto 
parallax view rangefinder, Auricon to Mitchell 
magazine adapter, power cable, matte box. New 
Price, $2455.00. 
Like New condition. Sale Price $1895.00 

Bell & Howell 70HR Filmo Spider Turret. New 
Price, $985.00. 
Good condition. Sale Price $350.00 

Bell & Howell 70DR Filmo Camera Body. New 
Price, $595.00. 
Good condition. Sale Price $275.00 

Bell & Howell 70DR w/1" viewfinder and 
Canon 25mm lens. New Price, $750.00. 
Like New condition. Sale Price  $625.00 

Bell & Howell 70DR Filmo Camera Body. New 
Price, $595.00. 
Good condition. Sale Price  $325.00 

Mini-Cam 16 GSAP Camera w/C-mount front 
plate. New Price, $298.50. 
Good condition. Sale Price  $185.00 

Mini-Cam 16 GSAP Camera w/Arri-mount front 
plate. New Price, $354.00. 
Good condition. Sale Price  $215.00 

Bolex H16 Camera Body. New Price, $570.00. 
Good condition. Sale Price  $295.00 

Revere 16mm Camera Body, 50 ft. magazine. 
Sale Price  $14.95 

Bell & Howell Camera 20OEE, 50 ft. magazine. 
Sale Price  $29.95 

All Cameras are used and in condition stated 
and are subject to prior sale. Cable and tele¬ 
phone orders acceptable. Must be followed by 
a 20% deposit. 
We also have a complete supply of new and 
used lenses, tripods, fluid heads, tri-angles and 
other production equipment. Please write or 
phone your specific requirements. 

SERVING THE WORLD 

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

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

cainera sale 
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Not for virgins. 

Beaulieu Super 8 motion 
picture cameras are not for the first 
time user. These cameras are designed 
to the same high standards usually 
associated with professional 16mm 
motion picture equipment. The first 
time user probably will not be 
able to appreciate the professional 
quality, and because these are 
the most expensive Super 8 motion 
picture cameras ever made, he’ll 
be paying too much for the little he 
can get out of them. 

We know from our own owners 
that once you’re hooked on Super 8 
you’ll never be completely satisfied 
until you own a Beaulieu. Simply be¬ 
cause the Beaulieu is the best. Period. 
And if you’re a professional or 
turning professional you may have 
discovered what the industry knows: 
Almost overnight the two Beaulieu 

Super 8 cameras have opened new 
markets for professional filmmakers. 

Now the question is: which 
Beaulieu is best for your needs. 

The new 5008S, according to a 
leading expert in the field, “is 
the standard against which all other 
Super 8 cameras, silent or sound, 
are measured!’ It has both single and 
double system sound capability. 
It is shown here with the incredible 
Angenieux 6 to 80mm zoom lens. 
(A 13-to-l zoom ratio!) Many owners 
have told us they have bought 
the 5008S for the 
lens alone.The single 
system records high 
fidelity sound directly 
on the fi 1 m. (Frequency response: 
50-12,000 Hz ± 1.5 dB at 24 fps; 
distortion: less than 0.75%; signal 
to noise ratio: 5 7 dB; wow and flutter, 

attenuated peak: less than 
0.4%.) If you prefer double system 
sound, you can plug in a sound 
recorder.The 4008ZMII has a double 
system and if you don’t need a 
single system sound capability, you 
can save some money. They both 
have C mounts and you can most 
likely use the 35 mm lenses you 
now have. In fact, a Nikkor 135mm 
lens on the Beaulieu will give you 
the equivalent image of a 475 mm 
lens on a 35 mm SLR camera. 

Super 8 has grown up and turned 
pro. Ask for a leisurely demon¬ 

stration at a franchised 
Beaulieu dealer. Or write to 
Department AC, 

Hervic Corporation, 14225 
Ventura Boulevard, Sherman 

Oaks, CA 91423 for information 
and complete specifications. 

4008ZMI 

Beaulieu incontestably the finest 
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In response to many requests, Cine 60 introduces a new line of compact, rugged 
Power Packs, to meet your power requirements in a wide variety of film, video and 
lighting applications. Available in versions from 6 to 30 volts, with capacities up to 7 

ampere-hours, our Power Packs feature the same premium nickel-cadmium batteries, 
exclusive circuitry and high reliability that made Cine 60 Power Belts 

the industry standard. Used on a belt, shoulder strap, or tucked into a pocket, 
Cine 60 Power Packs are available in models to match any camera or portable tape 

system... or with our new focusing sun-gun. For specifications and prices, please call or write. 

DOTSON PiCTUSSC 
;V - 
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Cine 60 Power Packs 
feature the same, reliable design 

as our "industry-standard” 
Power Belts. 

CINE 60 
POWER mu 
u.s. mu. mmn 
OMP. ttMOOl 

I MCORPORATED 

630 Ninth Avenue, NewYork 10036 (212) 586-8782 
© 1975, Cine 60, Inc. 
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“The one thing no processor 
manufacturer talks about” 

I’ve read a lot of film processor ads 
and haven’t found any manufacturer 
who’s willing to say how long it 
takes to install his unit and get it 
working. 

It’s not hard to guess why. 

The usual installation often takes up 
to 3 or 4 weeks and can cost a bundle. 

So a man would have to be a fool to 
bring the subject up, right? — Wrong. 

I’m more than happy to talk about it. 

Any processor that’s any damn good 
should be adaptable enough to be 
installed in a hurry. In fact, we’ll 
position a unit, connect systems, 
and have it working in 2-5 days, 
depending on its size. 

If you think our customers don’t 
love us for it, guess again. 

There’s no foot-dragging. We’re in 
and out before they know it, and 
they’re back in operation, making 
money again! 

These are important things to 
consider (— which a lot of folks 
don’t do). And they’re every bit 
as much a cost factor as the 
price of the processor itself. 

When you buy a film processor, look 
at the whole “picture.” It makes 
a helluva lot of sense to buy a 
quality unit that costs a bit more 
but can be installed in a fraction 
of the normal time. The money 
you save is your own, 
and that ain’t hay! 

ENGINEERING, INC. 
1941 FIRST ST. • SAN FERNANDO, CALIF. 91340 

PHONE: (213) 365-3124 

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.) 

Qlf a person has $40,000 with 
which to make a low-budget fea¬ 

ture should he go with Super-16, regu¬ 
lar 16 (ECN-II, 7242 or 7252) or shoot 
on videotape (3/4” tape transferred to 
2” quad and then transferred to 35mm 
film)? What would the cost then be to 
blow-up a 90-minute 16mm film to 
35mm? 

A Super-16 was a necessity in cer¬ 
tain countries in Europe where, 

until a couple of years ago, ECN (7254) 
was the only 16mm camera film that 
could be processed locally. This ma¬ 
terial, of course, is too coarse-grained 
for enlargement to 35mm from regular 
16mm. Understandably then, Super-16 
has never been favored or used signi¬ 
ficantly in this country where 7252 and 
7242 have been readily available. 

The cost and quality-loss involved in 
transferring 3/4” tape to 2” quad and 
then to 35mm film would both militate 
against this route. 

Blow-ups from regular 16mm on 
ECN II, 7252 or 7242 have had a long 
history of success, and this is the way to 
go when circumstances or budgets dic¬ 
tate. 

The cost of the blow-up, including 
negative, sound transfer and first 
35mm print, runs in the neighborhood 
of $100.00 per minute. But, an inde¬ 
pendent producer need not neces¬ 
sarily make this investment. A finished 
picture can be shown to distributors or 
previewed in 16mm form since there 
are now many theatres equipped for 
16mm projection. If the film proves to 
merit theatrical release, the cost of the 
blow-up may be advanced by a distrib¬ 
utor or by interested investors. 

— Sidney P. Solow 

Ql would like to use an animation 
motor for Bolex camera made by 

Stevens Engineering Company, which 
is designed for 50 cycles as that is the 
electrical power supplied in our coun¬ 
try. What problems are presented? 

A The motor speed will be reduced 
about 20% and, therefore, the ex¬ 

posure increased approximately 20%. 
The motor may heat up more if used for 
a long continuous time period. If your 
available voltage is correct you should 

have no problem. I believe your motor 
is designed for 100-120V AC. In many 
European countries the voltage sup¬ 
plied is 220-240 AC. In that event, you 
must obtain and use a stepdown trans¬ 
former. 

QAre the major studios doing away 
with A&B rolling? I am seeing 

more and more films where all of the 
splice marks are visible. 

AA & B rolls have practically never 
been used in feature motion pic¬ 

ture production. In the few instances 
where this technique has been em¬ 
ployed, the reason was not for the pur¬ 
pose of making splices invisible but 
rather for making a series of lap-dis¬ 
solves without introducing another 
generation of dupes. TV series have, in 
former years, used A&B rolls when 
dissolves were more in vogue and the 
cost of making dupes was less favor¬ 
able. Moreover, TV required only two 
35mm prints. 

Negative splices never are visible in 
the print if the screen display is 1.85 to 
1.00 which is the “wide screen” aspect 
ratio in which the majority of pictures is 
shown. However, in the case of ana- 
morphic systems (CinemaScope, 
Panavision, etc.) it is possible that the 
laboratory may be making negative 
splices too wide, exceeding the pre¬ 
scribed standard of .030 inches. It is 
also possible that a particular theatre 
may have an aperture for “scope” films 
that is higher than the specified .700 
inches. 

To protect the presentation from 
either or both of these possibilities, 
some laboratories may resort to 
making CRIs (the duplicate negatives 
from which practically all release prints 
are made these days), using an optical 
printer in which the original is slightly 
cropped while the image on the CRI is 
slightly enlarged to fill the frame. ■ 

MOVING? 
When changing your address, please noti¬ 
fy us at least four weeks in advance. BE 
SURE to give your FORMER address as 
well as your NEW ADDRESS and ZIP 
CODE. 

AMERICAN CINEMATOGRAPHER 
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15 feet of film can win an award, 

if you treat it right. 

You've just used the new Eastman 
Kodak 5247 or 7247 color negative. 
Whether it's a 10-second TV spot or a four-hour 
epic, at AAovielab any of your best efforts are 
entitled to all of our best efforts.The most skilled 
technicians.The most advanced facilities.The 
most precise processing.The most versatile 
custom services. 

AAovielab has grown to its position of 

importance because of its attention to detail 
and devoted customer service. All camera originals — 
whether Eastman Kodak or Fuji —preflashing, 
postflashing, forced developing, dailies, release 
printing, CRI liquid gate blowups—whatever your 
processing need—AAovielab can do it. 

If you want special handling for your 
special footage, don't gamble, pick a winner. 
Send it to AAovielab. Well treat it right. 

AiMovielab 
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., HOLLYWOOD, CAL. 90038. (213) 469-5981 





How do you produce a TV show doat 
gets a seventy-three share? What s the 
secret of producing one series after another, 
running season after season, while others 
have trouble surviving thirteen episodes? 

For the answers to these and other 
questions, we 've gone to the same source 
as the networks—to Quinn Martin. 

Quinn, hoiv did you get started in 
the film business? 

I started out as a film editor, became 
a writer, then a producer. 

What was your first major success? 
The first critical success I had was 

a film for television called “Bernadette” 
but the show that probably played the 
most important part in my career was 
“The Untouchables!’ 

When I formed my own company 
in I960, one of our first shows was 
“The Fugitive!’ It became the number one 
show, won an Emmy for “Best Dramatic 
Show,” and was critically acclaimed. So 
I would say, for me, even though “The 
Untouchables” was the show that gave me 
a big start, “The Fugitive” is the one I’ll 
alwavs have in my heart because it 
cemented the company’s name as a 
producer of quality products. 

I remember the original two-hour 
"Untouchables'.' Part Two, which played 
a iveek later, got one of the loighest ratings 
ever, as did the last episode of "The Fugitive'.' 

What changes have you noticed in 
production methods from those shoivs and 
the ones you have on the air now? 

If I made any mark in this business, 
it was to force television off the sound 
stages and back lots. People were hor¬ 
rified at my wanting to shoot on real 
locations. Now it’s a common practice 
for us to shoot five out of seven days on 
locations. We average about forty 
setups a day. 

This has been made possible by the 
improvements in camera equipment 
and film. 

One of the reasons I accepted doing 
this interview is I have no problem do¬ 
ing it. I don’t normally do these kinds of 
things, but I like Eastman Kodak 
Company. They’re always there. You 
know you’re dealing with a company that 
is constantly working, upgrading the 
product, researching new ones. 

When their new, fine-grain Eastman 
color negative II film 5247 came out, 
“Streets of San Francisco” was one of the 
first series to use it. We thought it would 
be perfect for the dramatic documentary 
look we wanted. Frankly, I wasn’t too 
happy with it then because we had prob¬ 
lems with backgrounds changing colors. 
We called in a Kodak consultant, got 
together at the lab, and after doing 
a lot of tests, we ironed out the problems. 
Kodak kept improving it and now I 
think it’s probably the finest stock I’ve 
ever seen. 

Have you ever used videotape? 
No, I’ve never worked with tape. 

It may become a reality some day for 
action adventure shows, but I feel the 
equipment has to improve some more. 
Also, I like the subtle way with which light¬ 
ing can be handled on film. I still like to 
paint through my cinematographer. 

Fnotice your desk is covered with scripts. 
What are some basic things you look for? 

Scripts that deal with human 
emotions, that don’t write down to 
people. I believe you have to give people 
credit for their level of understanding. 
If they don’t understand it intellectually, 
they’ll understand it emotionally. What¬ 
ever success we’ve had comes from the 
attitude that people deserve better. 

One of our TV movies, “Attack On 
Terror,” was about the three civil rights 
workers killed in the South in 1965. 

It wasn’t a popular subject, but we felt 
it should be done. As it turned out, it 
was one of the highest rated shows 
of the year. 

You have three series running— "Cannon',' 
"Streets of San Francisco',' and "Bamaby 
Jones ”—as well as four pilots, some "Movies 
of the Week',' and other projects in the works. 
How do you manage to supervise it all? 

In essence, I run a benevolent dicta¬ 
torship. Everybody has a say in the 
company. But in the final analysis, I have 
the responsibility to the network, so I 
have to make the final decisions. 

But we get good ideas from everybody. 
I surround myself with good people 
—that’s another secret. You should always 
try to get the best people. You can’t learn 
anything from someone who is dumber 
than you are. Then you set a climate that 
they can work well in. 

I have a positive viewpoint. I think 
anybody that has talent and is willing to 
work hard can make a mark in this busi¬ 
ness. The Horatio Alger myth still exists 
in America. 

Uke Quinn Martin, Eastman Kodak 
Company surrounds itself with goodpeople- 
specialists who can give you the facts about 
products like Eastman color negative FI film 
5247. They 'll be glad to demonstrate what it 
can do for you. So give your local Kodak rep a call. 

And, fora free copy of this and other 
interviews, send for our booklet. 

Write: Eastman Kodak Company, 
Department 640-D, Rochester, N. Y. 14650. 

EASTMAN KODAK COMPANY 
Atlanta: 404/351-6510/Chicago: 312/654-5300 
Dallas: 214/351-3221/Hollywood: 213/464-6131 
New York: 212/262-7100/San Francisco: 
415/776-6055/Washington: 202/554-5808. 
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CINEMA 
By ANTON WILSON 

TECHNISCOPE 

The basic drawback of flat wide¬ 
screen systems is the inherent waste of 
film stock. Almost 40% of the negative 
area remains unused in the 1.85:1 for¬ 
mat. The anamorphic system reclaims 
this waste, utilizing 100% of the 
available negative area, and produces 
a significantly superior projected 
image. Higher budget productions 
which are usually released into large 
theatres with long throws benefit great¬ 
ly from the large image area of the ana¬ 
morphic format. However, there is 
another, more economical alternative 
to the wasteful 1.85:1 wide-screen for¬ 
mat: Techniscope. 

A quick look back at the ana¬ 
morphic process will help explain the 
Techniscope principle. The C’scope 
aperture utilizes the full available image 
area, which is a height of .746”, repre¬ 
senting a pulldown of four perfora¬ 
tions, and a width of .868”, which is the 
maximum distance between perfora¬ 
tions on the one side and the sound¬ 
track on the other. These dimensions 
yield an aspect ratio of 1.18:1. The 
C’scope process, in essence, doubles 
the effective width of the frame with the 
2:1 squeeze and, thus, also doubles the 
aspect ratio to 2.35:1. This same as¬ 
pect ratio can also be achieved by halv¬ 
ing the height as opposed to doubling 
the width. This is precisely what the 
Techniscope format does. By 
employing a two-perforation pull-down 
in lieu of the standard four, the frame 
height is cut in half, resulting in a 

FIGURE 1 — Standard printing procedure 
of original half-frame Techniscope to ana¬ 
morphic 4-perforation 35mm release print. 

.839"x .715"FOR 
2.35/1 ANAMORPHIC 

PRINT 2:1 

dimension of .373” height by the full 
.868” width and yielding the standard 
C’scope aspect ratio of 2.35:1. 

The Techniscope process offers 
some attractive features along with the 
obvious limitations. For openers, the 
system uses standard lenses. Any 
35mm lens can be used with the Tech¬ 
niscope fornaat. As a rule, shorter focal- 
length lenses will be employed with the 
2-perf pull-down to achieve the same 
general vertical composition as Acad¬ 
emy or standard flat wide-screen 
formats. This fact will yield a relatively 
greater depth of field. Because the 
pulldown is only 2 perfs in lieu of 4, film 
moves through the camera at only 45 
feet/min instead of the standard 90 
feet/min (at 24 fps). Obviously, a roll of 
film will go twice as far. Raw stock and 
processing costs are literally cut in half. 
Only half as much film need be carried 
around on location. Camera maga¬ 
zines will run twice as long, yielding an 
effective capacity double that of stand¬ 
ard 35mm; 200’ mags can be con¬ 
sidered 400’, 400’ as 800’, and 1000’ 
gets you 2000’. Production can move 
along quicker with magazine changes 
occurring with half the normal fre¬ 
quency, or smaller magazines can be 
employed with usual running times. 

The camera original can be printed 
in a multitude of formats. Work prints 
are printed as standard C’scope ana¬ 
morphic (FIGURE 1), and requirq no 
special editing equipment. Some 
manufacturers make equipment that 
directly accepts the 2-perf format. Re¬ 
lease prints are normally in the stand¬ 
ard C’scope process, according to FIG¬ 
URE 1. The aspect ratios match 
perfectly, as can be seen in FIGURE 2A. 
The Techniscope original can also be 
released in several other formats. With 
very little cropping, the 2-perf frame 
can be printed up to flat 70mm. 
Referring to FIGURES 2B and 2C, the 
2-perf frame can be cropped and print¬ 
ed for 1.85:1 flat wide-screen and 
standard 1.33:1 Academy for tele¬ 
vision release. Sixteen millimeter re¬ 
lease is also possible in both C’scope 
(FIGURE 2A) and standard 1.33:1 (FIG¬ 
URE 2C) formats. 

The Techniscope process appears 
very attractive. Standard lenses, 50% 
savings in raw stock and processing, 

(FROM TOP) FIGURES 2A, 2B and 2C, 
showing composition areas for various re¬ 
lease formats generated from original 2- 
perforation Techniscope. 

twice the capacity of magazines, stand¬ 
ard C’scope editing and a wide choice 
of release methods. There are obvious¬ 
ly some major trade-offs. Techniscope 
uses exactly half the negative area of 
anamorphic 35mm. A film shot in 35 
C’scope uses 100% more image area 
and need be magnified only half as 
much as a Techniscope original to fill 
the same size screen. The anamorphic 
original will obviously produce a far su¬ 
perior image. 

When cropped to a 1.33:1 format, as 
for television, Techniscope offers no 
advantage over 16mm. The cropped 
dimensions of the 2-perf are .373” x 
.497”, about the same as 16mm (.295 x 
.402), yet the Techniscope uses 170% 
more raw stock which is mostly waste. 
FIGURE 3 lists some relevant sta¬ 
tistics. Another shortcoming is the 
scarcity of Techniscope cameras. The 
newer self-blimped cameras such as 
the Arri 35B1 are not available in the 2- 
perf pulldown. Special printing tech¬ 
niques are necessary for both work- 
prints and release prints, which could 
cause hassles. 

Despite these drawbacks, the 2-perf 
system is attractive to the low-budget 
producer who wants a 2.35:1 format 
Continued on Page 343 
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INTRODUCING THE CANON 
ULTRA-FAST ASPHERIC PRIME LENSES 
FOR 35MM CINEMATOGRAPHY 

24mm (T1.6) 

Specifically designed for professional 
cinematography, these exciting new 
lenses are the result of an extensive 
and painstaking research program 
jointly undertaken by Canon Inc. 
and Cinema Products Corporation, 
in cooperation with the Research 
Center of the Association of Motion 
Picture and Television Producers. 

Naturally, these lenses incorporate 
all the latest advances in modern lens 
technology, including multiple anti- 
reflective coatings on all elements, 
floating elements wherever required, 
etc. 

But it is the aspheric property of 
these lenses that makes them so ex¬ 
traordinary — because aspheric lens 
design is inherently superior to conventional lens design 
since it permits the best possible use of all available light. 

And, unlike any other series of high speed lenses 
currently available for motion picture use, every lens 
in the Canon series is aspheric. 

The technological 
breakthrough 

35mm (T1.4) 

4 ̂01 % 
V 

55mm (T1.4) 85mm (T1.4) 

While the theory for the design of 
aspheric lenses has been known for 
quite some timet, it was not until the 
advent of modern computer technol¬ 
ogy and the development of com¬ 
puter-controlled automated machin¬ 
ery that it became possible to design 
and grind aspheric lenses in such a 
way as to permit consistent high qual¬ 
ity manufacture at a reasonable cost. 

Which is what prompted Canon 
and Cinema Products to launch a 
development program for a series 
of ultra-high-speed aspheric prime 
lenses, all supplied with BNCR-type 
mounts, and covering the range of 
focal lengths most used in pro¬ 
fessional cinematography: 24mm, 
35mm, 55mm and 85mm. 

A great deal of money, time and 
effort went into this program. The fi¬ 
nal results are more than well worth it. 

Aspherics — ideal 
for fUming at all light levels 

By causing the marginal rays to be in sharp focus, and, 
at the same time, rejecting random or spurious rays, the 
Canon aspheric lenses improve definition and sharpness 
at the edges and reduce flare when the lens is wide open. 

Shooting night-for-night with available light — the 
aspheric lens wide open — at 25 footcandles and even 

Arrow points to aspherical surface. The devia¬ 
tion from the normal spherical curve is exag¬ 
gerated for illustrative purposes. 

lower, with nothing but neon signs 
and street lamps for illumination, 
there’s virtually no halation. The 
Canon aspherics just take the light in: 
penetrating the scene, holding all the 
detail. 

The Canon aspheric lenses mini¬ 
mize uncontrollable flare (with its 
concomitant loss in contrast and res¬ 
olution) and improve the definition 
and contrast of the scene regardless of 
variation of light levels within the 
scene. Even at the highest levels of 
illumination. 

The result on film is photography 
that is remarkably clear and sharp, 
well defined and well balanced, with 
good color rendition and saturation, 

especially with regard to flesh tones. 
Which makes the Canon aspheric lenses ideal for 

filming under any and all light conditions. Night-for-night 
with available light, as well as in broad daylight, or on a 
well lit sound stage. 

Let your eyes 
convince you 

Ask your dealer (or call Cinema 
Products) to arrange for a screening 
of our dramatic 35mm test reel com¬ 
paring the Canon aspherics with 
other high speed lenses for motion 
picture use. 

Before you start on your next film 
project, shoot some test film of your 
own. 

Your eyes will convince you. The 
Canon aspheric prime lenses are 
superior to any other high speed 
lenses currently available for 35mm 
cinematography. 

XR35 
Lightweight 

Studio Camera with 
Canon 55mm T1.4 Aspheric Lens 

^Descartes, the French philosopher and math¬ 
ematician, had already suggested that the use 
of non-spherical surfaces might reduce optical 
abberation. That was way back in 1638. 

Exclusive world-wide distribution by: 

(ancoiuiis 
Technology In The Service Of Creativity 

2037 Granville Avenue, Los Angeles, California 90025 
Telephone: (213) 478-0711 ■ Telex: 69-1339 ■ Cable: Cinedevco 

AMERICAN CINEMATOGRAPHER, MARCH 1976 255 



ANNOUNCING the New “Whisper-Quiet” 

for the Professional 
at a realistic price. 

Only 

$1,849.22 
list and up 

* 

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

Large production with precision tooling makes 
these Bach Auricon Camera prices possible! 
Specializing for over 40 years in producing 16mm 
Professional Sound-On-Film Cameras, counts] 
Because of this, you cannot judge the Bach Auricon 
“Talking Picture” Camera by its price —but rather 
by its exceptionally high merit and the position the 
Auricon Camera occupies with owners and camera¬ 
men around the world. 

Cine Voice 400 Camera Head weighs less than 7 pounds, 
built of Alumisteel™... will not crack if given hard use that 
would split Magnesium! 

Every Camera—“Talking-Picture” film-tested before delivery. 

Available for Auricon or Mitchell™ 400 ft. Magazines. 

W©D(§[E ^©(Q 
the most dependable 16mm Sound Cameras 

The CORDLESS 
• 60 cycle 117 volt sync, for 24 or 25 F.P.S. available. 

50 cycle 120 volt sync, for 24 or 25 F.P.S. available. 

at only $2,431.50, and up...with the new Bach Auricon 
Soundrive-XTL™ Quartz-Crystal Speed Control D.C. 
Motor, makes it possible to run up to ten 400 foot film 
magazines on one rechargeable Cine-Pak™ Battery. This 
new Motor is all electronic... and uses no brushes or 
rotating mechanical contacts of any kind! 
Your camera, of whatever make, is no stronger than its 
weakest link. In battery operated cameras using D.C. 
motors, the electrical brushes or rotating electrical con¬ 
tacts are usually this “weakest link,” consuming up to 
40% of the power, by friction, and sooner or later wear¬ 
ing out (or burning out!) and calling for service or 
rebuilding of the motor. With D.C. motor brushes, this 
sometimes happens “far from home” or at a most incon¬ 
venient time, in the middle of an important “take”! Why 
take this chance? Now you can have the dependability 
of the Auricon-Pro 400, with the new Soundrive-XTL 

• For “Cordless,” see Auricon-Pro 400 shown at left. 
Runs ten 400 ft. film magazines on one “Cine-Pak” Battery. 
Soundrive-XTL Motor, Quartz Crystal Speed Control, all 
Gear Drive, Datasync-Pulse for “Double-System” Sound, etc. 

• Cameraman can see over top of Camera while operating. 

• Filter-slot in Camera Focussaphire™ Film-Gate, with the 
faithful, silent Auricon Pull-Down Claw, and jewel-sapphire 
precision Film Guides, for rocksteady pictures (and with 
Single-system High Fidelity Filmagnetic™ sound 
when desired!). 

Write or call for complete information, also 
Professional, Dealer and/or Export discounts. 

BACH AURICOIM, IIMC. 
6902 Romaine Street 
Hollywood, California 90036 U.S.A. 
C213) 462-0931 

FIRST IN 16MM PROFESSIONAL 

“TALKING PICTURE" CAMERAS SINCE 1931 

INTERNATIONAL AND U.S.A. PATENTS SECURED. FOCUSSAPHIRE; AURICON; SOUNDRIVE; ALUMISTEEL; CINE-VOICE; AURICON-PRO; DATASYNC; FILMAGNETIC; TV-T; CINE-PAK, ARE TRADE MARKS OF BACH AURICON, INC. 
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Tota-Light. More 
I than just a new light 

it's a new lighting 
concept. Compact 
1000,750 and 500- 

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

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

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

ceiling and floor 
can be covere< 

from a corner. 

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

softlight. 

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

Snap-together flags and 
reflectors snap onto flexible arms. 

Bright, soft umbrella locks into 
light without accessories. 

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

Stacks on stand or clamp. 

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

x to fit a kit or canvas 
pouch that loops 

over the belt. 
To find out more about 

how we've cut location lighting 
problems down to size, see 

your Lowel dealer or send for 
our brochure. 

*TM Pat. Pend. 

421 West £4th Street, New York 10019 (212) 245-6744 



Lowel puts lighting 
problems in the 
palm of your hand. 

agrees. The rugged, lightweight 
Lowel Toto-Light provides 

on exceptionally brood, even light pattern in a surpris¬ 
ingly small unit. A compact 11" x 3" x 2" when folded, the Tota- 
Light features double-wall, all metal construction, but weighs only 
20 ounces. 

Reflector doors permit instant adjustment of intensity without 
reducing horizontal spread, and the "gull wing" center reflector 
creates a wide, bright, smooth light pattern. Handles adjust door 
angle for maximum intensity, and panning and tilting ore accom¬ 
plished with the turn of a single knob. 

As o professional quartz light alone, Toto-Light would be remark¬ 
able, but when used in conjunction with the many other units in 
the Toto-Light system, you ore able to achieve almost limitless 
location lighting flexibility. 

The people at Victor Duncan, Inc., con show you how, with the 
Toto-Light, the room becomes port of the lighting system itself, and 
they con suggest just the right components for your particular 
needs. The Lowel Toto-Light puts lighting problems in the palm of 
your hand and Victor Duncan knows it. 

the check and double check people Member Professional 
Motion Picture 
Equipment Association 

VICTOR DUNCAN, INC. 
Rentals, Sales, Service 
676 N. St. Clair, Chicago, Illinois 60611 - (312) 321-9406 
2659 Fondren, Dallas, Texas 75206 - (214) 369-1165 
11043 Gratiot, Detroit, Michigan 48213 - (313) 371-4920 
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THE BOOKSHELF 
By GEORGE L. GEORGE 

FAMILIAR NAMES AND FACES 

The impact of Carol Easton’s biog¬ 
raphy, THE SEARCH FOR SAM 
GOLDWYN, derives from an astute and 
entertaining mixture of known ele¬ 
ments and fact-gathering interviews 
with Goldwyn’s associates. It’s a lively 
portrait of a complex personality domi¬ 
nated by his compulsion to achieve 
“class.” (Morrow $8.95) 

A richly detailed story of the making 
of Gone with the Wind is told by Ro¬ 
land Flamini in SCARLETT, RHETT, 
AND A CAST OF THOUSANDS. From 
MGM’s reluctant purchase in 1936 of 
Margaret Mitchell’s epic to its Atlanta 
premiere in 1939, Flamini makes a fa¬ 
miliar story sound exciting and new. 
(Macmillan $13.95) 

In THE MILOS FORMAN STORIES, 
Antonin J. Liehm discusses the director 
of Loves of a Blonde and One Flew over 
the Cuckoo’s Nest. His conversations 
with Forman reveal the director’s sensi¬ 
tive approach to his material, his 
compassionate feeling for human 
problems as well as his wry, satirical 
wit. Unfortunately, bitter emigre 
Liehm’s politics mar this perceptive 
study. (International Arts & Sciences 
Press $15.) 

Leonard Nimoy, the inscrutable 
pointy-eared Vulcan aboard the Star 
Trek spaceship Enterprise, affirms his 
human identity in I AM NOT SPOCK, 
while acknowledging the effect the 
galactic character has on his private 
and professional life. (Celestial Arts, 
311 Adrian Rd., Millbrae, CA 94030, 
$2.95) 

It It it 

IN HOLLYWOOD PLAYERS: THE 
FORTIES, James Robert Parish and 
Lennard DeCarl review the leading per¬ 
formers of the period, when the na¬ 
tion’s concern with WW2 meant a 
greater demand for both escapist film 
fare and realistic war movies. 
(Arlington $25.) 

A handy reference work, GREAT 
MOVIE HEROES by James Robert 
Parish aptly summarizes the careers of 
24 heroes — and anti-heroes — of the 
screen from Bogart to Wayne. (Harper 
& Row $1.95) 

Frank Brody’s unauthorized biog¬ 
raphy, HEFNER, covers indiscreetly the 
career of the Playboy publisher, Holly- 
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wood personality and producer of 
Polanski’s Macbeth, among other films. 
(Ballantine $1.75) 

★ * * 

TECHNICAL DATA 

From Hastings House, two new 
“Media Manuals” combining a precise 
text with detailed two-color illustra¬ 
tions. John Burden’s 16mm FILM CUT¬ 
TING is a practical guide by an exper¬ 
ienced professional that stresses the 
creative side of the work. THE SMALL 
TV STUDIO by Alan Bermingham 
expertly describes planning for facili¬ 
ties and equipment of TV stages meant 
for use outside the entertainment 
industry. ($7.95 ea.) 

Television as a tool for broadening 
education and democracy is examined 
by Raymond Williams in TELEVISION: 
TECHNOLOGY AND CULTURAL 
FORM, an eye-opening critique of the 
effects of current commercial prac¬ 
tices on the evolution of society. 
(Schocken Brooks $3.45) 

From Sterling Publications, two 
excellent how-to books replete with 
essential data and explicit illustrations: 
FILM ANIMATION AS A HOBBY by 
Andrew and Mark Hobson ($5.95) 
effectively surveys equipment and 
techniques, and ANIMATING FILMS 
WITHOUT A CAMERA by Jacques 
Bourgeois ($3.75) teaches youngsters 
the fun of drawing directly on blank 
developed stock, a method pioneered 
by Norman McLaren. 

★ ★ * 

FOR SCHOLARS AND/OR BUFFS 

Boasting over 800 carefully selected 
entries, the BIOGRAPHICAL DIC¬ 
TIONARY OF THE FILM reflects David 
Thomson’s sure taste and broad 
scholarship. Perceptive critical essays 
about directors, performers, pro¬ 
ducers and a few cameramen — rather 
than mere listing of credits — afford an 
understanding and appreciation of 
their cinematic work. (Morrow $16.95) 

A comprehensive compilation of 
data about feature films in current re¬ 
lease, CINEMA SOURCEBOOK issues 
monthly 20 to 50 pre-punched sheets 
for insertion into a ring binder. Each 
sheet carries the film’s full cast-&- 
credits, a synopsis, published critical 
comments and relevant production 
notes. A constantly updated guide like 
this is highly valuable to industry 
professionals, scholars and buffs alike. 
(211 Thompson St., NYC 10012) 

Published yearly by the Interna¬ 
tional Federation of Film Archives 
(FIAF), the 1974 edition of INTERNA¬ 
TIONAL INDEX TO FILM PERIODI¬ 

CALS digests the contents of the 
world’s 80 most influential film jour¬ 
nals including American Cinematog¬ 
rapher, Action, Cineaste and Film 
Comment among 14 U.S. publications. 
(St. Martin’s Press $27.50) 

Stephen Dwoskin’s FILM IS assess¬ 
es the lasting effect of “independent” 
(i.e., avant-garde) cinema on the artis¬ 
tic growth of the medium and its audi¬ 
ence in search of new approaches to 
cinematic arts. This extensive and 
knowledgeable survey deals with over 
700 landmark movies and their 
creators, providing an informed 
evaluation of their thematic originality 
and visual inventiveness. (Overlook 
$15.) 

That yearly cornucopia of infor¬ 
mation on the state of the motion pic¬ 
ture throughout the world, INTERNA¬ 
TIONAL FILM GUIDE, offers in its 1976 
edition its survey of production in 49 
countries, reviews of movies from 50 
lands, profiles and filmographies of 5 
directors (Cacoyannis, Cassavetes, 
Coppola, Fassbinder and Zanussi), 
plus the standard sections on services 
and facilities of the world film/tv indus¬ 
tries. (Barnes $4.95) 

In THE GOLDEN AGE OF THE 
MOVIE PALACE, the new edition of 
Ben M. Hall’s out-of-print “The Best 
Remaining Seats,” the historic 
grandeur of cinema emporiums of the 
year betweeen Prohibition and Depres¬ 
sion is evoked in an attractive paper¬ 
back, rich in facts, anecdotes and illus¬ 
trations. (Crown $4.95) 

★ * ★ 

THE UNHOLY TRUTH 

Today’s gossip columnists don’t 
wield the awesome and misused power 
that a Lolly Parsons did in her heyday. 
But you can’t blame a gal for trying, as 
Radie Harris makes clear in RADIE’S 
WORLD, a breezy memoir unspooling 
the story of her life among the stellar 
personalities she has covered profes¬ 
sionally for 30 years. (Putnam $8.95) 

Sidney Skolsky’s motto is, expected¬ 
ly, also the title of his book of remi¬ 
niscences, DON’T GET ME WRONG — 
I LOVE HOLLYWOOD. Going back 
some 40 years, it is fun to read even 
when Skolsky is tooting his own horn. 
(Putnam $8.95) 

The trouble with the late Walter Win- 
chell is that he took himself seriously, a 
failing that mars his collected col¬ 
umns, WINCHELL EXCLUSIVE, an ac¬ 
count in his own peculiar staccato style 
of “things that happened to me and me 
to them.” (Prentice-Hall $8.95) ■ 

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 
1 TRACK 

1 PICTURE 
2 TRACK 

2 PICTURE 
1 TRACK 

EIGHT 
PLATE 

1 PICTURE 
3 TRACK 

EIGHT 
PLATE 

2 PICTURE 
2 TRACK 

Eastern United States: 

MM Editing Systems Inc. 
321 West 44th 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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EDITING 
PROBLEMS 
COMEM 
3 SIZES. 

NOW THE SOLUTION DOES.TOO. 

SMALL 
Moviola M-84 2-Plate Editing Console. 
16mm composite optical/magnetic picture 
head. 0-240 fps forward or 
reverse, digital counter 
Masters to M-85 and M-77 
with servo-tach system. 

MEDIUM 
Moviola M-85 4-Plate Editing Console 16mm 

composite optica!/magnetic picture head; inter¬ 
changeable 16mm and 35mm sound modules 

for second set of plates; 0-240 fps forward 
or reverse, digital counter Multi-track 

mixing capabilities. Masters to M-84 
or M-77 with servo-tach system. 

LARGE 
Moviola M-77 6-Plate Editing Console. 16mm 

composite optical/magnetic picture head: two 
sets of sound heads (16 or 35mm 

interchangeable modules). 
0-240 fps forward or reverse, digital 

counter. Extensive mixing capa¬ 
bilities. Masters to M-84 or M-85 

with servo-tach system. 

HOLLOW, TOO. 
Now available with flicker-free hollow prism. 

CAMERA MART1& 
THE CAMERA MART. INC 

456 W. 55th Street, New York 10019 
(212) 757-6977 Telex: 1-2078 



CLEAN answer prints 
from 

7247 A&B Negatives 
Take advantage of the excellent quality of 7247 negative without the fear of 

dirt, scratches, and cinch marks. 
Du Art’s unique computer system* of negative handling and timing keeps 

your negative in brand-new condition — 
No Notches...No Metallic Tabs...Nothing touches your negative. 
The proof is in the spotless condition of the answer print. But don’t just take 

our word for it. Try it! You’ll agree, there’s nothing in the industry like it. 
Call Bob Smith for further information. 

DU ART. w 
\M LABORATORIES, INC. 

the CLEAN way to 7247 answer prints 

m w 

Now in our 53rd year 

Du Art Film Building, 245 W. 55th St.. New York, N.Y. 10019 (212) PL 7-4580 
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INDUSTRY ACTIVITIES 
ASC TO HOLD 2d ANNUAL 
COLLEGE FILM AWARDS ON MAY 
24 

Hollywood — The American Society 
of Cinematographers will hold its sec¬ 
ond annual College Film Awards on 
Monday, May 24, it was announced by 
event chairman Stanley Cortez. 

Awards will be presented to the best 
student-photographed film of calen¬ 
dar 1975 and to its student cinematog¬ 
rapher, Cortez said. 

Invitations to more than 150 Ameri¬ 
can universities and colleges, to sub¬ 
mit entries for the awards event, were 
mailed the first week of January. Dead¬ 
line for submission of these entries is 
March 31. 

“We will hold a series of screenings 
at the ASC, to select the eventual five 
nominees,” noted Cortez. The entire 
ASC active membership will vote to 
choose the winning film. 

Last year’s highly-successful awards 
event was won by San Diego State Uni¬ 
versity, for the film, “Negative Image”, 
and by student Denis Mayer, its 
cinematographer. 

The ASC was founded in Hollywood 
in 1919, and now has a distinguished 
membership extending to five conti¬ 
nents. ASC members have won 80 
Academy Awards. 

TELEVISION CRAFTSMEN INVITED 
TO SUBMIT WORKS FOR “EMMY” 
AWARD CONSIDERATION 

The National Academy of Television 
Arts and Sciences is extending an invi¬ 
tation to every active creative crafts¬ 
man in television to enter his own 
achievement for Emmy Award con¬ 
sideration. All craftsmen are eligible, 
whether or not they are Academy mem¬ 
bers. The requirements for entering are 
as follows: 
1. There are two sets of eligibility 

dates: 
a) For Prime-time, Daytime and 

Children’s Entertainment, the 
eligibility period is March 11, 
1975 through March 15, 1976. 

b) For Religious and Children’s 
Instructional/Informational, the 
eligibility period is July 1, 1974 
through March 15, 1976. 

2. Achievement must have been 
broadcast nationally so that it was 
available for viewing by 50% of the 
total potential United States tele¬ 
vision audience, or approximately 
25 million households. 

3. Only the individual who would re¬ 
ceive the Emmy for his category is 
eligible to submit his achievement. 

4. Deadline for entry cards to be in the 
hands of the National Awards 

Office is 10 AM, March 15, 1976. 
To obtain a list of categories and an 

Entry Card, please contact: 
The Awards Department; The 

National Academy of Television Arts 
and Sciences; 291 South La Cienega 
Boulevard, Suite 200; Beverly Hills, 
California 90211 or Phone: (213) 659- 
0990; Att: Miss Laya Gelff, Manager, 
National Awards. 

• 

ASC ACQUIRES ANGENIEUX 
OPTICS FOR ITS MUSEUM 

The museum at the American So¬ 
ciety of Cinematographers headquar¬ 
ters in Hollywood, California, acquired 
a historical Angenieux zoom lens 
during a recent gathering held by the 
Society for prominent executives of the 
motion picture industry. Angenieux, the 
major supplier of zoom optics to the 
professional motion picture industry, 
presented a 10x25T20, 25-250mm, 
f/3.2, the first practical zoom lens for 
the feature film industry, to the Ameri¬ 
can Society of Cinematographers. 

The Angenieux 10x25T20 zoom lens 
is prominently displayed at the ASC 
Museum along with other feature film 
production equipment which repre¬ 
sent milestones in the industry. It was 
this lens which was introduced to Holly¬ 
wood in 1963 that was immediately 
recognized as a great asset to the 
production of feature films. With its un¬ 
limited choice of focal lengths between 
25 to 250 millimeters, it permitted tjie 
cameraman to make various shots 
requiring different angles of view with¬ 
out physically changing lenses. This 
resulted in a substantial saving of 
production time. In addition, the zoom 
was utilized throughout the feature film 
industry for its special effect. It was for 
these proficiencies that an “Oscar” 
award from the Academy of Motion 
Picture Arts and Sciences was pre¬ 
sented to Pierre Angenieux for: “his 
discovery and commercialization of the 
10x zoom lens.” 

Continuing his efforts, in 1970, An¬ 
genieux brought forth a new type of 
zoom lens, the 6x20L2, 20-120mm, 
f/2.6. For the first time in the history of 
the professional motion picture indus¬ 
try, a zoom lens was available that ren¬ 
dered images of the highest quality, 
comparable to the finest fixed-focal- 
length lenses throughout its entire 
zoom range. Over the past six years, 
motion picture production stages 
Continued on Page 323 

The first practical zoom lens to be utilized in the feature film industry is presented by Bern 
Levy, Motion Picture Optics Manager for the Angenieux Corporation of America, to Charles 
Clarke, ASC, Curator, for the extensive historical/technical collection of the American So¬ 
ciety of Cinematographers’ Museum in Hollywood. 
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A whole new scene for editors! 

THE ONLY 

PICTURE HEAD 
IN PRODUCTION 

.. .available now on 
Moviola M-84A, M-85A, M-86A 

Console Editors! 

WRITE. WIRE OR CALL FOR FULL INFORMATION 

u w *» 
magnasync magnasync/moviola corporation 

A Subsidiary of Craig Corporation 

5539 RIVERTON AVENUE, NORTH HOLLYWOOD, CALIFORNIA 91601/(213) 877-2791 

m- 
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Herb Prechfel just made an 
“impossible” shot 

AtWe find that Chem-Tone and 7247 gives us fan¬ 
tastic results when filming under fluorescent lighting. 
We are able to film, for instance, large office areas 
and computer rooms often without the aid of fill 
lighting, while maintaining very good skin tones with 
minimal color corrections. 

“Even when we push 7247 one stop, Chem-Tone 
gives us excellent results — a feature that comes in 
particularly handy when we film in large, low-light 
level warehouses, a situation we have found impos¬ 
sible for the video camera. 

“Chem-Tone is helpful in both interior and exterior 

filming situations. It decreases the contrast level 
tremendously, resulting in more pleasing tones — 
especially in shadow areas. 

“7247 and Chem-Tone have made it possible for us 
to film with very good quality results in low-light 
levels, where portable video tape cameras don’t func¬ 
tion efficiently. We thereby avoid excessive lighting 
expense and set-up time. 

“Also, 7247 and Chem-Tone give very pleasing re¬ 
sults as regards color balance. It creates a controllable 
blend between daylight, fluorescent and tungsten. 

Herbert Prechtel, director of photography, 
commercial film department, WVUE, New Orleans 

Otily has ChenvTone. 
tvc laboratories, inc. 

311 west 43rd street, new york 10036 
(212) 397-8600 © 1976 TVC Laboratories, Inc. 



$4,000 FEATURES. 
UNDER-$2,00O PRICE. 
Extremely bright, 
groundglass finder 
with built-in TV frame 
line and visible aper¬ 
ture indication; adjust 
able eyepiece (—4 to 
+2 diopters), with 
quick-close sh 

Powerful nicad battery 
—shoots 16-100' rolls 
on a single charge, 
replaces in seconds, 
charges in 31/2 hrs. 

Easy-to-view rear- 
mounted footage 
counter with adjustable 
frame-counting for 
animation 

Convenient, built-in 
accessory shoe Fully automatic, quick¬ 

reacting, exposure con¬ 
trol with manual over¬ 
ride 

Macro ring—focuses 
down to 3/2locks in 
‘normal’ position—also 
provides exclusive 
“optical dollying”; 
changing focal point 

constant field size 

Battery check button 
and meter; external 
power connector, for 
added versatility 

Razor sharp, 12,5- 
75mm f/1.8 macro 
zoom lens—accepts 
72mm accessories 

Instant aperture 
opening button 

weight—only 
lbs., complete with 

battery; rugged, well- 
balanced, low-profile 
body 

Quick-loading system 
with automatic thread¬ 
ing; built-in film cutter 

Film feed indicator, for 
positive film-running 
indication 

Silent motor drive with 
wide range of filming 
speeds—16, 24, 32, 48 
and 64 fps; single-frame 
control, for animation 
and time-lapse cine¬ 
matography 

Easy-to-hold hand-grip 
with adjustable strap, 
convenient thumb 
release, lock 

With the Canon Scoopic 16M, your professional instincts don’t 
have to fight your budget. Because no other ‘16’ offers so 
much versatility for so little money—just $1945 for the entire 
package: camera with lens, battery and fitted deep-flotation 
case. And look at the features! 

Whatever your application-industrial, educational or news, 

Scoopic 16M gives you the tools to do the job faster, 
easier and less expensively. With the kind of quality that’s 
made Scoopic’s the world’s most popular silent news 
cameras. 

But trying is believing, so see your Canon Professional 
Dealer. For his name—or more information contact us. 

Canon® 
HOO 1- x n , Professional Motion Picture Division, 10 Nevada Drive, Lake Success, N Y 11040 (516) 488-6700. 123 East Paularmo Avenue, Costa Mesa, Ca. 92626 (714) 979-6000. Canon Optics & Business Machines Canada, Ltd., 3245 American Drive 

Mississauga, Ontario (416) 678-2730. 
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PROFILE: A.SX. 
By JOHN ORMOND 

HAROLD E. WELLMAN, A.S.C. 

On a steaming hot afternoon along 
the Orinoco River in the jungles of 
Venezuela, a German pilot flew in to a 
movie location to bring word that 
cinematographer Harold Wellman, 
ASC, had just won an Emmy in Holly¬ 
wood for his photography of the Frank 
Capra TV show, “Hemo The Magni¬ 
ficent”. 

Not only that, but Wellman’s wife had 
just given birth to a baby girl. Mrs. Well¬ 
man promptly named her (what else?) 
Emmy. 

“I guess you’d have to say that day in 
1957 was just about the biggest of my 
lifetime,” grins Wellman, recalling the 
happy double event. 

Wellman, tall, lean and still athletic, is 
one of a small but elite group of Holly¬ 
wood craftsmen whose expertise is 
special effects. This group includes 
such notable names as Linwood Dunn, 
Irmin Roberts, Clifford Stine and Don 
Weed, all masters of their unusual craft. 

It was Wellman who filmed that un¬ 
forgettable chariot race in “Ben Hur”. 
He also directed the action units on the 
train robbery, the Indian massacre and 
the shooting-the-rapids sequences in 
“How The West Was Won”. And it was 
Wellman, earlier in his career, who 
worked with Linwood Dunn and others 
staging those memorable special ef¬ 
fects for “King Kong”. 

His 45 years in the movie business 
have included filmmaking stints in 
China, Australia, New Zealand, France, 
Germany, Italy, Tahiti, Yugoslavia, 
Venezuela, Peru, Spain and Sweden. 

A native of Colorado Springs, Colo., 
Wellman began that notable career as 
a prop man in 1930. Soon, he got a job 
as assistant cameraman on “She Goes 
To War”, a silent movie in the new era 
of sound. “I was never a camera 
operator,” notes Wellman. 

At Paramount, Harold worked as 
assistant on three Richard Dix films — 
also “The Virginian”, one of Gary 
Cooper’s best. 

“We had 50 assistant cameramen at 
Paramount then,” he says. “And they 
were working all year long. Course, 
camera crews were large, and they’d 
have as many as five cameras shooting 
on one show.” 

One assignment he recalls with en¬ 
thusiasm was a film co-starring Lupe 
Velez and Bill Boyd, photographed at 
Goldwyn Studios. 

“It was supposed to be a night club 
sequence in Paris,” says Wellman. 
“And in the movie, each time she liked 
a man, his face would dissolve into 
Boyd’s face. We did the whole thing in 
the camera by rewinding and dis¬ 
solving.” 

Wellman eventually won his first 
cameraman’s card in 1947, and since 

then he’s been active as a director of 
photography in both motion pictures 
and television, in addition to his unique 
vocation as special effects expert. 

He also was admitted to member¬ 
ship in the American Society of 
Cinematographers, word-famed 
organization of the industry’s top direc¬ 
tors of photography, in 1950. “I got my 
25-year gold card the other day — and 
I’m darn proud of it!” 

In more recent years, his credits 
have included shows on such TV series 
as “Medical Center”, “Streets of San 
Francisco”, “F.B.I.”, and “My Favorite 
Martian”, as well as a half dozen pilot 
programs. 

Still primarily a feature man, Well¬ 
man’s movie credits range from “Ben 
Hur” and “Mutiny On The Bounty” to 
such as “Hawaii”, “Butch Cassidy and 
the Sundance Kid”, “Funny Girl” and 
“Lost Horizon”. 

And recently, he handled the proc¬ 
ess photography on “Day of the Lo¬ 
cust” and the action unit on “Won Ton 
Ton”, a modern-day version of yester¬ 
year’s canine star, Rin Tin Tin. 

His latest assignment was for pro¬ 
ducer Howard W. Koch on “The Big 
Bus”, at Paramount, supervising the 
process photography. 

In his personal life, Harold Wellman 
has attained much. He and Trudy, his 
wife of more than 30 years, have a 
beautiful modern home in the Doheny 

‘Estates section of Los Angeles, where 
they’ve lived for the past seven years. 

Trudy goes with her husband on 
every picture location, no matter where 
it might be. “She paints while I’m on the 
set," he adds. Trudy even came along 
with they were filming in shark-infest¬ 
ed Pacific waters off Peru. Wellman 
admits to having gone shark-hunting 
on that occasion, without success. 

Which brings us to Wellman’s great 
love: deep sea fishing. It’s been a pas¬ 
sion with him all his life. He’s certainly 
one of the most dedicated fishermen 
you’ll ever meet. 

“I’ve fished all over the world,” he 
says proudly. “I’ve fished in Hawaii, in 
Australia and Tasmania and in Peru, 
and in all the waters around North 
America. We even caught a 620-pound 
marlin once off Kona, back in 1948. 
Boy, that was some kind of a thrill!” 

For years, Wellman fished the 
oceans with an old friend who owned a 
37-foot cabin cruiser. Now, his fishing 
crony is a retired building contractor, 
who owns a 51-foot fishing boat. 

Needless to say, his home is filled 
with the trophies — and the memories 
— of the seas. Not to mention many 
significant memorabilia of Hollywood’s 

Continued on Page 360 

Harold Wellman, ASC with Mr. and Mrs. Norman Rockwell. 
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PHOTOGRAPHING e:^30 A master film-maker creates 
an epic of such spectacular 
visual beauty that one critic 
calls it: “the most ravishing 
set of images ever printed on 
a single strip of celluloid” 

motion pictures, each one totally dif¬ 
ferent from the others in both content 
and style. He has never twice made the 
same type of film. 

What sort of man stands behind this 
astounding body of work? Nobody 
seems to know — for he is such an in¬ 
tensely private person, living and work¬ 
ing, since 1961, encapsulated with his 
family in a manor house outside of Lon¬ 
don, that he has become — reluctant¬ 
ly, one suspects — a kind of legend, a 
disembodied enigma, making public 
his persona solely in terms of what he 
puts up there on the screen. 

He cares nothing for personal 
publicity and is all but inaccessible to 
journalists — which is understandable, 
considering how many so-called 
“journalists” hanging onto the fringes 
of the film world are such unprincipled 
swine. 

Yet, to those few whom he respects 
and trusts, he comes across as com¬ 
pletely free of pretensions, totally hon¬ 
est and forthright. 

When, in 1968, after “2001: A 
SPACE ODYSSEY” had burst like a 
rocket across the screens of the world, 
Editor Herb Lightman personally asked 
Kubrick to share the “secrets” of the 
film’s stunning technical expertise with 
American Cinematographer readers, 
he graciously and generously did so, 
explaining each unique and dazzling 
effect in the most precise detail, hold¬ 
ing back nothing (see American 
Cinematographer, June 1968). 

To say that Kubrick is “dedicated” is 
to sell him short, considering that in 
Hollywood a dedicated producer is all 
too often one who foregoes his weekly 
poker game in order to count the pre¬ 
view cards of his latest movie. 

The term “complete commitment” 
comes closer to describing Kubrick’s 
symbiotic relationship with film — but 
“total immersion” is even more apt. 
Taking as long as four years to make a 
single film (“2001”, for example), he 
eats, sleeps and breathes the project, 
once into it. An almost fanatical perfec- 
Continued overleaf 

(OPPOSITE PAGE) Some scenes from 
“BARRY LYNDON” — each a masterpiece 
of lighting and composition. All color pro¬ 
duction stills in these pages are actual 
frame blow-ups from the original film nega¬ 
tive of “BARRY LYNDON”. 

Among all the film-makers of the 
world, there is no one quite like Stan¬ 
ley Kubrick. 

To be more accurate, there is no one 
even refnotely like him. 

An early dropout from formal edu¬ 
cation, largely self-taught, but pos¬ 

sessed of a razor-sharp intelligence 
and a voracious curiosity, he has, since 
the late 1950s steadily risen toward the 
very pinnacle among the rarefied ranks 
of world-famed film producer-direc¬ 
tors. 

Behind him there are ten feature 

Director of Photography John Alcott, BSC, and Director Stanley Kubrick scouting locations 
in Ireland for the Warner Bros, presentation of “BARRY LYNDON”. The result of their com¬ 
bined expertise is a wonderfully muted, pastel, pictorial tour de force. The entire three-hour- 
plus picture was shot in actual locations — exterior and interior — with not a single studio set 
used. 



Sill 

mmmmm 



(ABOVE) John Alcott says that Kubrick “gave him his break” on “2001: A SPACE ODYS¬ 
SEY”, by asking him to “carry on” as Cinematographer when Director of Photography Geof¬ 
frey Unsworth had to leave the production after the first six months in order to fulfill another 
commitment. The two men also worked together on Kubrick’s “A CLOCKWORK ORANGE”. 
(BELOW) The Director checks out a composition through viewfinder of Arriflex 35BL 
camera, which was used to film almost the entire production. 

tionist, he drives his co-workers 
seemingly beyond the limits of their 
endurance toward heights of achieve¬ 
ment they never imagined, let alone 
hoped to attain. 

Stanley Kubrick does not simply 
create films — he creates entire worlds 
on film. In “DOCTOR STRANGE- 
LOVE” he creates a world at once 
hysterically funny and nightmarish, a 
quite plausible preview of the 
beginning of the end of life on this 
planet. In “2001” he creates a world of 
the not-so-distant future — cold and 
computerized, with robot-like astro¬ 
nauts reaching almost mindlessly out 
toward the cosmic unknown. In “A 
CLOCKWORK ORANGE” he creates a 
1984-ish world of senseless violence 
that is only a silly millimeter away from 
the chronic craziness and terrorism 
that prevail globally at this very mo¬ 
ment. 

Andnowcomes“BARRY LYNDON”. 
In this latest epic effort, currently 

caressing selected screens, he 
translates into cinematic terms the first 
novel of William Makepeace Thackeray 
to create a pastel, pictorial 18th- 
century world of lush country estates, 
doll-like women and dueling men. 

The film’s central character is a 
slightly thick, hungrily ambitious young 
Irishman who longs to pull himself up 
by his low-born bootstraps into the 
airy-fairy world of the nobility — and al¬ 
most succeeds in doing it. 

The lavishly mounted production, re¬ 
leased by Warner Bros., runs 3 hours 
and 4 minutes, and cost $11 million — 
every dollar of which is visible on the 
screen. 

In its bare bones the rise-and-fall 
saga of an 18th-century Sammy Glick, 
“BARRY LYNDON” is also practically a 
documentary of how people lived in the 
Ireland and England of that period — 
their manners and morals, their values 
and amours, their personal duels and 
large-scale battles. 

It is a film on a grand scale which 
abounds in meticulous technical crafts¬ 
manship and — even more important 
— the tender loving care of Stanley Ku¬ 
brick and his loyal co-craftsmen. 

In his cover story for the December 
15, 1975 issue of Time magazine, noted 
film critic-historian Richard Schickel 
wrote: “In it, he [Kubrick] demon¬ 
strates the qualities that eluded 
Thackeray: singularity of vision, ma¬ 
ture mastery of his medium, near-reck¬ 
less courage in asserting through his 
work a claim not just to the distinction 
critics have already granted him but to 
greatness that time alone can — and 
probably will — confirm.” 

Underlying this statement is the 
realization that Kubrick has taken a 



basically talky novel and magically 
transformed it into an intensely visual 
film. 

Schickel went on to write: “The struc¬ 
ture of the work is truly novel. In 
addition, Kubrick has assembled per¬ 
haps the most ravishing sets of images 
ever printed on a single strip of cellu¬ 
loid. These virtues are related: the 
structure would not work without Ku¬ 
brick’s sustaining mastery of the 
camera, lighting and composition; the 
images would not be so powerful if the 
director had not devised a narrative 
structure spacious enough for them to 
pile up with overwhelming impressive¬ 
ness.” 

The operative phrase out of that 
assertion is: “the most ravishing set of 
images ever printed on a single strip of 
celluloid.” — which is quite possibly 
true, because “BARRY LYNDON” is a 
delicious feast for the eye. Each 
composition is like a painting by one of 
the Old Masters, and they link one onto 
the other like the tiles of a wondrous 
mosaic. 

Pictorially, the elegant result 
emerges from a close collaboration 
between Kubrick (no mean photog¬ 
rapher himself) and Director of Photog¬ 
raphy John Alcott, BSC. 

Aside from the sheer beauty of the 
images, the problems of getting some 
of them onto the screen were con¬ 
siderable and unique. In the following 
interview, conducted by the American 
Cinematographer Editor, John Alcott 
discusses those problems, as well as 
the techniques utilized to make “BAR¬ 
RY LYNDON” the pictorially beautiful 
film that it is: 

QUESTION: You’ve worked with Stan¬ 
ley Kubrick on three pictures: “2001: A 

Having started his career as a LOOK photographer at the age of 17, Stanley Kubrick is a 
supremely knowledgeable film technician, as well as talented screenwriter and inspired 
director. He has innovated the use of many advanced techniques — such as front projection 
in “2001”, and is constantly on the lookout for the most progressive methods and equipment 
to enable the film artist to realize his cinematic visions more effectively. He exercises full 
creative control over his productions, including the extremely rare “final cut”. 

(LEFT) Although there are many day exteriors in “BARRY LYNDON”, there are not, oddly enough, any night exteriors. The closest to a night 
shot is this twilight scene, which was actually filmed during the “magic hour” at sunset. (RIGHT) The magnificently authentic candlelight 
scenes in the picture were filmed solely by actual candlelight, evoking a genuine 18th-Century atmosphere and lending the scenes a luminous 
glow difficult, if not impossible, to achieve with artificial lighting. 
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SPACE ODYSSEY”, “A CLOCK¬ 
WORK ORANGE” and now “BARRY 
LYNDON”. Can you tell me a bit about 
that working relationship? 

ALCOTT: We have a very close work¬ 
ing relationship, which began on 
“2001”. I had been assisting Geoffrey 
Unsworth on that picture and then, 
when Geoff had to leave after the first 
six months, I was asked to carry on — 
so it was Stanley Kubrick who gave me 
my break. Our working relationship is 
close because we think exactly alike 
photographically. We really do see eye- 
to-eye photography. 



QUESTION: What about the pre¬ 
planning phase of “BARRY LYN¬ 
DON”? 

ALCOTT: There was a great deal of 
testing of possible photographic ap¬ 
proaches and effects — the candle¬ 
light thing, for example. Actually, we 
had talked about shooting solely by 
candlelight as far back as “2001”, when 
Stanley was planning to film “NA¬ 
POLEON”, but the requisite fast lenses 
were not available at the time. In 
preparation for “BARRY LYNDON” we 
studied the lighting effects achieved in 
the paintings of the Dutch masters, but 
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they seemed a bit flat — so we decided 
to light more from the side. 

QUESTION: You photographed both 
“A CLOCKWORK ORANGE” and 
“BARRY LYNDON” for Stanley Ku¬ 
brick and, obviously, the photo¬ 
graphic styles of these two pictures 
were quite different from each other. 
Comparing the two, purely as a point 
of interest, how would you describe 
those stylistic differences? 

ALCOTT: Well, “A CLOCKWORK 
ORANGE” employed a darker, more 
obviously dramatic type of photog¬ 
raphy. It was a modern story taking 
place in an advanced period of the 
1980’s — although the period was 
never actually pinpointed in the pic¬ 
ture. That period called for a really 
cold, stark style of photography; 
whereas, ‘‘BARRY LYNDON” is more 
pictorial, with a softer, more subtle 
rendition of light and shadow overall 
than ‘‘A CLOCKWORK ORANGE”. As I 
saw it, the story of ‘‘BARRY LYNDON” 
took place during a romantic type of 
period — although it didn’t necessarily 
have to be a romantic film. I say ‘‘a 
romantic period” because of the quality 
of the clothes, the dressing of the sets, 
and the architecture of that period. 
These all had a kind of soft feeling. I 
think you probably could have lighted 
‘‘BARRY LYNDON” in the same way as 
“A CLOCKWORK ORANGE”, but it just 
wouldn’t have looked right. It wouldn’t 
have had that soft feeling. 

QUESTION: How did you translate 
“that soft feeling” into cinematic terms, 
and what technical means did you use 
to achieve it? 

ALCOTT: In most instances we were 

trying to create the feeling of natural 
light within the houses, mostly stately 
homes, that we used as shooting loca¬ 
tions. That was virtually their only 
source of light during the period of the 
film, and those houses still exist, with 
their paintings and tapestries hanging. I 
would tend to re-create that type of 
light, all natural light actually coming 
through the windows. I’ve always been 
a natural light source type of camera¬ 
man — if one can put it that way. I think 
it’s exciting, actually, to see what illumi¬ 
nation is provided by daylight and then 
try to create the effect. Sometimes it’s 
impossible when the light outside falls 
below a certain level. We shot some of 
those sequences in the wintertime, 
when there was natural light from per¬ 
haps 9 o’clock in the morning until 3 
o’clock in the afternoon. The require¬ 
ment was to bring the light up to a level 
so that we could shoot from 8 o’clock in 
the morning until something like 7 
o’clock in the evening — while main¬ 
taining the consistent effect. At the 
same time, we tried to duplicate the 
situations established by research and 
reference to the drawings and paint¬ 
ings of that day — how rooms were 
illuminated, and so on. The actual 
compositions of our setups were very 
authentic to the drawings of the period. 

QUESTION: In other words, then, you 
would take your cue from the way the 
natural light actually fell and then you 
would build that up or simulate it with 
your lighting units in an attempt to get 
the same effect, but at an exposurable 
level? 

ALCOTT: Yes. In some instances, what 
we created looked much better than 
the real thing. For example, there’s a 
sequence that takes place in Barry’s 

dining room, when his little boy asks if 
his father has bought him a horse. That 
particular room had five windows, with 
a very large window in the center that 
was much greater in height than the 
others. I found that it suited the se¬ 
quence better to have the light coming 
from one source only, rather than from 
all around. So we controlled the light in 
such a way that it fell upon the center of 
the table at which they were having 
their meal, with the rest of the room fall¬ 
ing off into nice subdued, subtle color. 

QUESTION: In creating that particu¬ 
lar effect, did you use any of the light 
actually coming through the windows? 

ALCOTT: No, it was simulated by 
means of Mini-Brutes. I used Mini- 
Brutes all the time, with tracing paper 
on the windows — plastic material, ac¬ 
tually. I find it to be a little bit better than 
the tracing paper. 

QUESTION: Was most of the picture 
shot in actual locations, or did you 
have to build some sets? 

ALCOTT: Oh, no — every shot is an 
actual location. We didn’t build any sets 
whatsoever. All of the rooms exist 
inside actual houses in Ireland and the 
southwest of England. 

QUESTION: What about the physical 
problems of shooting inside those 
actual stately homes? 

ALCOTT: Well, we did have problems, 
although they didn’t affect me too 
much. For instance, many of those 
stately homes are open to the public. 
We couldn’t restrict the public from 
going through — so we had to cater to 
them. We would use certain rooms with 



visitors virtually walking past in the 
corridor. They would simply close off 
that one room and have the public by¬ 
pass it. However, at times our shooting 
schedule would be limited to the point 
where we had to work when they 
weren’t touring. They would go around 
in groups and we would virtually shoot 
when they were changing over from 
one group to another. In many of the 
locations, though, we had complete 
freedom of the house. We didn’t really 
have too many problems, except for 
having to build very large rostrums for 
the lighting in certain rooms. I also had 
rostrums built around the exterior win¬ 
dows. They could be wheeled out of the 
way for reverse angles when we were 
shooting towards the windows and 
wanted to show the view outside, as 
well. Such was the case in the se¬ 
quence that takes place in Countess 
Lyndon’s bedroom. 

QUESTION: Did you have to gel the 
windows, or were you using a daylight 
balance? 

ALCOTT: In the actual interiors, most of 
the time, we did gel the windows, 
although there were a very few in¬ 
stances when we didn’t do it. We had 
neutral density filters made, as well 
—ND3, ND6 and ND9 — so that we had 
a complete range to accommodate 
whatever light situation prevailed out¬ 
side the windows. Also, on all the ex¬ 
terior shooting, I never used an 85 filter. 

QUESTION: What was your reason for 
not using the 85? 

ALCOTT: One reason was to get an 
overall consistent balance throughout 

the entire picture. In that sense, I tend 
to use it as I use forced development — 
that is, in every scene (including those 
that don’t actually need it), in order to 
maintain a consistency of visual 
character throughout. The second 
reason was simply that the exterior light 
was sometimes so low that I needed the 
extra two-thirds of a stop. Although we 
mostly used the zoom lens outdoors, 
there were many instances in which we 
ended up shooting wide open with the 
Canon T/1.2 lens. 

QUESTION: In other words, the light 
was sometimes so dull, so overcast 
that you had to open up that lens all the 

way. Is that right? 

ALCOTT: Oh, yes — all the way. That 
was especially true in the holdup am¬ 
bush sequence. We started off with a 
good day and there was plenty of light 
in the beginning, but the last part of that 
sequence was shot with the T/1.2 lens 
wide open. In order to match the bril¬ 
liance of the normal daylight one had to 
be very fully exposed. I needed that fast 
lens. 

QUESTION: Can you tell me to what 
extent you used diffusion in shooting 
“BARRY LYNDON”? 
Continued on Page 320 
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TWO SPECIAL LENSES FOR “BARRY LYNDON” 
How the stringent demands of a purist-perfectionist film-maker 
led to the development of two valuable new cinematographic tools By ED DiGIULIO 

President, Cinema Products Corporation 

My first contact with Stanley Ku¬ 
brick was when he was referred to me 
by our mutual friend, Haskell Wexler, 
ASC, during Kubrick’s preparation for 
“A CLOCKWORK ORANGE". Haskell 
indicated to him that I and my company 
were very responsive to the demand¬ 
ing needs of professional filmmakers, 
especially when it came to coming up 

with unique solutions to difficult prob¬ 
lems. 

For “CLOCKWORK” we purchased a 
standard Mitchell BNC for Kubrick and 
overhauled it, but did not reflex it or 
modify it in any special way. Kubrick’s 
attitude has always been that he would 
rather work with a non-reflexed BNC 
and thereby gain tremendous flexi¬ 

bility and latitude in the adaptation of 
special lenses to the camera — as was 
subsequently the case on “BARRY 
LYNDON". For “CLOCKWORK" we also 
supplied the major accessory items for 
which we are well known, such as the 
“Joy Stick” zoom control, the BNC 
crystal motor and the Arri crystal 
motor. 

Two of the stunning candlelight scenes from “BARRY LYNDON”, 
photographed with modified Zeiss 50mm and 36.5mm f/0.7 lenses. 

(ABOVE LEFT) The Zeiss 50mm, f/0.7 lens, shown in special focusing-mount (and with adjustable shutter blade removed). (CENTER) In 
front, the specially modified Zeiss 50mm, f/0.7 lens. Behind it, the lens before modification. (RIGHT) Zeiss 50mm f/0.7 lens with Kollmorgen 
adaptor, creating an effective focal length of 36.5mm (BELOW LEFT) Zeiss f/0.7 lens in special focusing mount. (CENTER) Lens with Koll¬ 
morgen adaptor — 36.5mm focal length. (RIGHT) The Cine-Pro T/9 24-480mm zoom lens, shown with J-4 zoom control. 



Ed DiGiulio, President of Cinema Products Corporation, shown holding the new Cine-Pro 
20-to-1 (24mm-480mm) lens, which was originally designed at the request of Stanley 
Kubrick specially for filming “BARRY LYNDON”. The Zeiss 50mm, f/0.7 lens, with the Koll- 
morgen adaptor, is mounted on the non-reflexed Mitchell BNC camera utilized to shoot the 
film’s candlelight sequences. 

At the very early stages of his 
preparation for “BARRY LYNDON”, 
Kubrick scoured the world looking for 
exotic, ultra-fast lenses, because he 
knew he would be shooting extremely 
low light level scenes. It was his objec¬ 
tive, incredible as it seemed at the time, 
to photograph candle-lit scenes in old 
English castles by only the light of the 
candles themselves! A former still 
photographer for Look magazine, 
Kubrick has become extremely knowl¬ 
edgeable with regard to lenses and, in 
fact, has taught himself every phase of 
the technical application of his filming 
equipment. He called one day to ask 
me if I thought I could fit a Zeiss lens he 
had procured, which had a focal length 
of 50mm and a maximum aperture of 
f/0.7. He sent me the dimensional 
specifications, and I reported that it 
was impossible to fit the lens to his BNC 
because of its large diameter and also 
because the rear element came within 
4mm of the film plane. Stanley, being 
the meticulous craftsman that he is, 
would not take “No” for an answer and 
persisted until I reluctantly agreed to 
take a hard look at the problem. 

When the lens arrived, we could see 
it was designed as a still camera lens, 
with a Compur shutter built into the 
lens. The diameter of the lens was so 
large that it would just barely fit into the 
BNC lens port, leaving no room for an 
additional focusing shell. As a conse¬ 
quence, we had to design a focusing 
arrangement so that the entire lens 
barrel rotates freely in the lens port. To 
avoid possible binds that might result 
from this unconventional mode of 
operation, we added a second locating 
pin to the standard BNC lens flange, so 
that the two pins securely held the lens 
barrel concentric with the lens port 
during operation. 

The problem of the close proximity 
of the rear element to the film plane 
was a much more difficult matter to 
resolve. To begin with, we removed the 
adjustable shutter blade, leaving the 
camera with only a fixed maximum 
opening. We then had to machine the 
body housing and the aperture plate a 
considerable distance inward so that 
the fixed shutter blade could be pulled 
back as far as possible toward the film 
plane. 

Naturally, the Compur shutter had to 
be dismantled and the iris leaves 
altered so that they could be manually 
operated in the normal manner. Cali¬ 
brating the focus scale on the lens pre¬ 
sented quite a problem, too. A lens as 
fast as this has an extremely shallow 
depth of field when shooting wide 
open, so Kubrick understandably 
wanted to have as broad a band spread 
on the scale as possible. To do this we 

used an extremely fine thread for the 
focusing barrel and this resulted in a 
scale which required two complete 
revolutions to go from infinity down to 
approximately 5 feet. We had to stop at 
5 feet or it would have taken several 
more revolutions to bring it to the near 
focus point. Kubrick agreed that this 
was as close a focus as he would re¬ 
quire, and that stopping at two revo¬ 
lutions would make the scale less am¬ 
biguous. 

Remembering that this lens was to 
be used on a non-reflexed BNC and, 
further, that the rear element of the lens 
came within 4mm of the film plane, an 
additional problem was that the camera 
could not be racked over to the viewing 

position if the lens were in its normal 
filming position. Accordingly, we de¬ 
signed a safety interlock switch so that 
the lens had to be rotated a full nine 
revolutions out before the micro switch 
would trip, permitting the camera to be 
racked over. In this manner we pro¬ 
tected the rear element of the lens from 
being inadvertently smashed if the 
operator attempted to rack over before 
the lens was moved forward suffi¬ 
ciently. 

The lens and camera were sent to 
Kubrick who film-tested it and report¬ 
ed that the results were fantastic. He 
found, however, that he did have to re¬ 
calibrate our scale, apparently be- 
Continued on Page 318 

To protect the rear element of the Zeiss 50mm, f/0.7 lens (which was within 4mm of the film 
plane), a special safety interlock switch was designed so that the lens had to be rotated a full 
nine revolutions out before the micro-switch would trip, permitting the camera to be racked 
over. 
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WHY MORE 
PEOPLE BUY CP-16 
FROM US: 

@EQM£] 

Choice. 
We offer CP-16 in non-reflex, reflex and new double¬ 
system versions. Each with its own special advantages, and 
with the light weight, super-accurate sync, versatility and rugged 
design that have made it the greatest news and documentary 
success story in years. 

Price. 
Whatever your needs, we’ll help you with the right 
package at the right price. The right kind of trade-in allowance. 
And we’ll gladly customize a package around your present 
accessories, to save you even more. 

Backup. 
As the original Factory-Authorized CP-16 dealers, we have more 
individual and combined experience selling and servicing 
CP-16’s than anyone else. So whatever part of the country 
you’re in—or whatever part of the globe you’re shooting— 
you’ll find buying from any of us is like buying from all of us. 
Because we’ll back up your CP-16 with the largest, best- 
equipped facilities in the business... service to match...and the 
kind of commitment you’d expect from industry leaders. 

WRITE OR CALL FOR MORE INFORMATION. 

THE 
CAMERA MART, INC. 

456 W. 55th Street 
New York, N Y 10019 

(212) 757-6977 

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

ALAN GORDON 
ENTERPRISES, INC. 

1430 N. Cahuenga Blvd. 
Hollywood, Calif. 90028 

(213) 466-3561/(213) 985-5500 
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“After a million feet of film, 
I'm completely sold on Houston.” 

“In the past two years, we’ve 
run overa million feet of film 
through our Houston processor. 
Short runs, long runs, football 
games, ballets, educational films, 
commercials — a little bit of every¬ 
thing. Most of it in a rush and every 
foot important to our customers. 

“I’m happy to say that our 
Houston machine has never let us 
down. And I feel we get the best 
quality results that we could hope 

for, due primarily to Houston’s 
precise time and temperature 
controls. 

“In all of our business con¬ 
tacts, the Houstons (John and 
Herb) have been the most helpful 
whenever we needed advice or 
assistance. That’s why I’m sold 
on Houston.” 

Charlie Simpson’s remarks 
are music to our ears. It’s a tune 
we’ve been hearing for more than 
45 years and the reason Houston 
is the world leader in continuous 
film processing equipment. 

Whatever your requirements 
— any type or size of film, b&w 
or color, Houston has a machine 
to do the job — better. Write or 
phone for brochures on the 
models that fit your specific needs. 
Houston Photo Products, Inc., 
655 E. 20th St., Yuma, Ariz. 85364. 
(602) 782-3677. Telex: 669-450. 

PHOTO PRODUCTS. INC. 
YUMA. ARIZONA 

Charles P. Simpson, president 
Simphoto Cinematography 
El Paso, Texas 
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The Horsley Studio and Bostock Animal Farm at Washington and 18th Streets in Los Angeles, 1915. 

HISTORIC HOLLYWOOD MOVIE STUDIOS-PART I 
The first installment of a three-part pictorial backward glance 
at Movietown, U.S.A., in the days when it was growing up and and 
cameramen were hand-cranking monarchs of all they surveyed 

ByMARC WANAMAKER 1 

The cameraman, the movie studios 
and Los Angeles, all had several things 
in common during the beginnings of 
the film industry in the United States. 
Los Angeles, in the early 1900’s was an 
agricultural center with small com¬ 
munities located in different parts of 
the basin. The populated areas now 
known as Pasadena, Glendale, Boyle 
Heights and Hollywood, more or less 
surrounded the original downtown 
business district, where the film proc¬ 
essing laboratories and distributing ex¬ 
changes were located. 

These areas were a cameraman’s 
paradise, with a choice of hills and val¬ 
leys, and somewhat farther away lay 
the ocean, with its sparsely settled 
communities. The California weather 
was a major factor in bringing motion 
picture producers to the west coast, 
since cameras could grind away out-of- 
doors almost all year long. 

A columnist of the day wrote: “Clear 
air and sunshine are available three 
hundred days out of the year, perfect 

(ABOVE RIGHT) The legendary G.W. “Billy” Bitzer, famed as Director D.W. Griffith’s cameraman and right-hand man, cranks a shot of “Mexi¬ 
can Spitfire” Lupe Velez in the 1920’s. (BELOW) A busy day at the Selig Studio Camera Department in 1911. Col. William Selig first sent a unit 
of his Selig Polyscope Company to do some filming on the West Coast in 1907. They constructed the first set ever built in Los Angeles, on a 
rooftop open stage at 8th and Olive Streets in the downtown area. 



conditions for picture making. The 
scenic advantages are unique. From 
the heights of Edendale, one can see 
the Pacific Ocean and the broad pano¬ 
rama of southern California with its fruit 
and stock ranches, its snowcapped 
mountains and its tropical vegetation to 
the east, north and south. Within a 
short distance of Edendale may be 
found every known variety of national 
scenery, seemingly arranged by a 
master producer expressly for the 
motion picture camera. In this enchant¬ 
ed land are produced those startling 
and spectacular westerns that so en¬ 
chant the movie audiences.” 

Back in 1904, Roy Knabenshue 
made his film “OLD DIRIGIBLE” at the 
Washington Gardens (an amusement 
park later known as Chutes Park) at 
Main and Washington Sts. In 1915, 
David Horsley would build Horsley Park 
— Bostock Zoo, nearby. 

In 1907, Col. William Selig, a Chicago 
film producer, hired a well-known stage 
director, Francis Boggs, to take a unit 
of his Selig Polyscope Company to the 
west coast. They made films at first 
using the natural scenery of Colorado 
and continued on to California, where 
the first set ever built in Los Angeles 
was set up on an open stage on a roof 
top at 8th and Olive Sts. downtown. 
There they made a one-reel version of 
the opera “Carmen” and shot scenes 
from “THE COUNT OF MONTE 
CRISTO”, also complete in one reel. 
The thrilling ocean scenes from the lat¬ 
ter were made on the beach at Laguna 
and farther west at Venice. 

The following year, Col. Selig sent a 
newly outfitted Francis Boggs to New 
Orleans with a company of actors and 
cameraman James Crosby. Again they 
ended up in Los Angeles. In 1909, 
“permanent facilities” were set up in 
rented space in the rear lot of the Sing 
Loo Chinese Laundry on Olive St. 

Selig Zoo-Studio entrance at 3800 Mission Road, Eastlake Park, in 1913. Selig built this 
facility as a permanent location for filming jungle-adventure-animal pictures. Covering 
thirty-two acres of ground and housing one of the largest animal collections in the United 
States, it was considered one of the showplaces of Los Angeles. 

The N.Y.M.P.C. (New York Motion Picture Company) Studio, located on the beach at Santa 
Monica, as it looked in 1913. It offered a convenient variety of seashorem canyon, and moun¬ 
tain backgrounds for filming. It was later known as Bisonville, Inceville, Hartville and Robert- 
son-Cole “ville”. Buildings in the foreground are storage sheds. 

(LEFT) Thomas H. Ince directing “CIVILIZATION” at the Santa Monica Studio-ranch in December of 1915. (RIGHT) Main entrance of the 
Selig Edendale Studio, located at 1845 Allesandro Street (now Glendale Boulevard), circa 1910. It was one of the first of several studios ulti¬ 
mately to be located in the Edendale area. 



In the beginning there was no artificial light available to the infant motion picture industry, so all filming was done on open sets, a fact that was 
largely responsible for the filming action to move from the East Coast to California. However, since the West Coast sunshine was a bit harsh, 
light diffusers draped over the open stages were rigged to provide a simple but effective way to control the sunlight source. 

The Triangle/Fine Arts Studio at the junction of Sunset Boulevard and Hollywood Boule¬ 
vard. It had formerly been the Majestic-Reliance Studio. Director D.W. Griffith filmed 
“INTOLERANCE” across the street from where this photograph was taken, building one of 
the largest sets ever constructed for a motion picture. 

The Mack Sennett Studio at 1712 Allesandro Street in Edendale, about 1916. This studio, 
which was headquarters for the New York Motion Picture Company and Mack Sennett, was a 
major motion picture center for fifteen years, until Sennett moved to Studio City in 1927. 

cows MACK SENNETT COMEDIES 

between 7th and 8th Sts. They made 
“THE HEART OF A RACE TRACK 
TOUT” there, the first complete movie 
ever made in California, also using the 
old Santa Anita Race Track, which was 
about to be closed down. 

In 1910, Col. Selig opened one of the 
first studios in the Edendale area at 
1845 Allesandro Ave. (now Glendale 
Blvd.). Later, in 1911, he bought land in 
what is now the Lincoln Park area to 
build a studio-zoo to film jungle- 
adventure-animal pictures. From an ar¬ 
ticle in ‘Moving Picture World’ in 1917, 
G. P. Von Harleman, a staff reporter, 
wrote about his visit to the motion pic¬ 
ture studios of California and specifi¬ 
cally about Edendale and other film 
producing areas: “The Selig Zoo at 
Eastlake Park is one of the show places 
of Los Angeles. It covers thirty-two 
acres of ground and is situated at 3800 
Mission Road. Col. Selig has assem¬ 
bled here one of the largest animal 
collections in the United States. At the 
entrance to the zoo is an animal sculp¬ 
ture of great beauty. The studio-zoo is 
of Mission Style with a large patio and 
well-kept lawn. There are many differ¬ 
ent animal compounds and an amuse¬ 
ment pavilion in the center. The studio 
part of the zoo is at the rear end of the 
park. Near the stages are concrete 
dressing rooms, shops and a camera 
department.” 

Fred Balshofer, one of the early Cali¬ 
fornia film pioneers and a founder of 
the New York Motion Picture Com¬ 
pany, once described the Los Angeles 
area as he found it when he brought the 
Bison Company west in 1909 and set 
up a makeshift studio near Selig at 
1719 Allesandro Ave. He remembered 
that they photographed scenes around 
the Echo Park and Hollywood areas, 
riding “their horses from the studio in 
Edendale to the hills of Hollywood over 



winding roads”. There were “some 
adobe buildings on several ranches 
and farms just west of La Brea and 
Prospect Ave.” (later Hollywood Blvd.) 
where the Bison Company photo¬ 
graphed horse chases, gun battles, 
stagecoach holdups and other similar 
scenes, before Balshofer discovered 
Griffith Park. He described the park as 
“a beautiful place with tree-covered 
hills, ideal for western pictures. It was 
only a few miles from our studio and 
many times we would set up an Indian 
village and leave it there for a few days 
at a time, in the section now known as 
the Griffith Park Golf Course.” The 
cameramen who worked for Balshofer 
and their New York director Thomas 
Ince, were young and inexperienced, 
since most of the professionals were on 
the east coast. Maxwell Smith came 
west with the Bison Company as a 
cameraman until Balshofer dis¬ 
covered he was planted by the Patents 
Company to report back on their 
picture-making activities. Robert New- 
hard then took over the camera crank¬ 
ing under Balshofer’s tutelage, learn¬ 
ing the craft by trial and error. 

By 1912, the Bison Company, with 
Thomas H. Ince as manager in charge 
of production, moved from Edendale to 
the Santa Ynez Canyon. There, where 
today Sunset Blvd. meets the Pacific 
Coast, was the NYMPC Studio ranch. 
Known as Inceville, then Bisonville and 
Hartville, the studio ranch was their 
most important producing center. Ince 
made “War on the Plains”. “Custer’s 
Last Fight” and “Civilization” at this 
location. 

1910 saw several major film com¬ 
panies arriving in Edendale and other 
areas in the Los Angeles basin, 
complete with eastern cameramen and 
equipment. The well-known Biograph 
Company (a Patents member) sent 
their director, D. W. Griffith, and their 
star, Mary Pickford, to the west coast, 
where they set up three studios during 
a two-year period. Between trips back 
east, they set up a temporary studio at 
312 California Ave. in Santa Monica, 
later moving to Grand and Washington 
Sts. and in 1911 to 906 Girard St. (now 
Pico and Georgia) in downtown Los An¬ 
geles. Billy Bitzer, Griffith’s camera¬ 
man, not only cranked his camera, but 
was Griffith’s right-hand man at these 
studios, developing together their new 
techniques of camera usage and light¬ 
ing. At the Biograph Studio, as well as 
at the other studios, the early camera¬ 
men used muslin scrims as light dif¬ 
fusers, installed on overhead trolley 
systems while they shot on an open 
stage. 

After leaving the Biograph Corn- 
Continued on Page 286 

Mack Sennett directing an “exotic temptress” in a Triangle/Keystone film at the Keystone 
Studio in 1915. His later formula of combining slapstick comedy with “bathing beauties” led 
to his becoming one of the most highly successful of the early motion picture producers. 

The Nestor Studio at 6101 Sunset Boulevard in 1913. This facility also housed the Christie 
Film Company, a production facility which became famous for the comedies which it pro¬ 
duced. The comic form, developed on film in Hollywood, became a highly individual and 
popular entertainment, apprecciated by audiences all over the world. 

This modest facility housed the Kalem Hollywood Studio and was located on the site of what 
is now the KCET-TV Studios, where programs are produced for the Public Broadcasting net¬ 
work. Known as Fleming Street in 1912-13, the thoroughfare is now called Sunset Avenue. 



Ask any film 
maker about 
prestige* Hell tell 
you about MPL* 

Living up to our clients’ expectations and needs— 
that’s what MPL is all about. And we know what it 
takes to be good. That’s why TV producers, documen- 
tarians and 16 mm film makers across the country 
depend on MPL. 

We set the highest standards for our work. And 
our standards are reflected in everything we do. Send 
MPL your film and VTR’s and see why we’re so proud 
of our name. 

PROCESSING: B & W Reversal, B & W Neg/Pos, 
Color ECO and EE, Color Interneg/Pos, Reg. & Super 
8, also: 
SOUND: Original Recording, Rerecording, Mixing, 
Interlock Screenings, Sound Optical Transfers, 
Musical Libraries 
PRODUCTION SERVICES: Editorial, Conforming 
A/B Rolls, Titling, Film Treatments, Film 
Lubrication, Scripting 
PRINTING: B & W Interneg/Pos, B <Sc W Reversal, 
Color Interneg/Pos, Kodachrome Prints, Ektachrome 
Prints, Printing Masters, Reg. & Super 8, also: 
SPECIAL SERVICES: Color on B & W Videotape to 
Film Transfers, 35mm to 16mm Optical Reductions, 
16mm Opticals with Effects, 16mm to 8mm 
Reductions 

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

Mi! 
MOTION PICTURE 
LABORATORIESJNC. 
781 South Main Street 

MemphiSrTenn. 38101 
(901)774-4944 
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GinnyHart knows 
only one standard, Excellence 

Through the lens of her Nik- 
kormat, Ginny Hart captures 
the wide-eyed wonder of a 
child, the hand-shaking vitality 
of a young executive, the restful 
calm of old age. People she 
knows, people she seeks out, 
people who are a part of her life 
as the sales manager for Victor 
Duncan, Inc./Dallas. Dealing 
with television and film pro¬ 

ducers, in-house production 
cameramen, and manufacturers 
of motion picture equipment, 
Ginny’s work is a constant 
study of the people she loves. 
And selling the best possible 
equipment from VictorDuncan 
is the standard of excellence 
she sets for herself. For Ginny 
Hart, it’s the only standard. 
And we’re proud of it. 

VICTOR DUNCAN, INC. 

Rentals, Sales, Service 
676 N. St. Clair, Chicago, Illinois 60611 
(312) 321-9406 
2659 Fondren, Dallas, Texas 75206 
(214)369-1165 
11043 Gratiot, Detroit, Michigan 48213 
(313) 371-4920 

. .. the check and 
double check people 



The beginning of Universal City, 1913-14 (looking west). If the terrain looks suspiciously like farmland, it is because Los Angeles, in the early 
1900’s was, indeed, an agricultural center, with small communities located in different areas of the basin. The populated areas, now known as 
Pasadena, Glendale, Boyle Heights and Hollywood, more or less surrounded the original downtown business district, where the film proc¬ 
essing laboratories and distributing exchanges were located. 

David Horsley, Mrs. Horsley, Al Christie and Mrs. Christie, shown at a reunion in 1930, for the 
purpose of dedicating a plaque at Gower Street and Sunset Boulevard, commemorating the 
establishment of the first motion picture studio to be built in Hollywood, in 1911. 

HOLLYWOOD MOVIE STUDIOS 
Continued from Page 283 

pany, Griffith joined other companies 
which gave him a freer hand in making 
the films of his choice. The Majestic- 
Reliance Company at 4500 Sunset 
Blvd. moved in 1914 and left their plant 
for Griffith, to make films for the newly 
formed Triangle Film Company. Under 
his management, the studio was called 
the “Fine Arts Studio” where he and 
Billy Bitzer made “BIRTFI OF A NA¬ 
TION” and “INTOLERANCE”. 

At the beginning of 1912, Richard V. 
Spencer, a reporter for Moving Picture 
World, reported on his visit to Eden- 
dale and the studios there. “Los An¬ 
geles and vicinity have acquired their 
reputation in the production of west¬ 
ern and Indian pictures. The Selig 
Company chose Edendale for their 
headquarters and have erected a 
$75,000 plant. Within a block of them, is 
the Path6 West Coast Studio at 1807 
Allesandro Ave. and a block below 
Pathd is the Bison Studio at 1719. More 
eastern producers are making 
preparations to come this year, making 
Los Angeles the new center of filming in 
the world”. 

By 1913, the New York Motion Pic¬ 
ture Company set up their Keystone 
Comedy Company at 1712 Allesandro 
Ave. with Mack Sennett as Managing 
Director. This studio, which was head¬ 
quarters for the NYMPC and Mack 
Sennett, was a major motion picture 
center for fifteen years, until Sennett 
moved to Studio City in 1927. 

Many of the independent com¬ 
panies were fleeing the Edison Patent 
agents in the east, who confiscated any 
cameras not controlled by them. They 
were known as “blanket companies”, 
because the assistant cameraman 
would throw a blanket over the camera 
if an agent showed up in the vicinity. 

The Essanay and the Kalem Film 
Companies, two large producers in the 
east, came to Los Angeles and set up 

Studio personnel of the L-KO (LEHRMAN-KNOCK OUT) Motion Picture Company proudly 
line up to have their group picture taken on April 22,1916. This company operated on the old 
Universal lot, which was then located at Gower Street and Sunset Boulevard (“Gower 
Gulch”). 



r> M I ii'- ■ 

SSSSi-OKS'' 

■Hi 

crude studios in Glendale, Hollywood, 
Santa Monica and downtown Los 
Angeles. 

When David and William Horsley 
opened their west coast studio in an old 
tavern at the corner of Gower and 
Sunset Blvd., Hollywood was a small 
farming community. Their company 
produced Nestor Comedies with Al 
Christie as director and their studio was 
the first in the Hollywood area in 1911. 

In 1912, across the street from the 
Nestor Company, on the south side of 
Sunset Blvd. at Gower, was the first 
temporary home of the newly or¬ 
ganized Universal Film Manufacturing 
Company. They were there until the 
North Hollywood site was ready by 
August of 1914. Universal City was 
opened officially in March of 1915. Carl 
Laemmle, President of Universal, even¬ 
tually moved all of their production to 
the new North Hollywood studio, using 

‘sixteen producing companies, making 
one- to five-reel films there. By 1917, 
Universal City, in addition to its regular 
departments, maintained a hospital, a 
police department, a fire department, a 
restaurant, garages and a zoo. John M. 
Nickolaus was the superintendent of 
photography and Edward Ullman was 
chief cameraman. 

When Universal moved from Sunset 
Blvd., Henry Lehrman, L-KO (the legal 
name of his company), a Sennett 
comedian and the Century Film Com¬ 
pany, both part of Universal, shared the 
lot. 

By 1916, Sunset and Gower was a 
major movie studio center with many 
directors, cameramen and western 
players employed by many small 
companies. 

Jesse Lasky, a film producer from 
New York, came to Los Angeles in 1913 
with his partners, Samuel Goldfish 
(Goldwyn), Arthur Friend and their 
director, Cecil B. De Mille, and opened 

(LEFT) The Clune Studio, located at 5300 Melrose, shown in 1915. Today the Producers Studio occupies the once-famous lots of Tech Art, 
Prudential and California Studios. (RIGHT) The Lasky Studio at Seima and Vine Streets in 1916. C.B. DeMille’s “THE SQUAW MAN” was 
filmed here in 1913. 

The Clune Studio in 1915. Sharing the studio was the Famous Players Company from New 
York. (Left to right) Albert A. Kaufman (Famous Players West Coast Manager), Lottie Pic- 
ford, Mary Pickford, Donald Crisp (Director, Clune) and Allan Dwan (Director, Famous 
Players). Starting as a director, Crisp later attained fame as a character actor. 

The Century Studio at 6102 Sunset Boulevard in 1916. In the early days of filming fever in 
Hollywood, studios, large and small, sprang up like mushrooms, and many disappeared just 
as suddenly. Several of those that survived eventually evolved into the major studios of to¬ 
day. 



(ABOVE) The William Fox Studio, 1918, formerly the Thomas Dixon Studio, located at West¬ 
ern Avenue and Sunset Boulevard. It later became an auxiliary facility of 20th Century-Fox 
Studios. (BELOW) Previously (1917) the William Fox Studio had temporarily been housed at 
1845 Allesandro St., the old Selig Studio in Edendale. 

The washing and drying room at Famous Players Lasky (later Paramount Pictures) in 1920. 
Early motion picture developing methods were very primitive, with 100-foot rolls of film 
wound onto tracks like this and lowered into tanks for development. A later innovation, pre¬ 
dating development machines, had the film wound onto circular, drum-like racks. 

a studio in a barn at Selma and Vine 
Sts. Their star was Dustin Farnum and 
their film was “THE SQUAW MAN”. 
The cameramen for the new Lasky 
Company were Alvin Wyckoff, Al Gan- 
dolfi, Fred Kleu and managing camera¬ 
man and director, Oscar Apfel. Even¬ 
tually, this company, later known as 
Famous Players Lasky, would expand 
into one of the largest film companies 
in the world, Paramount Pictures Cor¬ 
poration. 

William H. Clune, the successful Los 
Angeles theatre owner, set up his own 
studio in 1915, at 5300 Melrose Ave. 
Donald Crisp was the Managing Direc¬ 
tor and made one of the first “Ramona” 
pictures on the Clune lot. The Famous 
Players Company of Adolph Zukor 
shared the lot with Clune in 1915. Mary 
Pickford and Company used the Clune 
studio as their temporary home before 
returning to New York. 

William Fox began to make his films 
in Los Angeles at the old Selig studio in 
1917, but moved a year later to the old 
Dixon studio at Sunset and Western. 
Theda Bara made her most famous 
pictures at this lot, as did Tom Mix. 

Eastern money began to invest in 
movie studios by 1917, after the 
Patents Company was finally defeated 
in the courts. Permanent facilities 
stretched from the Sonoma Photoplay 
Studio in northern California to the Bal¬ 
boa Studio, south of Los Angeles. Many 
of them grew to be giant film factories, 
and as they grew, so did their various 
departments. With new developments 
in film and cameras came new 
developments in the technique of film¬ 
ing. By 1920, cameramen were be¬ 
coming skilled and experienced tech¬ 
nicians. The old-fashioned methods of 
developing by hand were still used, 
however, even by the largest com¬ 
panies. 

The studios covered in this article 
are a cross section of some major and 
minor studios which motion picture 
cameramen knew so well in those days 
in Los Angeles. There are few camera¬ 
men living today who remember the 
studios on Allesandro, Melrose or Sun¬ 
set. It is most important that more infor¬ 
mation be saved for the future. It was 
these studios and the men who worked 
in them which made the film industry’s 
history in Los Angeles an important 
milestone in the development of film- 
making as an art and of Los Angeles as 
the film center of the world. 

In the early years of picture making, 
starting a company seemed very easy. 
All one had to do to launch a motion 
picture company, was to buy a camera, 
employ actors, turn the crank and 
make money! It was very often, 
Continued on Page 297 



An Authorized Bicentennial Program of 
American Cinematographer 

YOU HAVE ONLYONE 
CHANCE TO CELEBRATE 

THE BICENTENNIAL. 
DO IT RIGHT. 

Just how do you celebrate a Bicentennial? 
You’ve had lots of practice celebrating Christ¬ 
mas, New Year and Thanksgiving. But there 
has never been a Bicentennial...and there 
will never be another. Just as regular 
holidays depend on people to f f 
celebrate them, so does the Bi- v 
centennial. And all the Bicen¬ 
tennial commissions and 
administrations combined 
can’t celebrate it for you or without you. 
Trying to celebrate the Bicentennial without 
a flag is like Christmas without a tree. Our 
flag is the one emblem that has stood for our 
country for the past 200 years. So start now. Fly a 

B flag on your 
house, on your 

lapel, and on your 
car window and 

bumper. 
If you have a flag, 

fly it proudly. If you don’t, use this convenient 
order form. Our publication has been author¬ 

ized by the U. S. Bicentennial Society to make 
these hard to find, high-quality flag materials 

available at prices lower than you would 
expect to pay (made possible by the large 

quantity involved with this national program). 
Order now. Start celebrating our one and only 

Bicentennial today! 

II 
I 
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AI.Home Flag Set - The only flag set approved for use 
with the golden Double Eagle top ornament (included) 
symbol of the Bicentennial. Heavy-duty 3 x 5 ft. flag 
with double-stitched stripes, canvas heading, and brass 
grommets. Extra-strength, gold steel pole (6 ft., two 
piece). Wall bracket, screws, halyard, instructions, and 
storage box. Choice of 50 Star, Betsy Ross, or 
'76 Bicentennial Flag. $9.95 each. 
A2. Flag, Without Accessories — Same high-quality 
3 x 5 ft. flag described above, ready to fly on your 
pole. $7.76each. Choice of 50-Star, Betsy Ross, or 
'76 Bicentennial. 
A3. Auto Window Sticker — Applies to inside glass. 
3x4% inches, full color. Choice of 50 Star, Betsy Ross, 
or '76 Bicentennial Flag. $ .35 each. Any 3 for $1.00. 
B. Bicentennial Bumper Strip — Blue and White stars. 
Red and White stripes. $ .50 each. 
C. Bicentennial Lapel Pin — Enameled in full color. 
Individually gift boxed. $1.00 each. 

Send order to: 
American Cinematographer 
c/o U.S. Bicentennial Society 

V. f First and Main Streets 
‘■JSME. ylitjSr Richmond, Virginia 23219 

Quantity Cost 

50-Star Betsy Ross 
'76 

Bicentennial 

A1. Home Flag Set(s) @ $9.95 

A2. Flag without Accessories @ $7.76 

A3. Flag Window Sticker(s) @ $ .35(any 3 for $1) 

B. Bicentennial Bumper Strip(s) @$ .50 

C. Bicentennial Lapel Pin(s) @ $1.00 

Postage and Handling 

FnHnsprl k my check nr money order for S.. 

$ .50 

Name  
Address. 
City  .State. .Zip. 

Residents of Virginia add 4% sales tax. 
Please make checks payable to U.S. Bicentennial Society. 
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WHAT’S NEW 
Continued from Page 246 
U.S.A., Inc., 10 Nevada Drive, Lake 
Success, New York 11040. (516) 488- 
6700. 1.23 East Paularino Avenue, Cos¬ 
ta Mesa, California 92626. (714) 979- 
6000. 3245 American Drive, Missis¬ 
sauga, Ontario (416) 677-2730. 

• 

CANON ANNOUNCES CRYSTAL 
CONTROL UNIT FOR 16mm 
SCOOPIC 16M 

Canon U.S.A., Inc. has announced 
the availability of the Canon Crystal 
Control Unit for its Scoopic 16M 16mm 
camera, which gives the professional 
filmmaker the ability to shoot sync 
sound with the Canon Scoopic 16M. 
Slightly larger than a pack of cigarettes 
(0.9 x 3 x 4.8”), the compact solid-state 
module mounts on the camera’s acces¬ 
sory shoe (or fits into the cameraman’s 
pocket), connecting to the camera via a 
6-foot coil-cord. All power is derived 
directly from the camera. 

Modification of the 16M, which can 
be readily accomplished at any Canon 
Factory Service Center, is required for 
use with the Crystal Control Unit. 

For more information, write or call 
Professional Motion Picture Products 
Division, Canon U.S.A., Inc., 10 Ne¬ 
vada Drive, Lake Success, New York 
11040. (516) 488-6700. 123 East Paula¬ 
rino Avenue, Costa Mesa, California 
92626. (714) 979-6000. 3245 American 
Drive, Mississauga, Ontario (416) 678- 
2730 

• 
NEW CHANGING BAG 
INTRODUCED BY MATTHEWS 
STUDIO EQUIPMENT 

A unique film changing “bag within a 
bag” has been introduced by Matthews 
Studio Equipment, Inc. 

Developed by motion picture 
cameraman Jim Myrah and dubbed the 
“MY-BAG”, it features a self-contained 
aluminum carrying case within which is 
an inner double layer of rubberized 
cotton and an outer layer of polished 
cotton. According to Roy Isaia, presi¬ 
dent of Matthews, this design sub¬ 
stantially diminishes heat build-up 
found in standard changing bags. 
Elastic arm bands and a light-tight door 
prevent light from entering bag when 
changing film. 

The bag’s design eliminates three 
major problems found in standard 
changing bags: there are no zippers; 
and the metal framework keeps the 
material away from the hands to pre¬ 
vent clinging and allows magazines to 
be closed without catching ihe bag 
material. 

Among other features of the MY- 

BAG are a folding metal floor and 
optional accessory doors which can be 
used for an assistant’s kit and to hold 
film magazines. 

The MY-BAG will accept all existing 
magazines, including the Mitchell 
16mm 1200’. It can also be used to un¬ 
jam cameras or as a still-photo film 
loading and changing bag. 

Open, MY-BAG’s access area is 18” 
(w) x 13” (h) x 28” (I); closed, the case 
measures 18” x 13” x 4”. Weight is 
approximately six pounds. 

Complete specifications and prices 
are available from Matthews Studio 
Equipment, Inc., 2405 Empire Avenue, 
Burbank, CA 91504; phone (213) 843- 
6715; telex 691-599. 

• 

NEW HIGH-INTENSITY “COOL” 
LUMINAIRE 

Art Bodkins Optics announces the 
availability of its new SUN-SCOUT 650 
luminaire designed for high-intensity 
lighting, with an 80% reduction of heat 
in the projected light beam. This unit 
does not require use of the 
conventional seal beam lamps. 

The features of the SUN-SCOUT 650 
are as follows: 

1. Employs DVY 650 watt min-pin 
lamps rated for 25 hours 20,000 
lumens. Also, 600 watt lamps rated for 
75 hours 17,500 lumens can be em¬ 
ployed. 

2. A reduction of 80% radiant energy 
(heat) in the transmitted light beam at 
the utilization distance of ten feet. 

3. Employs correct color 
temperature cold mirror reflectors for 
either tungsten or daylight-type color 
films (3200° or 5600°K). The special 
color correction reflectors are inter¬ 
changeable and a dichroic daylight 
correction filter is not required; there¬ 
fore, the lumen output is increased by 
this new system. 

4. A wide variety of beam spread 
lenses are available which includes 
very narrow; narrow; medium; wide and 
extra-wide beam spread. The unit 
come equipped with detachable barn¬ 
doors; double-pole toggle switches; all¬ 
aluminum heavy-duty construction. 
The unit will sell for $485.00 which 
includes 9 DVY lamps either 650 watts 
or 600 watts, and all other accessories. 

For further information, contact: ART 
BODKINS OPTICS, 77 Summer Street, 
Boston, Mass. 02110. (617) 542-1944. 

MINOLTA OFFERS COLLEGE 
STUDENTS FREE 44-PAGE 
BOOKLET ON TRAVELING WITH A 
CAMERA 

Minolta Corporation has announced 
that it is offering free to college stu¬ 

dents a new 44-page, full-color book¬ 
let prepared specifically to help them 
get more out of traveling with a camera. 
The booklet, Picture America — A Stu¬ 
dent’s Guide To Traveling With A 
Camera, was designed to sell for $2.00. 
It has been written with the particular 
travel interests of students in mind, and 
includes a list of camera usage poli¬ 
cies for major museums throughout the 
United States, plus an unusual fold-out 
map pinpointing more than 100 places 
of photographic interest and indi¬ 
cating the major interstate highways 
that reach them. 

Packed with Tips for Better Travel 
Pictures 

The Picture America booklet is 
crammed with valuable information to 
increase a student’s knowledge and 
enjoyment of taking pictures while 
traveling. It’s a particularly appropriate 
guide to recording the sights of Ameri¬ 
ca’s Bicentennial celebration. Topics 
covered include: 

• Choosing the right equipment 
and film. 

• Packing and care of equipment 
while on the road. 

• Techniques for photographing a 
variety of subjects ranging from people 
to architecture to works of art. 

• Composition and perspective. 
• Handling special weather and 

light conditions. 
• Howto shoot moving subjects. 
• How to tell a story with a single 

picture. 
• How to put together an effective 

photo essay. 

Photojournalism Instructors May 
Obtain Up To 25 Free Copies For 
Distribution to Students 

College instructors of photojournal¬ 
ism may order copies of Picture Ameri¬ 
ca at no charge for distribution to 
photography students. Photojournal¬ 
ism instructors who wish to receive Pic¬ 
ture America for class use should send 
their request, specifying the quantity 
desired, to: Picture America, Minolta 
Corporation, Advertising Department, 
101 Williams Drive, Ramsey, New 
Jersey 07446. 

Single Copies of Picture America 
Available Directly to Students 

College students who would like to 
have a complimentary copy of the Pic¬ 
ture America booklet may obtain one 
by writing to: Picture America Minolta 
Corporation, P.O. Box 715, Garden 
City, New York 11530. This offer is limit¬ 
ed to one copy per student request. 

Continued on Page 312 
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THE SILENT ONE 
THE SUPER HANDLE 

Patents pending. 

Presetable mechanical zoom 
stops with manual override. 

The HEDEN 

V/1RIO ZF-2000 el 
remote control for zoom lenses 
is not just another zoom control. It’s an entirely new 
design concept for remote zoom and focus control for 
16 and 35 mm zoom lenses, giving the camera operator a 
creative freedom previously unknown in the field of 
zoom operation. 

The VARIO ZF-2000 can be easily fitted to modem 
zoom lenses like Angenieux, Zeiss, Cooke or Canon or 
fitted into 35 mm camera blimps like Arri, Cine 60 or 
Mitchell, and consists of two independently operating 
electric motors with friction drive (high efficiency 
torque amplifiers free from noise and backlash) and a 
new servo handle with independent thumb controls for 
focus and zoom. 

The handle can be 
mounted in various 
ways. For instance 
like this for hand¬ 
held operation, or 
mounted on a stan¬ 
dard 14 mm panbar 
for tripod use (16 
or 35 mm). 

puller does not have to touch the lens itself, smooth 
follow-focus shots can be achieved also in hand-held 
operation. The handle itself has presetable focus points 
for accurate switching between two predetermined focus 
levels in the shot (for instance switching between two 
people in an interview), which gives the unassisted 
camera man the possibility to perform feature film style 
follow-focus shots with ease, speed and accuracy. This is 
a small revolution in itself . . . 

An entirely new motor design now makes it possible to 
perform zoom (or remote focus) operations while shoot- 
ing sync dialogue close to the camera. It would be an 
overstatement to say that the motors are dead quite, but 
their noise level is well below the noise level of all 
self-blimped cameras (and, of course, below other brands 
of electronic zoom controls), which is the important 
point when it comes to sync shooting. 

The VARIO ZF-2000 has been field-tested on feature 
films and sponsored films for more than a year, and has 
been altered and redesigned in accordance with the 
wishes and specifications of top camera men. As a result 
we can offer a unique product for the 16 or 35 mm 
professional, not just another electronic »gadget» but a 
whole new and exciting way of making better moving 
pictures. 

The zoom speed is smoothly varied by a small movement 
of the thumb and ranges from 2 seconds to 3 minutes 
covering the full zoom range of an Angenieux 25—250 
zoom. A pushbutton on the handle provides instant 
maximum focal length for fast focus adjustment before 
shooting. 

For critical follow-focus shots the focus can be remotely 
controlled by the focus puller by the means of a seperate 
box with individual distance indications. Since the focus 

We are now ready for delivery. Just state what 
lens and what camera you use, and we will send 
you prices and technical specifications. 

HEDEN 
Technical Products AB 

P.O.Box 102 - S-431 22 MOLNDAL 
Telephone: Sweden (46) 31 - 278358 

Left: The remote control box 
used by focus puller. Right: Vario 
ZF-2000 mounted on Angeneiux 
12-240 mm zoom and Eclair ACL. 

Agents wanted. 
Manufacturers are invited for licence agreements. 



FILM-MAKING IN HUNGARY 
Roving American Cinematographer Editor journeys to “Magyarland” to 
find out why Hungarians are such superior cinematographers, and 

By HERB A. LIGHTMAN discovers a warm “one big family” feeling in a thriving film Industry 

BUDAPEST, Hungary 

I have often wondered why Hun¬ 
garians are such ace cameramen — 
which, incidentally, is one of the things 
I’m here in Hungary to find out. 

It isn’t just my imagination. I have 
noted through the years that the 
number of highly skilled cameramen 
from Hungary is far out of proportion to 
their national population. For example, 
among the Director of Photography 
members of our own American Society 
of Cinematographers are four out¬ 
standing artists of the camera who are 
native Hungarians (by now quite thor¬ 
oughly Americanized), and there may 
be other “closet Hungarians” in the 
ranks that I don’t even know about. The 
four I am speaking of include: Ernest 
Laszlo, ASC, Andrew Laszlo, ASC (no 
relation), Laszlo Kovacs, ASC and Vil- 
mos Zsigmond, ASC. 

Among the several others I have 
encountered in my journeys through¬ 
out the world, two who come readily to 
mind are Laszlo Pal, of Seattle, and 
Gabor Pogany, who lives and works in 
Rome. 

And why are so many of them named 
“Laszlo”? Maybe I can find that out, too, 
while I’m here. 

Actually, the real reason I am here is 
in response to a long-standing invi¬ 
tation from officials of the Hungarian 
film industry to come and see how 
movies are made in Magyarland. 

From the terrace of my suite in the 
ultra-modern Duna Intercontinental 

Hotel I can look out on the Beautiful 
Not-so-blue Danube, which flows be¬ 
tween what used to be the separate 
towns of Buda and Pest. They have 
long since been linked by Danube 
bridges to blend as the picturesque city 
of Budapest. 

At night the bridges are bedecked 
with necklaces of diamond-bright 
lights, while high above on the hilltops 
ancient fortresses glow in soft illumi¬ 
nation. The total effect is a travel 
agent’s dream. 

I have been met at the airport by 
Tiber Vagyoczky, one of Hungary’s 
busiest and most skilled cinematog¬ 
raphers. Affectionately called “Tibi” by 
his old friends and former film-school¬ 
mates, Laszlo Kovacs and Vilmos Zsig¬ 
mond, he extends a warm welcome and 
very kindly volunteers to serve as my 
principal host in Hungary. I am most 
appreciative. 

The Publicity Department of 
HUNGAROFILM, world-wide distrib¬ 
utor of Hungarian films, has very 
thoughtfully provided me with my own 
interpreter — a blessing, since my 
knowledge of the tongue-twisting Hun¬ 
garian language is limited to the word 
“goulash”. The interpreter, Andras 
Szanto by name, is young, bright and 
speaks excellent English, though he 
has never been to an English-speaking 
country. 

At the headquarters of Hungarofilm, 
located in beautiful downtown Buda¬ 
pest, I have the opportunity to renew 

acquaintances with the organization’s 
Director, Mr. Istv6n Ddsai, who extends 
a cordial welcome. Mr. Ddsai, a very 
genial and spirited gentleman, I have 
met before at various film festivals 
throughout the world. His organization 
is concerned with the exporting of Hun¬ 
garian films to other countries, as well 
as the booking of foreign films in Hun¬ 
gary. 

I ask him what sorts of films are 
shown in Hungary, besides the native 
product. 

“There are quite a few from Eastern 
Europe, of course,” he tells me. “There 
are some American films, but not many 
— a matter of budget, you know. The 
most popular foreign films shown here 
are French, German and Italian. We are 
also happy that the Chaplin films have 
finally been made available to us.” 

I tell him that almost never are Hun¬ 
garian films shown in America, except 
at the major film festivals, and he asks 
me why that is. 

“I don’t know,” I reply, “but perhaps 
I’ll be able to tell you better after I’ve 
seen some of your films.” 

That has already been arranged. I 
am to see two to four feature films (plus 
shorts) each day while I am in Buda¬ 
pest. They will be screened for me in 
the Hungarofilm viewing theatre, with 
the ever-faithful Andras in attendance, 
in case the sub-titles should bog down. 

Knowing that I am interested in 
meeting and talking to some of the 
foremost Hungarian cinematog¬ 
raphers, Tibi introduces me to three 
who are kept very busy and whose 
work is highly respected. These are 
J£nos Zsombolyai, Elemdr Ragalyi and 
Scindor S&ra — three very diverse 
personalities, but obviously very close 
friends and colleagues. Zsombolyai is 
boyish and outgoing in manner. Ragalyi 
is very quiet, understated, but fairly 
radiating sensitivity. S3ra is a marvel¬ 
ous looking fellow. Built like a bull and 
with a dramatic, bearded face, he looks 
like he should be in front of the camera, 
instead of behind it. I am to discover 
that he is one of Hungary’s most in¬ 
spired and respected film artists — 
both as cinematographer and director. 

But there is still one more person 
whom I’m most anxious to meet. Back 
in Hollywood, both Vilmos Zsigmond 
and Laszlo Kovacs had talked inces¬ 
santly about a gentleman named 
George 1116s. He was, they told me, not 

On location during the filming of “PLUSZ-MINUSZ EGY NAP” (“ONE DAY MORE OR 
LESS”), Directed by Zoltan Fdbri, with George 11168 as Director of Photography. While Buda¬ 
pest has two “major” studio complexes, many of the present-day features are shot wholly or 
partially on location, as is the trend in other countries. 
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only the dean of Hungarian cinema¬ 
tographers, but a tireless teacher at the 
Film Academy — the man who had 
taught them most of what they know 
about cinematography — which, 
obviously, is considerable. 

Now, I am told, I shall have the 
opportunity to meet this legendary 
gentleman. He is spending the week¬ 
end with his wife and grandchildren at a 
place which translates as “The Crea¬ 
tive House”, a country estate outside of 
Budapest where film-makers go to hole 
up while working on a script or 
preparing a film or recuperating from 
the last film. It features overnight ac¬ 
commodations and unlimited peace 
and quiet. Driving out there through the 
suburbs of Budapest, we pass the ruins 
of a magnificent Roman amphitheater 
and the almost-intact stone walls of a 
vast former Roman military camp that 
has been excavated. 

By now, Mr. 1116s has become a 
legend and, with that in mind, I must 
confess that I am expecting to meet 
some sort of graybeard elder states¬ 
man of the cinema. He is anything but 
that. A grandfather — yes, but any 
vestige of chronology ends right there. 
George 1116s, both in appearance and 
manner, is one of those eternally 
youthful men. His eyes sparkle along 
with his wit, and he radiates dynamic 
energy, tempered with the serenity that 
comes from having lived long enough 
to be able to discern how few things 
there are that are really worth getting 
upset over. 

Still one of Hungary’s busiest and 
most-in-demand cinematographers, he 
has kept au courant with all of the latest 
equipment and techniques, but one 
gets the impression that, given nothing 
more than an Eyemo and a flashlight, 
he could make a wonderful-looking 
film. As we talk, I decide that Vilmos 
and Laszlo were right: George Hies is, 
indeed, a very special person. 

I am taken on a visit to Magyar Film- 
laboratorium (Hungarian Film Labora¬ 
tories), where I am welcomed by the 
lab’s Director, Mr. G6za Dobr6nyi, and 
Chief Engineer, Mr. Thomas Hoffman. 
The latter gentleman very kindly con¬ 
ducts me on a tour of the facilities. 
Located in a picturesque wooded 
suburb of Budapest, the lab is ultra¬ 
modern and spotlessly clean. It is 
equipped to process black and white 
negative (both 35mm and 16mm), 
35mm Eastmancolor negative, 35mm 
Orwocolor negative, and color and 
black and white prints in both 35mm 
and 16mm. There are also individual 
departments devoted to titling and opti¬ 
cal special effects. It is a beautifully 
equipped and maintained laboratory 
complex — and a credit to the Hun¬ 

The “dean of Hungarian cinematographers”, George IH6s, though a grandfather, is an 
eternally youthful man with great energy and a dynamic spirit. Though a classic cinematog¬ 
rapher, he keeps current with the latest techniques and equipment. Still at the top as a work¬ 
ing cinematographer, he devotes much time to teaching student cameramen. 

garian film industry. 
Tibor Vagyoczky introduces me to a 

special friend of his, George Karpati, a 
director with whom he works very fre¬ 
quently. In fact, I get the impression 
that they form a kind of cinematic 
“team”. Karpati is a big, genial man 
who speaks excellent English and 
seems to have a lighthearted view of 
life. One thing I find fascinating about 
him is the fact that he is a graduate of 
the Hungarian University of Medicine 
who practiced for several years as a 
dental surgeon. Then, suddenly, he 
gave it all up to attend the Academy of 
Dramatic and Cinematographic Arts, 
and is now a very busy film director. I’ve 
always admired people who, having 
discovered themselves bogged down 
in the wrong rut, have the courage to 
change things drastically for the better. 

Meanwhile, I’ve been getting heavy 
doses of film-watching at Hungarofilm. 
When there isn’t a special visit or inter¬ 
view scheduled, we usually sit through 
four features a day — two in the morn¬ 
ing and two after lunch. Speaking of 
lunch, Andr6s seems to be one of those 
people who doesn’t need any food. If he 
had his way, he’d run all four features 
straight through without a break. I have 
all I can do to persuade him to pop out 

for a quick goulash between screen¬ 
ings. 

Among the innumerable films which I 
watch is one real stunner called “DEAD 
LANDSCAPE”, directed by Istv6n Gaal 
and photographed by J6nos Zsom- 
bolyai. It is a simple story of a young 
couple living in a deserted village, with 
the young wife ultimately developing a 
fatal neurosis as a result of the deadly 
loneliness which pervades the place. It 
is an exquisitely made film. 

Later, the director of the picture, Mr. 
Gaal, is kind enough to pay me a visit at 
my hotel. A quiet, extremely intense, 
very likable man, he is obviously thor¬ 
oughly dedicated to the art of the 
cinema. He tells me that he hunts and 
chooses very carefully in his quest for 
films to direct and doesn’t make one 
until he is inspired by a subject. “I care 
nothing for money,” he tells me. "What 
is important is to express what is in¬ 
side me and also some worthwhile 
ideas on the screen.” 

We pay a visit to the Mafilm (former 
Hunnia) Studios, one of the two large 
feature-producing complexes (the 
other being the Budapest Studios) and 
here I meet an old friend, Tamas Barna, 
Vice President of Mafilm. We have met 
through the years at countless Photo- 



Three of Hungary’s leading cinematog¬ 
raphers of “the new breed”. (FROM TOP) 
Elemer Rag£lyi, J£nos Zsombolyai (Left), 
and Sandor Sara, who is also a talented Di¬ 
rector. 
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kinas, SMPTE Conferences and Film 
Whatevers in London, and it was he 
who extended the original invitation for 
me to visit Hungary. He is a very plea¬ 
sant, kindly man, and it’s nice to see 
him again. 

Laszlo Fuszfas, the studio Head, 
shows me around. Mafilm is a large 
complex of production facilities, much 
like major studios all over the world. 
Most of the stages are old — as they 
are in the Hollywood major studios, as 
well — but there is a splendid new 
modern building for sound recording 
and dubbing. The studio itself is very 
well equipped and capable of handling 
almost any size feature. The irony is 
that, as in America, most of the fea¬ 
tures these days are not being shot in 
the studios, but on location. 

Speaking of location, we journey one 
evening to Margit-Sziget (Margaret 
Island) in the middle of the Danube, 
where Sandor S£ra is shooting a night 
scene for a feature he is directing. The 
“set” is a woodland glade with tents 
pitched off in the woods surrounding a 
huge campfire. It’s supposed to repre¬ 
sent a “si mmer holiday camp” for 
grownups. There’s quite a group of 
grownups, extras dressed in what I 
imagine is worn at such establish¬ 
ments. But it’s a cold night and some of 
them wearing skimpy swim suits 
appear to be freezing their almost-bare 
bottoms off. 

S&ra is in fine form, directing the 
action from atop a high parallel. The 
place is lit up like high noon, but I’m 
sure the scene will appear quite moody 
on film. The night is spent shooting 
scenes of the “campers” dancing and 
singing around the fire — showing that 
old camp spirit. 

My days are filled with watching films 
at Hungarofilm — all of them techni¬ 
cally excellent. My only criticism — if it 
can be called that — is that they are all, 
without exception, very heavy in con¬ 
tent — either politically or in terms of 
stark drama. I long for just one with a 
light touch, like the delightful Hun¬ 
garian satire, “FOOTBALL OF THE 
GOOD OLD DAYS”, which I had seen 
at a film festival, but there isn’t any. 

I ask why Hungarian film-makers 
don’t make comedies, and I’m told: 
“Film in Hungary is regarded as an art 
form — to be used as a means of ex¬ 
pressing serious ideas. People who 
make comedies are regarded as sec¬ 
ond class film-makers.” 

But what about second class film- 
watchers like me who like comedies? 

However, I do have my light mo¬ 
ments in Budapest — like the delight¬ 
ful evening as guest of Tibi and his gra¬ 
cious wife (“Ibi”) at a wonderfully at¬ 
mospheric cellar restaurant called 

Matyas Pince, where gypsy violins cry 
over some of the best food I’ve ever 
tasted. 

I register a small request. I ask if it 
would be possible to get together a 
group of directors and cinematog¬ 
raphers for an informal rap session to 
discuss methods and techniques of 
film-making in Hungary. My request 
speeds through channels and the 
meeting is arranged at a place in town, 
the name of which translates from the 
Hungarian as “The Nest”. It is a kind of 
clubhouse with lounges and con¬ 
ference rooms where artists of all disci¬ 
plines can get together to relax and ex¬ 
change ideas. Most of the directors and 
cinematographers I’ve already met are 
there, plus some new ones, and they all 
join in the general discussion. 

I won’t attempt to identify by name 
who said what, but following are some 
highlights of our discussion: 

QUESTION: Can you tell me a bit 
about the director-cinematographer 
relationship in the Hungarian film in¬ 
dustry? 

ANSWER: In Hungary the Director of 
Photography plays a more important 
role in film-making than he does in 
other parts of the world. In most cases, 
he works together with the director 
from the first minute, from the birth of 
the idea or script. Therefore, by the 
time they begin shooting he knows 
everything about the film. Each knows 
what the other one wants to express. 
The biggest difference between Hun¬ 
gary and other film-producing coun¬ 
tries is that here the director doesn’t 
look upon the cinematographer as 
merely a member of the technical staff. 
He is an actual partner in the creation 
of the film. Therefore, the director 
doesn’t give him any definite technical 
instruction, because he already knows 
what to do and how to do it. There is no 
problem in that regard here. 

QUESTION: What is the usual shooting 
schedule for a feature here? 

ANSWER: The standard schedule here 
is 30 days, and the main reason for that 
is that there is a certain amount of 
money allotted and it is divided into 30 
days for budget reasons. However, the 
30 days applies only to shooting. There 
is no time limit for editing. For exam¬ 
ple, I can think of one feature that was 
shot in 30 days, but the director has 
been working on the editing for three 
years. 

QUESTION: Do you mean to say that 
the feature was shot in 30 days, but 
took three years to edit? Why is that? 

AMERICAN CINEMATOGRAPHER, MARCH 1976 



ANSWER: It was an extremely difficult 
film to make, because it had a special 
theme language and involved about 
400 cuts. It required quite a lot of time 
to put all those cuts together. But that is 
an exception — not the general prac¬ 
tice. On the other hand, for example, 
there is one director who shoots a 
whole reel of film for each scene. Using 
this method, he was able to shoot an 
entire feature in seven days and put it 
together in two days. That’s not typical 
either. 

QUESTION: Hitchcock did that in one 
of his films, “ROPE”, but it strikes me 
as a very dangerous way to work — un¬ 
less you happen to be Hitchcock — be¬ 
cause, suppose the pace is a bit off 
here or there during such a long scene 
— there’s no way you can correct it, 
because there’s nothing to cut to. 

ANSWER: You are absolutely right, but 
the director I speak of was willing to 
take such a risk. 

QUESTION: Many directors in the 
United States and other countries 
shoot what is called a “master shot” — 
in other words, a rather loose angle of 
the action of an entire sequence, from 
start to finish. Then they break it down 
into separate cuts — closeups, 
medium shots, over-the-shoulders, 
etc. Is that method used here? 

ANSWER: You are confirming what one 
of our cinematographers said after 
shooting a picture in the States. He said 
that every morning the director came 
over to him and said: "We need a 
master shot. ” It took him a week to get 
accustomed to shooting that way. That 
system of filming is unknown here in 
Hungary. Therefore, we don’t work that 
way. 

QUESTION: I’d like to ask how a film 
comes to be made here. Does it start 
with an idea that one of you might 
have, or that a writer has? How does it 
start; how does it develop? 

ANSWER: In Hungary the directors are 
the central figures of film-making — at 
least, they are fighting to become that 
— so, in most cases, it is the director 
who initiates the whole process of 
making a film. He usually wants to ex¬ 
press his own ideas. There are two 
major film studios here and the 
director’s task is to make a film on the 
amount of money that he receives from 
the State. The director visits one of 
these studios and submits his script to 
the studio heads. They discuss the 
script and if they refuse it, of course, 
the film is not made. If it is accepted, he 

(ABOVE) The main facade of Magyar Filmlaboratorium (Hungarian Film Laboratories), 
which is an ultra-modern, spotlessly clean processing complex located in a picturesque 
wooded suburb of Budapest. (BELOW) The main development room of the Hungarian Film 
Laboratories. Just after this photograph was taken, installation of new processing equip¬ 
ment was completed for the 5247 Eastmancolor negative stock. 

can make the film. However, there are 
cases when the answer is: "Yes, but 
...” In other words, he can make the 
film if he will change certain things in 
the script. There is not a country in the 
world where this same conflict does not 
exist. The difference between Holly¬ 
wood and here is that we do not have a 
group of writers who create a script and 
then present the finished product to the 
director. Here the one who creates the 
script is the director, sometimes work¬ 
ing with his own writers. He is the one 
who begins the whole process. After 
the script is approved, he starts to 
assemble the facilities to make the 
picture. 

QUESTION: For what kinds of rea¬ 

sons might a script be refused? 

ANSWER: There may be persons in the 
studios who are against his ideas, and 
sometimes he has to fight quite a lot. 
Nowadays, when film-makers have to 
keep to the political line, there may be 
conflicts of this sort between the direc¬ 
tor and those who are the heads of film- 
making. 

QUESTION: In other words, it isn’t 
enough for a director to be a skilled 
technician; he has to be something of a 
salesman, as well? 

ANSWER: Yes. Here in Hungary the 
whole structure of film-making is differ- 
Continued on Page 311 

AMERICAN CINEMATOGRAPHER, MARCH 1976 295 



Trade up to a OP-16 A 
and save up tos2100! 

Whatever you're shooting—newsfilm, 
documentaries, spot commercials— 
you'll find that our non-reflex CP-16 
and CP-16/A camera models continue 
to make excellent equipment 
(and dollar) sense. Especially for those 
who operate "one-man-band" style. 

Its proven performance in the field 
has established the CP-16 as the most 
reliable and dependable camera 
system, the standard of the industry. 

Isn't it time you moved up to CP-16? 

A Bicentennial special 
from Cinema Products and 
your local CP-16 dealer. 

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! 

We can guarantee this special offer 
only until July 4,1976. Beyond that date, 
discounts would depend on camera 
manufacturing costs holding steady and 
the availability of Angenieux lenses at 
present prices. 

Retire your antiquated 
16mm cameras and 
outmoded lenses. 

Here's all you do. 

Trade in any 16mm camera you 
presently own—whatever its condition, 
no matter how old—for a brand new 
CP-16/A with Crystasound amplifier 
and save $1245 off list. Or $1000 off on a 
standard CP-16. 

Better yet, trade in any 16mm 
camera together with lens and 
magnetic head for a new 
CP-16/A with Crystasound 
amplifier and magnetic head and 
Angenieux zoom lens, and 
save $2100. 

Study our discount 
chart, and pick the 
package deal that suits you 
best. (Remember, these savings 
are in addition to the discount 
you normally get when you buy 
a CP-16 camera/lens package.) 

WHEN YOU PURCHASE: 
TRADE IN 
any 16mm camera .. . 
Get a DISCOUNT of: 

TRADE IN 
any 16mm camera 
and lens .. . 
Get a DISCOUNT of: 

TRADE IN 
any 16mm camera, 
lens and magnetic 
head ... 
Get a DISCOUNT of: 

CP-16 (Code #1C216) 
Standard Camera Model $1000 
CP-16 (Code #1C216) 
as described above 
. . . and choice of: 
Angenieux 9.5-57mm AV30 Lens 

or 
Angenieux 12-120mm AV30 Lens 

$1350 $1575 

CP-16/A (Code # 1C272) 
with Crystasound Amplifier $1245 
CP-16/A (Code # 1C272) 
as described above 
... and choice of: 
Angenieux 9.5-57mm AV30 Lens 

or 
Angenieux 12-120mm AV30 Lens 

$1575 $1800 | jj j j§| (J illlll 

CP-16/A (Code # 1C275) 
with Crystasound Amplifier 
and Magnetic Head 

$1245 

CP-16/A (Code # 1C275) 
as described above 
... and choice of: 
Angenieux 9.5-57mm AV30 Lens 

or 
Angenieux 12-120mm AV30 Lens 

$1575 $1800 $2100 

Plus two-year warranty 
and free“loaner.” 

As part of this special offer, we take 
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 just one example “oomTens': And Vave'u’pto $Zm‘ 
of the outstanding after-sales service „ . ...... . . 
and back-up you can expect from your ^ur^' t!lls 0^er 15 good only until 
authorized local CP-16 dealer. l97?' See y°Ur authorized local 

CP-16 dealer now! 

See adjacent page for listing of authorized CP-16 
dealers participating in this special offer. 

Offer good till July4,1976. 
Small TV stations and independent 

filmmakers have to be particularly 
tough minded these days about cost 
effectiveness. 

Even if your TV station is already into 
ENG, or contemplating the plunge— 
adding a CP-16 newsfilm camera 
makes good sense for a balanced 
news gathering operation. 

With savings and benefits like these, 
you couldn't do better than trade up to 
a brand new CP-16/A with Angenieux 
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HOLLYWOOD MOVIE STUDIOS 
Continued from Page 288 

however, a poor risk for the would-be 
producer. At the same time, it was a 
golden opportunity for young, in¬ 
experienced cameramen and actors. At 
a recent American Film Institute semi¬ 
nar with Ernest Laszlo, ASC, as 
excerpted in the January 1976 issue of 
American Cinematographer, a 
question was asked of him, regarding 
whether he had ever worked as an 
assistant to the cameraman. His 
answer was: “Oh, did I. At $20 a week. I 
sure did. Unlimited hours. I had to carry 
the camera; I had to load and unload 
the film; I had to load the still plates, un¬ 
load them, shoot the stills; and un¬ 
limited hours. Saturdays, nights, some¬ 
times Sundays. $20 a week.” He was an 
assistant cameraman for Christie 
Comedies and was typical of that breed 
of cameraman that one would find at 
the studios in those days. 

In the next installment about the 
studios, the decade of the 20’s is to be 
covered. The 20’s is representative of 
the companies which made it big, such 
as Goldwyn, Metro and Fox. But the 
20’s were also representative of those 
which lasted only a short time — those 
who made it and those who didn’t. ■ 

A.S.C. CINEMATOGRAPHERS 
AVAILABLE FOR SEMINARS, 
LECTURES, INFORMAL 
DISCUSSIONS AND QUESTIONS & 
ANSWERS SESSIONS 

The following members of the Ameri¬ 
can Society of Cinematographers have 
indicated their availability to appear for 
seminars, lectures, informal discus¬ 
sions and questions and answers per¬ 
taining to motion picture and television 
photography, lighting, special photo¬ 
graphic effects and production in gen¬ 
eral: Ted Voigtlander, Alan Stensvold, 
Vilmos Zsigmond, Ernest Laszlo, L.B. 
Abbott, Lloyd Ahern, Chuck Austin, 
Victor Duncan, Ray Fernstrom, Lee 
Garmes, Burnett Guffey, Gerald 
Hirschfeld, Michel Hugo, Victor J. 
Kemper, Andrew Laszlo, Frank L. Stan¬ 
ley, Richard Shore, Earl Rath, Sol 
Negrin, Richard Moore, Fred Mandl, 
Harry Wolf, Ralph Woolsey, Taylor 
Byars, Richard A. Kelley, David S. 
Horsley, James Wong Howe, Clifford 
Poland, Vilis Lapenieks, Linwood 
Dunn, and Harry Walsh. 

Arrangements as to availability and 
other details are to be made directly 
with the individual A.S.C. Member. For 
further information, contact: American 
Society of Cinematographers, P.O. Box 
2230, Hollywood, California 90028. 
Telephone: (213) 876-5080. 
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(jvs) Dealer & Service (D) Dealer (s) Service 

ALABAMA 
Bush & Millimaki Photo ©Equipment Service 
902 Bob Wallace Ave. 
Huntsville, Ala. 35801 

CALIFORNIA 
Alan Gordon 
Enterprises. Inc. 
1430 N. Cahuenga Blvd. 
Hollywood, Ca. 90028 

D/S 

@Birns & Sawyer. Inc. 
1026 No. Highland Ave. 
Hollywood, Ca. 90038 

FSB/Ceco @01 California. Inc. 
7051 Santa Monica Blvd. 
Hollywood, Ca. 90038 

©Sawyer Camera Co. 
6820 Santa Monica Blvd. 
Hollywood, Ca. 90038 

©Camera World 
1071 Sixth Ave. 
San Diego, Ca. 92101 

©Adolph Gasser. Inc. 
181 Second St. 
San Francisco, Ca. 94105 

@Film Equipment Rental Co. 
363 Brannan St. 
San Francisco, Ca. 94107 

® 
COLORADO 
Stan Phillips & Assoc. 
Camera Service 
1113 S. Pearl St. 
Denver, Co. 80210 

DISTRICT OF COLUMBIA @ Brenner Cine-Sound 
5215 Wisconsin Ave., N.W. 
Washington, D.C. 20015 

FLORIDA ©Image Devices. Inc. 
1825 N.E. 149 St. 
Miami, Fla. 33181 

GEORGIA 
Atlanta Film ©Equipment Rentals 
1848 Briarwood Road, N.E. 
Atlanta, Ga. 30329 

HAWAII ©Pacific Instrumentation 
5388 Papal Street 
Honolulu, Hawaii 96821 

IDAHO @Stockdale Corporation 
1448 W. Bannock 
Boise, Idaho 83701 

ILLINOIS ©Victor Duncan. Inc. 
676 N. St. Clair St. 
Chicago, III, 60611 

LOUISIANA @La Del. Inc. 
808 N. Rampart St. 
New Orleans, La. 70116 

@Pan American Films 
822 N. Rampart St. 
New Orleans, La. 70116 

MASSACHUSETTS 
Crimson Camera ©Technical Sales. Inc. 
60 Landsdowne 
Cambridge, Mass. 02139 

Sanford Camera ®& Projector Repairs 
1054 Massachusetts Ave. 
Arlington, Mass. 02174 

MICHIGAN @ Victor Duncan. Inc. 
11043 Gratiot Ave. 
Detroit, Mich. 48213 

MINNESOTA @ Galaxy Film Service 
3000 France Ave. 
Minneapolis, Minn. 55416 

MISSOURI ©Calvin Cinequip. Inc. 
215 W. Pershing Road 
Kansas City, Mo. 64108 

NEW JERSEY 
Cinecraft International. Inc. 

(p/S) 11 Caesar Place 
Moonachie, N.J. 07074 

NEW YORK @ Camera Mart. Inc. 
456 W. 55th St. 
New York, N.Y. 10019 

@ FSB/Ceco. Inc. 
315 West 43rd St. 
New York, N.Y. 10036 

©Film Equipment Rental Co. 
419 West 54th St. 
New York, N.Y. 10019 

@Mobius Cine Ltd. 
7 East 47th St. 
New York, N.Y. 10017 

NORTH CAROLINA ©Standard Theatre Supply Co. 
125 Higgins St. 
Greensboro, N.C. 27420 

OREGON ©Things Unlimited 
3140 N.E. Bryce 
Portland, Oregon 97212 

PENNSYLVANIA @ Calvin Cinequip. Inc. 
217 Vine St. 
Philadelphia, Penn. 19106 

@ Oscar H. Hirt. Inc. 
41 N. Eleventh St. 
Philadelphia, Penn. 19107 

TENNESSEE @Bill Billings Photo 
129 South Front Ave. 
Rockwood, Tenn. 37854 

Motion Picture ©Laboratories. Inc. 
781 S. Main St. 
Memphis, Tenn. 38102 

TEXAS ©Victor Duncan. Inc. 
2659 Fondren Dr. 
Dallas, Texas 75206 

UTAH @Stockdale Corporation 
2211 West 2300 South 
Salt Lake City, Utah 84119 

WASHINGTON ®Glazer's Camera Supply 
1923 Third Ave. 
Seattle, Washington 98101 

®Phototronics 
223 West Lake North 
Seattle, Washington 98109 

CANADA ®Cine Audio Ltd. 
10251 - 106 St. 
Edmonton, Alberta T5J 1H5 

@Alex L. Clark Limited 
30 Dorchester Ave. 
Toronto, Ontario M8Z 4W6 

Branches: 
@7104 Hunterwood Rd., N.W. 

Calgary, Alberta T2K 4J6 

@ 1070 Rue Bleury 
Montreal, Quebec I 

® 

® 

H2Z 1N3 

Steve's Camera Service 
189 East 28th Ave. 
Vancouver, B.C. V5V 2M3 

Western Camera Service Ltd. 
1855 West Fourth Ave. 
Vancouver, B.C. V6J 1M4 

MEXICO @0eksa S.A. 
AM. Nuevo Leon No. 159 
Mexico 11, D.F. 

Ll COFtF>OF< ATION 

Technology In The Service Of Creativity 

2037 Granville Avenue, Los Angeles, California 90025 
Telephone: (213) 478-0711 ■ Telex: 69-1339 ■ Cable: Cinedevco 
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HOW FILM-MAKERS ARE TRAINED IN HUNGARY 
A unique and very special film school, where the greatest working 
artists of the Hungarian cinema pass the torch to new generations 

The training institute of which the 
Hungarian Academy of Cinemato¬ 
graphic Art is a major division has a 
long tradition. It was founded more 
than 110 years ago and, in the begin¬ 
ning, as the Academy of Dramatic Arts, 
was devoted exclusively to the training 
of actors. During the last 30 years, how¬ 
ever, it has been training film directors 
and cinematographers, and is now also 
offering instruction to film editors and 
production managers. 

Selection of students to attend the 
Academy is done on an open compe¬ 

tition basis, and when there is to be an 
entrance examination, it is announced 
in newspapers and magazines and on 
radio and television. The basic mini¬ 
mum requirement is a high school di¬ 
ploma, but preference is given to those 
who have finished University courses 
(not necessarily confined to cinema or 
television-oriented subjects) and also 
those who have already been working 
as assistants in the film and television 
studios. 

The entrance examination is quite 
exhaustive and consists of three 

phases. The first phase is concerned 
with the prospective cinema student’s 
general knowledge — and on a prac¬ 
tical level. For example, the applicants 
are requested to submit photographs 
which they have taken — not to ascer¬ 
tain their photographic skills, but rather 
to discern their way of thinking and 
feeling about the world around them. In 
this way, it often becomes obvious as to 
which applicants are potentially “true 
film artists”. 

Those who are specifically aiming to 
become film directors are encouraged 
to submit something they have written 
— a short story or short novel, which 
may be based on a personal experi¬ 
ence. 

Those who aspire to becoming 
cinematographers are asked to write a 
short critique of a film that is not well- 
known in Hungary, with emphasis on 
the work of the Director of Photog¬ 
raphy. 

Also, as part of Phase Two of the en¬ 
trance examination, the applicants are 
given a camera and film and asked to 
shoot a photo-journalistic essay of a 
particular situation in a given location. 
The photographs are developed and 
printed at the Academy and the pros¬ 
pect arranges them in the order which 
he feels best tells the story. A selection 
committee meets to study these photo 
essays and individual prospective stu¬ 
dents appear personally to explain 
their choices of photographs and the 
order in whicti they have been 
arranged. 

Beyond this point, those still 
remaining in the competition move on 
to Phase Three of the entrance exami- 

(ABOVE LEFT) The Academy of Dramatic and Cinematographic Arts in central Budapest, a 110-year-old institution, which, for the past 30 
years, has been training top film technicians. (RIGHT) Through these portals, as students, have passed some of the best cinematographers in 
the world, including such top Hollywood Directors of Photography as Vilmos Zsigmond, ASC and Laszlo Kovacs, ASC. (BELOW) Students 
learn all of the standard studio lighting techniques, though much shooting is now done on location. 

' • » 



(LEFT) The shooting stage in the current Academy edifice is small, but nearing completion is a new modern complex with spacious facilities 
for the teaching of the film and television arts. Many of the Academy graduates find jobs in television nowadays. (RIGHT) A student crew 
shooting on location. As in other countries, more and more shooting of features, as well as documentaries, is being done on location. 

A gray-scale test is shot on the Academy 
stage. Much attention is paid to the more 
technical, as well as artistic, aspects of 
cinematography. 

so that the critical director/cinematog¬ 
rapher relationship may work more 
smoothly during their future profes¬ 
sional employment. Directing students 
have to know how to handle cameras 
and aspiring cinematographers have to 
know how to work with actors. 

Training at the Academy is parallel, 
in terms of film and television tech¬ 
niques, on the theory that students 
finishing their work at the Academy will 
be fully trained to function in both 
media. By the end of the first year, each 
student must indicate in practical terms 
how he has progressed by shooting a 
15-minute film and a 15-minute tele¬ 
vision program. 

During the second year, the aspiring 
film-makers concentrate on docu¬ 
mentary techniques and prove their 
progress through the making of a fairly 
ambitious documentary. Also, during 
this second year, they are given exten¬ 
sive training in the directing of actors. 

During the third year, with the 
potential directors and cinematog¬ 

raphers now more or less specializing 
in their respective disciplines, each stu¬ 
dent concentrates on shooting a short 
feature film or television play, the 
running time being not less than 20 
minutes, nor more than 30 minutes. 

The fourth year at the Academy is 
devoted to diploma work, and the 
faculty helps each student decide 
whether he should put his professional 
emphasis on working in the film indus¬ 
try or in the television industry. 
Depending upon that decision, each 
student makes a short feature produc¬ 
tion in his chosen medium, using stu¬ 
dent actors of the Academy. 

The teachers at the Academy, no 
matter what the subject, are drawn 
from the very best among those who 
are actually working in their respective 
fields. This is in contrast to the prac¬ 
tice in other Eastern countries, where 
the instructors are usually retired or 
about-to-be-retired technicians. There 
is, of course, a certain amount of 
Continued on Page 350 

Mr. Vadasz, Director of the Academy, talks with a former student, Janos Zsombolyai, who is 
among Hungary’s most talented and busy younger cinematographers. Only after having 
received a strict classical training in cinema techniques are Academy students encouraged 
to break the rules. 

nation, which is the actual making of a 
short film. The completed films are 
viewed by the staff of the Academy and 
by the selection committee and, on the 
basis of their voting, students are 
accepted for the next term. Those who 
are not accepted may try again later. 

During the first two years of tneir in¬ 
struction at the Academy, the directing 
students and cinematography stu¬ 
dents train together in a common cur¬ 
riculum, the reason being to get them 
to understand each other’s problems, 



clair® is a trade mark of Eclair International, France 

eclair 
Which ever one you choose, 

you’ve made the right decision. 

Eclair 16mm ACL has been selected by O.R.T.O. 
(Olympics Radio and Television Organization) 

as the official motion picture documentary 
camera for the 1976 Olympiad in Montreal. 



It probably isn’t possible to single out one 16mm motion 
picture camera and say for certain that it’s the best in 

the world. For one thing, Eclair International of France makes 
more than one 16mm camera. 

First there’s the French Eclair NPR. It set the standard for 
all modern, professional 16mm cameras. Its innovative 
design features and precision craftsmanship resulted in the 
first camera compact and light enough to allow real 
spontaneity in photography without sacrificing picture quality 
or reliability. 

Part of this is the result of its low, unobtrusive profile that 
can be attributed to the snap-on, co-axial magazine that can 
be changed in less than five seconds without touching the 
film. 

And to the NPR’s famous twin-lens turret that allows you 
to switch from one lens to another in a matter of seconds. 

Part of the NPR’s versatility comes from the rugged 
BEALA motor that’s really three motors in one. It’s a crystal 
control motor at 24 or 25 fps. It’s a constant speed motor 
with a built-in sync-pulse generator. And it’s a variable-speed 
motor with rheostat control for continual variance from 4 to 
40 fps. This motor was also the first one designed so it would 
always stop with the mirror shutter in the viewing position. 

The NPR also features a precisely accurate registration pin 
and pull-down claw mechanism to assure maximum 
steadiness. Also standard with the NPR is the Angenieux 
“dove prism’’ orientable viewfinder that maintains an erect 
image, while rotating a full 360°. This viewfinder not only 
delivers a brilliant, sharp image, but it also provides a 
clearly-marked extra viewing area beyond the standard 
1:1.33 16mm aperture and TV safe cutoff. 

The NPR was truly an advance in the state of the art of 
camera design when it was introduced. And by constant 
refinement, it has maintained its position as the finest 16mm 
camera of its kind. 

Eclair International also makes the French Eclair ACL. It 
was designed to incorporate many of the most successful 
features of the NPR. Features such as the instant-snap-on 
co-axial magazine, which is available in both a 200 ft. and a 
400 ft. version. 

But the ACL was designed to be even lighter and more 
compact. In fact, it is the smallest, lightest self-blimped 
camera made. 

It features its own patented interchangeable lens mount 
system that allows you to use lenses with any of the 
well-known professional mounts. And there is the added 
versatility of a “C” mount. 

The ACL has a heavy-duty variable speed, crystal control 
motor that lets you choose speeds of 8, 12, 24/25, 50 or 
75 fps. 

And the ACL’s viewfinder rotates 360°, so it can swing up 
vertically for low angle shooting and even backwards for 
candid shots. 

In addition, the French Eclair ACL features an exclusive 
new through-the-lens light exposure monitoring device 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. So 
you can adjust the aperture setting to compensate for 
changes without your eyes ever leaving the viewfinder. 

Like the NPR, the ACL is a precision, hand-crafted 
professional camera built to be rugged and dependable as 
well as silent and portable. 

If there’s anything about these cameras we haven’t told 
you, contact us or your nearest Eclair dealer and we’ll be 
happy to answer your questions. But please don’t ask us 
which camera is better, because we just don’t have an 
answer to that. 

ecam eclair 
ECAM COMPANY • 6430 SUNSET BLVD. • P.O. BOX 31 

HOLLYWOOD, CALIFORNIA 90028 • (213) 466-7301 
Exclusive U.S. Importers and Distributors 
of French Eclair Motion Picture Cameras 



CINEMATOGRAPHY IN HUNGARY TODAY 
An interview with one of Hungary's foremost contemporary 
director/cinematographers deals with the artistic attitudes, 
techniques and filming equipment that currently prevail 

An outstanding talent of the Hun¬ 
garian cinema, Sandor Sara was born 
in Tura, Hungary in 1933. He grad¬ 
uated as a cameraman from the Acad¬ 
emy of Dramatic and Cinematographic 
Arts in 1957. Since then he has made 
about 35 short films and a number of 
features, while in the meantime pro¬ 
ducing several independent shorts. He 
made his first feature (“THE UP- 
THROWN STONE”), in which he was 
simultaneously the scriptwriter, 
cinematographer and director, in 1968. 
Since then he has alternated between 
photographing and directing features. 

His diploma work, made during his 
last year as a student at the Academy in 
1957, was a short film, “SURFACE¬ 
MAN”, directed by Istvan Gaal. It won 
the World Youth Festival Prize. 

In 1963 he directed and photo¬ 
graphed an extraordinary docu¬ 
mentary entitled “GYPSIES”. It won the 
Grand Prix of the Short Film Festival in 
Budapest, and also the Prize of the 
Central Council of Hungarian Trade 
Unions. 

His most memorable works as Direc¬ 
tor of Photography include: “JUDG¬ 
MENT” (directed by Ferenc Kosa); 
“SINDBAD” (Joseph von Sternberg 
Prize), directed by Zoltan Huszarik; and 

Director/cinematographer Sandor Sara, 
turned down by the Academy on his first 
application, is now in the top rank of Hun¬ 
garian film artists. 

“25, FIREMAN’S STREET”, directed by 
Istvan Szabo. 

Sandor Sara was one of the found¬ 
ers of the Bela Balazs Studio of Young 
Filmmakers, and he is considered to be 
one of the most versatile and original 
individuals among Hungarian artists. 

In manner modest and unassuming, 
despite his dramatic appearance, Mr. 
Sara was persuaded by American 
Cinematographer Editor Herb Light- 
man to talk about himself and his 
career in the following interview: 

QUESTION: Can you tell me a bit 
about your background in the Hun¬ 
garian film industry? 

SARA: For more than ten years I have 
been working as a member of a “trio” 
with a young film writer, Sandor Csobri 
and a film director, Ferenc Kdsa. We 
have made five features together and 
several shorts. I have recently finished 
my third feature on which I was the 
director, as well as cinematographer. 
The first feature which I directed was 
written by the “trio”, but the one which 
followed was written by another writer, 
with Sandor Csobri serving as con¬ 
sultant. 

QUESTION: American Cinematog¬ 
rapher readers, some of whom are film 
students, would be interested to know, 
starting with the Academy, what steps 
you took in the Hungarian film indus¬ 
try in order to reach the point in your 
career where you are now. 

SARA: I completed my studies at the 
Academy in the late fifties and, at that 
time, it was the practice for those as¬ 
piring to be Directors of Photography to 
work for a long time as assistants to 
established Directors of Photography. 
But I was very lucky, because after 
working as an assistant for only two 
years, I had my first opportunity to 
shoot on my own, and since then I have 
made about 35 documentaries, science 
films, educational films and features. 
Also, from 1959 on, I have been 
working with the Bbla Balbzs Studio, 
which I think you might find quite inter¬ 
esting. It is a studio for young film 
artists — directors and cinematog¬ 
raphers — who have completed their 
studies at the Academy, but who have 
not yet had the opportunity to work 
professionally as directors and cinema¬ 

tographers. In this studio they are given 
grants by the State, and with this 
money they are able to make short 
films and sometimes features together 
which serve as “showcases” to prove 
their talents, so that they can get jobs 
as directors or cinematographers in the 
professional studios. 

QUESTION: That’s most interesting. 
Can you tell me a bit more about how 
the B6la Balazs Studio functions? 

SARA: All of the scripts to be filmed in 
the Studio are submitted to the 
members for acceptance and ap¬ 
proved by them. This is how I got the 
opportunity to make my very first well- 
known documentary short film, 
“GYPSIES”. I wouldn’t have been able 
to make this film in a professional 
documentary studio, because of 
certain elements in the script which 
wouldn’t have been accepted, but the 
script was accepted by the members 
and I made it within the scope of the 
Studio. All of the other members of the 
Studio are making films dealing with 
very important social and political 
questions that relate to Hungary as it is 
today. And certainly, the existence of 
the Studio helped our industry in the 
early sixties, because that is when Hun¬ 
garian cinematography become more 
and more well-known in the world. 
Many of our film artists who are now 
well established were given their first 
opportunities in the Studio — directors 
like Istvan Szabo and Istvan Gaal, for 
example. 

QUESTION: And Sandor Sara? 

SARA: Yes, my work in the Bbla Balbzs 
Studio was very helpful to me in making 
the transition to professional film- 
making. To clear up any possible mis¬ 
understanding, I want to point out that 
those who are working in the Bbla 
Balbzs Studio are not independent of 
commercial filmmaking, because even 
while they are finishing their studies at 
the Academy some of them are also 
working in the professional studios as 
assistants. But in the Studio they have 
the chance to work on their own ini¬ 
tiative and make really good films. 
People who see those films give them 
work earlier than it is given to those 
who do not work within the scope of the 
Studio. Also, the working relationships 
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On location, Sara is a commanding figure. Though he is functioning solely as Director on this 
feature, and has a skilled Director of Photography, he admits that he frequently ‘takes the 
camera out of his hands” and operates it himself, “because I can’t imagine the composition 
without being behind the camera ... Sometimes — in that last moment just before the image 
goes onto the film — I get a new idea .. 

and they have the last word. 

we form there often carry over into the 
professional world and, whenever it is 
possible, we try to go on working to¬ 
gether. We like working together 
because we have gotten to know each 
other so well in the Academy and in the 
Studio — and we are like a big family. 
In working together, we often switch 
professional roles. For example, Istvan 
Gaal, who directed the second feature 
which I photographed professionally, 
“CURRENT”, had worked as Director of 
Photography on the film I directed 
called “GYPSIES” — and which I men¬ 
tioned before. Also, Janos Rozsa, who 
has directed several feature films, 
edited a feature which I recently com¬ 
pleted. 

QUESTION: Is it an established policy 
of the Academy to produce all-around 
filmmakers who can shift from one 
function to another, or is it just that 
they enjoy doing this? 

SARA: It has recently become the gen¬ 
eral practice to teach all of the major 
skills of filmmaking, but when I was 
attending the Academy, the students 
were trained only in the skill that was 
their major interest. But even so, they 
were always asking their instructors to 
acquaint them with the other skills, 
such as directing and editing — and 
later this became the general practice. 
Now, whether they want to become di¬ 
rectors or cinematographers, they 
study the same subjects together for 
the first two years. It is only after that 
that they separate and specialize. 

QUESTION: How long, on the aver¬ 
age, do people go on working in the 
Bela Balazs Studio? 

SARA: After three or four years, the en¬ 
tire membership of the Studio changes, 
because the members get too old to 
remain as members of the young crea¬ 
tive community — even though they get 
homesick for it at times. It is inter¬ 
esting to see how their ideas about film- 
making change. 

QUESTION: How do they change? 

SARA: There is a basic change in their 
whole way of thinking — not only about 
filmmaking, but the entire world around 
them. You can see the results in the 
changing styles of their films. What 
makes the Studio very lively is the 
changes, not only in the membership, 
but in the leadership, as well. The 
leadership also changes every three or 
four years and this gives the studio 
quite a new atmosphere. The leaders of 
the Studio, by the way, are not ap¬ 

pointed; they are elected by the mem¬ 
bers. 

QUESTION: How do members of the 
Studio go about getting their film proj¬ 
ects actually into production? 

SARA: On a very democratic basis, 
those in the Studio consider every 
script that the members submit to be 
filmed. The membership holds an open 
debate about the script and, after they 
have arrived at their conclusion, the 
script is passed on to the leadership — 

consisting of four or five members — 

QUESTION: Can you tell me what you 
had to go through in order to be 
accepted as a student in the Acad¬ 
emy? 

SARA: Yes, I was refused — so I went to 
work for a year. Then I applied to the 
Continued on Page 310 

SARA: I was turned down the first time. 

QUESTION: Really? 
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m UGHTS OLOHDOH 
(and elsewhere) 
Lights are lights are lights and Southern Lighting have all the types 

of lamps you are used to working with, from Mole-Hollywood Litewate 
Brutes and lOK’s to Lowells and babies. Plus the latest HMI’s and 
Rosco Lighting Control media. 

Service is another thing we’re good at, and Geoff Smith and Terry 
Walters will give you the type of good service that will make your 
European location an efficient experience. 

Southern Lighting are the lighting division of Samuelsons o’ London 
and since January ’75 have serviced the following pictures:- 

Aces High 
The Adolescent 
The Awareness of Emily 
The Battle for Billy's Pond 
The Bluebird of Happiness 
Choice of Weapons 
The Likely Lads 
Max Havelaar 

SOUTHERN LIGHTING 
ASSOCIATES LTD 
112 Cricklewood Lane NW2 2DP 
Telephone: (01) 452 5477/8/9, Telex: 21430, Cables: Samcine London 

The Model 
Mohammad — The Messenger of God 
Permission to Kill 
The Sailor 
Seven Percent Solution 
Spanish Fly 
The Voyage 
The Will 

304 AMERICAN CINEMATOGRAPHER, MARCH 1976 



Film speed 
enhancement 

atCFI 
Comments by cameramen on CPFs AL200 
and AL400 system with EK 5247 negative: 

“We wanted to create a 
▼ T documentary look for 

Streets of San Francisco” says 
Director of Photography Jacques 
Marquette A.S.C., in the August 
American Cinematographer. 

Jacques Marquette A.S.C. 

200 or 400 ASA 
“Our tests with CFI showed 

that 5247 could be rated at 200 
or 400 ASA, using their AL200 
and AL400 process. So we went 
with that for some location inte¬ 
riors and night scenes.” 

5 foot candles! 
“On some problem locations, 

we were able to light as low as 
five foot candles,” says Mr. 
Marquette. “In general, minimal 
lighting gave us the realistic look, 
and it let us make faster setups.” 

Jack Swain A.S.C. 

Jack Swain A.S.C. says: 
“Using AL200 saves time and 
energy. Shooting Cannon, I use 
it all the time for ‘live’ interiors. 
It looks as good as footage shot 
at ASA 100.” 

Robert Hauser A.S.C. 

“On one feature that I shot, 
I had some 5247 forced at 
another lab — and there was grain 
running all over the place,” says 
Robert Hauser A.S.C. 

Choose the lab 
“The producers had a deal 

with that lab. But after I pro¬ 
tested, they told me to send the 
footage for forcing wherever I 
chose.” 

Night at 3 PM 
“On another show,” says 

Mr. Hauser, “We suddenly got a 
hailstorm at 3 PM. The sky had 
to be in the background — and it 
was literally like night” 

Off the meter 
“I had one light, pulled way 

back to balance the actor’s face 
against this black sky. I decided 
to go to AL400 — and even 
then... the reading was f/1.2.” 

ASA 400 day ext 
“So once again, I told the 

producers: If you want this shot, 
it has to go to CFI. It looked 
fine.” 

CFI 
SINCE 1924 

CONSOLIDATED FILM INDUSTRIES 
959 SEWARD STREET, HOLLYWOOD 
CALIFORNIA 90038 C213) 462-3161 

AT CFI, AL STANDS FOR AVAILABLE LIGHT. 
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FROM HUNGARY. A NEW STEREOPHONIC OPTICAL RECORDING AND 
REPRODUCTION SYSTEM FOR STANDARD 35mm MOTION PICTURES 

A significant technical development is this lowcost stereophonic/optical 
recording system, used without changing any basic monophonic standards By GABOR ERDELYI, M. El. Eng. 

The subject of this article is an opti¬ 
cal recording and reproduction sys¬ 
tem which can be used for standard 
35mm motion pictures and will record 
and reproduce two-channel stereo 
sound. 

With this process we can record on 
one optical track such a compatible 
modulation combination which con¬ 
tains stereo information. This can be 
done without changing any basic 
standard for monophonic optical sound 
recordings. 

This article will introduce the basic 
requirements for transferring stereo re¬ 
cordings to the optical track, and its 
reproduction, the underlying theory, 
associated techniques and the up-to- 
date experience. 

Audio-recording techniques have 
reached a point today where stereo 
records and broadcasts are everyday 
matters. In the past few years disc 
manufacturers have been making ex¬ 
clusively stereo recordings. 

What is the situation like in our field, 
of the motion picture business? 

With the development of the wide¬ 
screen technique, multiple-channel 
systems came into being. In the case of 
the 35mm film, regardless of its for¬ 
mat, the only feasible method re¬ 

mained the monophonic optical 
recording and reproduction. 

History shows that the use of mag¬ 
netic soundtrack became workable 
only with 70mm films and with 35mm 
films the mono optical soundtrack re¬ 
mained in use. In Hungary, motion 
picture theaters equipped with four- 
channel magnetic systems are only 
partly utilized. 

Where money is not available for the 
production of 70mm films, production 
companies are forced to use the less 
expensive 35mm ones, the Cinema- 
Scope method, and — despite the pre¬ 
vailing artistic requirements — natural¬ 
ly use the single channel monophonic 
optical sound system. In the mean¬ 
time, the demand for high-quality 
stereo sound would be just as great for 

(ABOVE RIGHT) A frame from a Hungarian film, with track indicating the double transverse sound wave. (BELOW) A frame from Hungarian 
film musical, where the logitudinal modulation of the sound track is distinctly discernible. (RIGHT) A frame from a Hungarian anamorphic 
film, for which the original recording has been made using a four-channel recording system. 

E ' 
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Closeups of stereophonic recordings, where the two methods of modulation were combined. With this process, one can record on one opti¬ 
cal track a compatible modulation combination which contains stereo information. This can be done without changing any basic standards for 
monophonic optical sound recordings. 

these 35mm productions. 
In the Sound Department of 

MAFILM/Hungarian Company for Mo¬ 
tion Picture Production, we have 
worked out a stereo optical recording 
system, as well as a reproducing 
system, which are based on combined 
modulation and are compatible with the 
traditional optical systems. 

Let us take a look at this optical 
stereo system. 

1. The optical track in its size and 
place on the film is identical with the 
one on its “mono sister”. It will not re¬ 
quire any special perforation or change 
in present standards of the optical 
track. 

2. The light valve of the optical re¬ 
cording camera is so designed that if a 
simple monophonic signal is fed into it, 
mono information will be exposed/re¬ 
corded, but if we feed in a combined 
stereo signal, the exposed signal will 
hold stereo information. 

3. Copies of the film can be made 
the usual way, as in case of films with 
the normal optical track. 

4. This stereo optical track can be 
reproduced on any projector and will 
give normal monophonic sound in this 
case. In motion picture theaters 
equipped with projectors using the 
optical stereo heads recommended by 
us and multiple channel loudspeaker 
systems, a full stereo sound will be re¬ 
produced. 

5. The sound quality of the system is 
better than that of any optical record¬ 
ing system known to us to date. We 
have several results to prove this state¬ 
ment regarding the dynamics and fre¬ 
quency range of the recording. 

6. An additional but rather impor¬ 
tant advantage of our stereo system is 
that in motion picture theaters 
equipped with the recommended light- 
adapter the conventional optical tracks 

will be reproduced with better quality 
than through the traditional system. 

How does this stereo optical system 
work? 

The system is based on the Sum- 
and-Difference recording method 
which is well-known in the disc record¬ 
ing business. In this recording system 
the sum channel is produced as the 
sum of the right and left signal and is 
the actual carrier of the sound. The sig¬ 
nal of the difference channel is ob¬ 
tained by subtracting the signals of the 
right and left channels from each other; 
this carries the information regarding 
the direction of the sound. If the differ¬ 
ence channel is switched out, a full- 
range monophonic recording is re¬ 
tained. 

The best quality optical track can be 
made with the use of the double trans¬ 
verse technique, and this is probably 
the reason for it being used the world 
over. It is a well-known fact that with a 

longitudinal sound wave, where the 
width of the optical track is constant 
and the whole track is moving from one 
side to the other, the track, repro¬ 
duced on a projector equipped with an 
optical head sensitive to the intensity of 
light, will not give any sound. The 
combination of the two methods, the 
double transverse used as sum chan¬ 
nel and the longitudinal as difference 
channel, will result in the new stereo 
optical track. Very much like the 
grooves on a stereo disc, we have pro¬ 
duced a type of sound wave that 
contains full stereo information on a 
single optical track. Projectors 
equipped with optical heads that are 
sensitive to the intensity of light, will 
react to the sum channel information 
only and thus ensure normal mono 
reproduction. An adapter that is not 
only sensitive to the light but also to 
position, will detect the longitudinal 
movement of the recorded waves, thus 

Switching diagram of the recording bridge circuit. The part of the stereo 
microphone with “kidney” characteristics is facing the sound source and is 
connected to the sum channel preamplifier. The other part, with the “figure 
eight” characteristics is perpendicular to the sound source and is to be con¬ 
nected to the difference input of the preamplifier. 
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the difference signal, and will con¬ 
tribute to the reproduction of a full 
stereo sound. 

When a scene and a film requires 
mono sound only, the difference chan¬ 
nel will carry no information and thus 
the optical recorder will record a 
normal double transverse wave. When 
stereo sound arrives this wave will be 
modulated by the longitudinal signal 
and so the double transverse wave will 
move in tune with the longitudinal/dif¬ 
ference/information. 

How can such a sound wave be opti¬ 
cally recorded? 

For our purpose an optical recorder 

is best suited that has two ribbons 
moving in front of an aperture in mag¬ 
netic field. The movements of the 
ribbons are projected onto the nega¬ 
tive. The ribbons are connected to a 
bridge circuit. To the corner of this 
bridge the amplified signals of the sum 
and difference channels are connect¬ 
ed respectively, so that the current of 
the sum channel will flow in series, that 
of the difference channel parallel 
through the ribbons. 

The noiseless feature of such a re¬ 
cording is also retained. It is the sum 
channel that drives the full width of the 
track. The distance of the peaks of the 

double transverse wave will determine 
the distance of the peaks of the record¬ 
ed audio wave. The noise reduction cir¬ 
cuitry has to be driven by the sum 
channel, as the difference channel 
signal will only move the ribbons 
parallel to each other. 

How can such an optical track be 
reproduced in a motion picture 
theatre? 

Present projectors would reproduce 
this track in mono, very much like the 
way a stereo recording is reproduced 
on a mono record player. To re¬ 
produce the sound track in stereo the 
Continued on Page 342 

(LEFT) The stereophonic sound reader assembly. (RIGHT) Arrow points to the sound reader, shown built into an Ernemann projector. In 
cinemas already equipped with multiple-channel speaker systems, the additional costs of this new process are extremely low. The stereo 
adaptors, together with the necessary preamplifiers, will cost “the price of a few dozen tickets.” 
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(LEFT) The light-sensitive element of the stereo sound reader used in Hungary’s new stereophonic optical recording and reproduction system 
for standard 35mm motion pictures. (RIGHT) The Westrex optical recorder, shown as modified to function with the new system. 



Special 
Effects TIFFEN 

STAR EFFECT 
Highest quality optics to create 
star burst effect. Use individually 
or in combination to achieve 
effect desired. 4-point available 
in 1mm, 2mm, 3mm grids; 6 and 
8-point in 2mm, 3mm and 4mm 
grids. Supplied in series sizes, 
direct screw-in rotating mounts, 
41/2" and 138mm diameter, 
squares and rectangles. 

FOG EFFECT 
Natural fog conditions can be simu¬ 
lated by the use of Tiffen Fog Filters 
#1, #2, #3, #4 and #5. Variations 
can be created by using combinations 
of these filters. Density of the fog ef¬ 
fect can also be controlled by changes 
in exposure and development. 
Supplied in series sizes, direct screw- 
in sizes, 41/2" and 138mm diameter, 
squares and rectangles. 

DOUBLE FOG 
Use where there are high lighting con¬ 
trasts, large images or whenver a 
greater degree of fog effect is re¬ 
quired. A natural illusion of fog is 
achieved without destroying defini¬ 
tion. Overall graying of shadows and 
dark areas, halation around highlights 
and fog density may be controlled 
through lighting and exposure. Six 
densities available—specify when 
ordering. 

LOW CONTRAST 
FILTERS 

Designed for the cinematographer 
seeking to effectively desaturate 
and mute on-screen colors by 
pre-selected degrees: to soften 
shadows and to blend make-up in 
portraits, without altering light¬ 
ing: indoors or out. TIFFEN LOW 
CONTRAST FILTERS range in ef¬ 
fective degrees from minimal to 
maximum in filters #1—#5. 

DIFFUSION FILTERS 
Supplied in grades 1 through 5. 
Highest quality optical glass; full 
edge to edge controlled patterned 
surface. Complete range of diffu¬ 
sion effects from slight overall im¬ 
age softening to complete diffu¬ 
sion with flaring highlights, misty 
appearance and the blending of 
colors. Lighting, subject and back¬ 
ground will alter the amount of 
diffusion. May be used in com¬ 
bination or with other color filters 
for additional effects. Available in 
series, direct screw-in,square and 
rectangular sizes. 

SPLIT FIELD LENSES 
Breathtaking close-ups . . . with 
sharp distant detail . . . with 
Tiffen split field lenses that fit 
like a filter. Available in +1/2, 1, 
2, 3 diopters in series sizes 6-9, 
41/2" and 138mm diameter too! 

CLOSE-UP LENSES 
To extend the close up capabili¬ 
ties of your camera’s lens, Tiffen 
manufactures a range of Close- 
Up lenses in various diopter 
capabilities. Range +1/2, 1, 2, 3. 
Available in series sizes, direct 
screw-in sizes, 41/2" and 138mm 
diameter. 

TIFFEN 
71 Jane Street, Roslyn Heights, N.Y. 11577 

(516) 621-2700 Telex 96-7748 

SUSTAINING 

MEMBER 

Member Professional 
Motion Picture 
Equipment Association 

m AURICON CINEVOICE 
W/400 ft. Mag Conversion 
Reconditioned 

400 ft. Mitchell Magazine 
Magnetic head and Amplifier 

Standard Theatre Supply 
Cinematography and Audiovisual !!£«™r?ic0.u“ion*' 

Sales — Service — Rental 
125 Higgins Street jvsxy*** 
Greensboro, N. Carolina 
(919) 272-6165 
1-800-632-0225 (N.C.) 1-800-334-0201 (S. Ohio, S.C., Va, 
W. Va, Tenn, Del, D.C., Ga, Md.) 

$995.00 
LIMITED OFFER 
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A scene from “SINDBAD”, directed by Ferenc Kosa and magnificently photographed in 
luminous color by Sandor Sara. A period piece with mystical undertones, “SINDBAD” bene¬ 
fits tremendously from the soft, dreamlike photography which Sara has achieved. He does 
not often use true softlight luminaires, but achieves his effects by shining “hard” light 
through, and bouncing it off, various materials. 

HUNGARIAN CINEMATOGRAPHY 
Continued from Page 303 

Academy again and was accepted. My 
first feature, “THE UPTHROWN 
STONE”, has some of these autobio¬ 
graphical elements. In it, the hero is 
also refused and goes to work for a 
year. 

QUESTION: During the course of study 
at the Academy, I should imagine that 
the students view and study various 
films, in order to analyze such ele¬ 
ments as composition, lighting and 
camera movement. What sorts of films 
do they study? Are they commercial 
features and, if so, from what coun¬ 
tries? 

SARA: They study not only com¬ 
mercial features — old pictures which 
have been made by various artists all 
over the world — but they study their 
own films, made during the course of 
their studies. They analyze the camera 
movement, the lighting, and so on. 
Also, the practice at the Academy is to 
give the students a great deal of free¬ 
dom, so that they can go to see films in 
the theaters. There is not as strict a 
timetable for students, as there is in 
other schools. 

QUESTION: What kinds of cameras 
did you use in the Academy, and what 
kinds are used in professional pro¬ 
duction here? 

SARA: In the Academy they work with 
Arriflex cameras. However, my first film 
was made with a Debrie camera, which, 
at that time, I had never touched be¬ 
fore. Now I am back to working with the 
Arriflex. 

QUESTION: How many people do you 
have on a professional camera crew 
here, and what are their specific func¬ 
tions? 

SARA: The camera crew in Hungary 

consists of the Director of Photog¬ 
raphy, the Cameraman and the Assis¬ 
tant. However, the “Cameraman”is not 
really a cameraman. He is more like an 
assistant to the Director of Photog¬ 
raphy, but they call him “Camera¬ 
man”. 

QUESTION: Who actually operates the 
camera? 

SARA: About 96% of the time, the 
Director of Photography also operates 
the camera. 

QUESTION: Now that you are direct¬ 
ing more and more, do you still operate 
the camera? 

SARA: On the feature which I recently 

finished directing, I had a Director of 
Photography, but I would frequently 
take the camera out of his hands and 
operate it myself. This is not to down¬ 
grade him — it is simply because there 
may be a scene which cannot be re¬ 
peated and I don’t want to miss the 
opportunity of getting it onto film exact¬ 
ly as I visualize it. Although I am aware 
that in the United States and France the 
Director of Photography never oper¬ 
ates the camera, for me it is impos¬ 
sible to just sit beside the camera. The 
reason is that when I am setting up a 
scene, I can’t imagine the composition 
without being behind the camera. Also, 
it happens that even when the compo¬ 
sition has been clearly established and 
everyone knows what he has to do, 
Continued on Page 356 

(LEFT) Functioning solely as Director on this feature, Sara (right) prepares to shoot a scene. Although as a cinematographer he deals mainly 
with technical elements, he adapts easily to working with actors in his directorial role. This is partially because of his Academy training, and 
equally because in his work as a cinematographer, he has always been concerned with the scripting and direction, as well. (RIGHT) The film 
Sara is shown directing on location on Margaret Island has to do with activities at a “summer holiday camp”. Here, in a scene from the film, the 
“campers” are doing their thing around the fire. 



George lll^s, a legendary teacher at the Academy of Dramatic and Cinematographic Art, 
shown with one of his former “star pupils”, Tibor Vagyoczky, one of Hungary’s busiest and 
most highly skilled cinematographers, who now instructs student cameramen at the Acad¬ 
emy himself. 

HUNGARIAN FILM-MAKING 
Continued from Page 295 

ent from yours in America. But the 
director doesn’t have to worry about his 
ideas being commercial. 

QUESTION: What happens if a direc¬ 
tor doesn’t come up with his own idea 
for a film. Will somebody come to him 
and say: “I want you to direct this pic¬ 
ture.” — or will they simply wait for him 
to present his own project? 

ANSWER: It depends upon the direc¬ 
tor, but that seldom happens. Most 
directors have ideas that they want to 
make into films. 

QUESTION: Do directors here feel 
competitive toward each other — in 
the sense of getting the opportunity to 
do their particular projects? 

ANSWER: It is quite natural that there 
should be a certain amount of healthy 
competition between the artists, be¬ 
cause all of them want to make the best 
possible films. However, all directors 
are happy when they see that some of 
their colleagues have had the op¬ 
portunity to make a very good picture, 
because this makes things better for 
film-making in general. Years ago, be¬ 
fore the present two studios were 
established, there were four studios 
which were creative communities of 
film directors, and within these com¬ 
munities they helped each other much 
more than they do nowadays. When 
these small communities existed, they 
would meet regularly every two weeks 
to discuss problems and exchange 
opinions, in order to help each other. 
Now they don’t get the opportunity to 
meet with each other so frequently. 
That is the reason why in the ’60’s 
Hungarian film-making became much 
stronger. Now there is the Bdla Bdldsz 
Studio that is similar, but it’s 
really a different way of cooperating. 
We feel that nowadays the structure of 
the film industry here is much weaker 
than it was during the time of the four 
communities, and we hope that there 
will .soon be another change back 
toward that structure. The feeling was 
much better then than it is now. 

QUESTION: Why did the nature of 
things change so much in going from 
four studios to just two? 

ANSWER: Equating it with politics — 
the former system was more social¬ 
istic. That is, the communities were 
organized on the basis of a group of 
people thinking in the same way. Since 
then these same people have become 

more isolated. Again, using the political 
analogy — the present two studios are 
trying to employ a capitalistic manage¬ 
ment system. It is very strange that they 
can’t utilize the advantages of the 
earlier format within the scope of the 
new system. 

QUESTION: In Hollywood we have a 
saying: “You’re only as good as your 
last picture.” This means, bluntly 
speaking, that you are rated in terms of 
how well your picture did financially. It 
doesn’t take into consideration that a 
picture may be very good artistically, 
but still not draw audiences. In con¬ 
trast, I’m told that here directors make 
pictures primarily to express them¬ 
selves and that, since their pictures are 
subsidized by the State, they don’t 
have to worry about the commercial 
aspect. But even so, suppose they 
make a series of pictures in which they 
express themselves very well, but the 
audiences don’t come. Will they, as 
directors, be thought less of because 
the audiences didn’t come — or is 
there no stigma attached to this? 

ANSWER: That kind of evaluation does 
exist in Hungary. Even though they are 
not primarily interested in how many 
people go to see their picture, it means 
much more of course, if a lot of people 
see the film. So, in that respect, they 
are interested in drawing more and 
more people into the movie theatres. 
As we say, “The seats in the movie 
theatre are for people to sit on. ” 

QUESTION: What about a possible 
conflict between the so-called “art” 
films and “commercial” films? 

ANSWER: Each type of film has its own 
basic audience. Therefore, you can’t 
compare the audience of one with the 
audience of the other. That doesn’t 

mean that there is a war between the 
makers of art films and the makers of 
commercial films. The purpose of all 
film directors in Hungary is to draw 
people to both kinds of films. We would 
like our films to be seen by more and 
more people, but that is not the most 
important purpose of making them. 
The reason that so much money is put 
into film-making is that it serves as part 
of the political aims. 

QUESTION: In American film-making 
we have a creature known as a 
“producer”, and sometimes there are 
people who both produce and direct 
their films. In any case, the producer’s 
function is to assemble the elements of 
production, including personnel, and 
also to keep an eye on the budget. Is 
there any similar personality involved 
in film-making here? 

ANSWER: Well, he’s called the Produc¬ 
tion Manager, but his role is not exact¬ 
ly the same. It’s a pity. It should be, but 
it isn’t. He is mainly concerned with 
economizing on the money which has 
been granted to the director. He should 
do that, but he should organize things 
more. As it is now, he is just dealing 
with the money. Organizing the tech¬ 
nical facilities and creating all the 
circumstances necessary for film- 
making is still the task of the director. 

QUESTION: The director has all of that 
responsibility, but he also has 
complete artistic freedom; isn’t that 
so? 

ANSWER: That’s right. He has absolute 
freedom when he is shooting. No one 
will look at the footage he has already 
shot and say anything against it. The 
problems may come when the film has 
Continued on Page 348 
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WHAT’S NEW 
Continued from Page 290 

AIR SHIELD PROTECTS DELICATE 
PHOTOGRAPHIC ARTICLES 

Every photographer will agree that 
the two features most sought after in a 
lens case are protection and storage 
qualities. Sima Products, Corp., manu¬ 
facturer of FilmShield, has just intro¬ 
duced AIR SHIELD, a lens pouch that 
combines the protective features of a 
hard case with the flexibility of a soft 
pouch . . . and they do it with air, 
protecting its contents just like air bags 
cushion people in automobile col¬ 
lisions. 

The protective walls of the AIR 
SHIELD pouch inflate instantly with just 
a few puffs, and the case resembles a 
mini-air mattress, providing an air 
cushion buffer for lenses. It comes in 
three sizes: small, medium, and large, 
accommodating the entire range of 
lenses from wide angle to zoom. Best of 
all, any small lens fits snugly into large 
pouches without rattling, thus elimi¬ 
nating the need of a wide inventory of 
lens cases. Sima also designed a rec¬ 
tangular utility case that holds light 
meters, camera bodies, strobes or 
other delicate equipment. When not in 
use, AIR SHIELD may be deflated and 
folded up, fitting into a pocket. 

Constructed of durable grained vinyl, 
AIR SHIELD retails at $4.95 for the 
small and medium sizes and $5.95 for 
the large size, and is available in photo 
stores nationwide. 

For further information, write to Sima 
Products Corp., 7380 Lincoln Ave., 
Lincolnwood, Illinois 60646. 

THE UNIVERSAL HAND TOOL 

Modernized version of the old 
familiar Boy Scout knife is now avail¬ 
able from IDI as a do-anything backup 
tool for technicians (and even non¬ 
technicians) in just about any field of 
industry. 

The tool, which sells for $35.00, 
contains the following 24 items: large 

and small knife blades; corkscrew; can 
opener; large, small, and fine standard 
screwdrivers; cap lifter; wire stripper; 
reamer; scissors; phillips screwdriver; 
magnifier; wood and metal saws; fish 
scaler; hook disgorger; ruler; nail file; 
nail cleaner; metal file; key ring; 
tweezers; and toothpick. 

Image Devices Incorporated, 1825 
NE 149 Street, Miami, FL 33181; 
305/945-1111; Telex 51-9348; TWX 
810/845-4242. 

NEW SUPER-8 BEAULIEU CAMERA 
FROM HERVIC 

John R. Berthold, President of Her- 
vic Corporation, has announced the 
availability of a “limited edition’’ 
Beaulieu 4008ZM2 camera equipped 
with the Angenieux 6-80mm, fl.2 “XL” 
zoom lens. Only 100 units will be avail¬ 
able for distribution in the United 
States. 

“Since the introduction of the 
Beaulieu 5008S sound cameras with 
this lens ... we have received an 
incredible amount of requests for An¬ 
genieux 6-80mm lenses on Beaulieu 
4008ZM2 bodies,” stated Mr. Berthold. 

“This particular zoom lens is, as yet, 
‘unequalled’ in Super-8 (sound or si¬ 
lent) movie equipment currently 
available. We are, therefore, extremely 
pleased that Beaulieu and Angenieux 
have been able to collaborate in order 
to permit the availability of this ‘limited 
edition’ Beaulieu 4008ZM2 camera with 
Angenieux 6-80mm zoom lens”. 

Features of the Angenieux 6-80mm 
4008ZM2 camera include: 
(1) “XL” (existing light) filming 

capability 
(2) Increased filming speeds: 2 to 80 

f.p.s. 
(3) Macrocinematography from within 

2 feet of the front element of the 
lens (thus allowing full use of 
available light without the intrusion 
of camera lens shadows). 

Mr. Berthold went on to further ex¬ 
plain that marketing plans for the 
“limited edition” Beaulieu Super-8 
camera system include full page ads in 
Super-8 Filmaker and American 
Cinematographer magazines. Further¬ 
more, direct-mail campaigns will be 
launched to select lists including all 
present Beaulieu Super-8 camera 
owners. 

Price of the “limited edition” 
4008ZM2 with Angenieux 6-80mm lens 
is $1,695.00. A four-page brochure 
and separate price list are available 
from Hervic upon request. 

For further information, contact Her¬ 
vic Corporation, 14225 Ventura Blvd., 
Sherman Oaks, California 91423. 

EXPANDED VERSION OF POM 
CRYSTAL SPEED METER NOW 
AVAILABLE 

Courtney Hafela, of HafleXX Cor¬ 
poration, announces the immediate 
delivery of an expanded version of the 
highly successful POM Crystal Speed 
Meter for motion picture cameras, and 
now sync sound recorders. It is now 
possible to easily compare the pilotone 
frequency of a tape recorder with a 
crystal-controlled camera, instantly, 
without opening the camera. 

This improved POM, by HafleXX, can 
also be used for checking camera syn¬ 
chronization with the new HMI lighting 
as described at the SMPTE Technical 
Conference in Los Angeles. 

Simply plug the supplied cable into 
the crystal output of the recorder 
(Nagra, Stellavox, etc.) and look at the 
meter through the reflex finder of the 
camera. If the circle of bright red dots 
hold still, the two crystals are at the 
same frequency and sync accuracy is 
assured. If either camera or recorder 
crystal are off frequency, the rotation of 
the red dots, in the meter, will ac¬ 
curately indicate the direction and 
amount of error so decision can be 
made as to the advisability of filming. 
This self-contained meter is so bright it 
can be read across a sound stage and 
therefore used for checking multi¬ 
camera setups in major production for 
TV. 

The POM, only one of its kind, is a 
laboratory standard instrument equally 
at home in the studio, on the work¬ 
bench or remote locations. 

Available worldwide from major 
dealers or HafleXX Corp., Box 156, 
Bernardsville, New Jersey 07924. For 
personal service, phone: (201) 766- 
4012; West Coast, (213) 846-7740; 
Canada, (416) 233-1101. 

Continued on Page 344 
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YOU NEED A COMPACT, ECONOMICAL,VERSATILE, 
EXPERTLY DESIGNED AND BUILT PROCESSOR- 
BUT YOU WANT IT AT THE UWVEST PRICE- 

LOOK TO HiLLS’mini'maflO 

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 Hills! 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 

THE 

*MILLER Equipment is 
precision-built of 
highest quality materials 
and every replacement part 
is available. 

*MILLER Equipment is used 
throughout the world by 
leading photographers film 
and television studio giants. 

*MILLER 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. 

Miller U3luid eviction ” 

PROFESSIONAL 
HEAD is the World's Finest! 

FEATURES INCLUDE: 
*Full 360° 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 MILLER Tripod 
suitable for every Head. 
*Other MILLER Fluid Heads 
are available for cameras 
from 5 lbs. up to 200 lbs. 

o 
The MILLER world famous velvet like movement operates on 
a semi-hydraulic principle which is patented throughout 
the world, and should not be confused with any friction- 
type movement. 

MILLER 

^ CAMERA SUPPLY LTD. CANADIAN DISTRIBUTOR 

(PATENTED) 

1055 GRANVILLE STREET VANCOUVER 2, B.C. TELEPHONE: (604) 685-5331 
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A PREVIEW OF FILIVIEX. 
In celebration of the United States Bicentennial, and to pay tribute 
to America’s only original art form, the Los Angeles International 
Film Exposition for 1976 plans extended and widely varied programs 

The 1976 Los Angeles International 
Film Exposition (Filmex), now the 
world’s largest public film event, opens 
on March 21 with the world premiere of 
Alfred Hitchcock’s 53rd film “FAMILY 
PLOT”, and a tribute to the renowned 
director. 

The film will be shown at Plitt’s Cen¬ 
tury Plaza Theatre in the ABC Enter¬ 
tainment Center, Century City. The 
black-tie pre-release world premiere 
will be followed by a special “Filmex 
Society Salute to Alfred Hitchcock” at 
the Century Plaza Hotel. All proceeds 
from the dual-event benefit will go to 
Filmex. 

“FAMILY PLOT” was selected as the 
unanimous choice of the Premiere 
Committee. Wendy Goldberg, Presi¬ 
dent of the Filmex Society and Chair¬ 
man of the Committee, noted that the 
Hitchcock Salute marks the first time 
that Filmex will combine its tradi¬ 
tionally festive opening premiere with a 
banquet tribute to a filmmaker. Details 
of the “Salute” are being kept secret 
because of the “highly unusual 
activities being planned.” 

“FAMILY PLOT” begins its national 
theatrical engagement in selected 

theatres on April 9, three weeks after 
the Filmex premiere. 

“In the spirit of our nation’s Bicen¬ 
tennial it is most appropriate that 
Filmex 76 honor Mr. Hitchcock on the 
occasion of his 76th year,” said Essert. 
“The world has had a long cinematic 
love affair with Mr. Hitchcock, one of 
the few ‘marquee-name’ filmmakers 
identifiable by moviegoers everywhere, 
and Filmex is proud to honor him.” 

“FAMILY PLOT”, a Universal Picture 
release, stars Karen Black, Bruce Dern, 
Barbara Harris, and William Devane, 
with co-stars Ed Lauter, Cathleen Nes¬ 
bitt, and Katherine Helmond. Set 
against the background of a large 
American city, it is in the finest Hitch¬ 
cock tradition. The film springs from 
our times, and it reflects two phe¬ 
nomena which have become widely 
familiar via the media: kidnapping and 
psychic practice. Hitchcock spent over 
a year preparing this latest project with 
Ernest Lehman, whose screenplay is 
based on Victor Canning’s novel, “The 
Rain bird Pattern.” 

Tickets for the film and Hitchcock 
“Salute” are $125 each (tax-deductible) 
and are available for reservation now. 

Tickets for the film only will be available 
beginning March 7 by mail order, and 
March 14 at the Filmex box office in the 
ABC Entertainment Center. For addi¬ 
tional information contact Filmex head¬ 
quarters at (213) 846-5530 or P.O. Box 
1739, Hollywood, USA 90028. 

In honor of the Bicentennial year, 
Filmex 76 will focus three of its free 
retrospective programs on themes of 
the American cinema. 

“The Americans: A National Portrait” 
will be a series of 14 films which depict 
aspects of American history through 
individual character studies. Films such 
as “THE LAST OF THE MOHICANS”, 
“SERGEANT YORK’’, “I AM A 
FUGITIVE FROM A CHAIN GANG”, 
“NOTHING BUT A MAN’’ and 
“ALICE’S RESTAURANT”VJ\\\ cover the 
span of the American saga from 
Colonial times to the present. 

“The Great Comics: A Tribute to the 
American Film Comedy” will feature 
films depicting the work of American 
movie comics who have made dis¬ 
tinctive and distinguished contri¬ 
butions to film comedy. Included will be 
the films of Buster Keaton, Marion 
Continued on Page 352 

Complete with the obligatory searchlights scanning the night skies, Plitt’s Century Plaza Theatres I and li in the ABC Entertainment Center, 
Century City took on a magic aura for FILM ’75. This year the ultra-modern complex will again serve as the site of the Los Angeles Inter¬ 
national Film Exposition with a greatly augmented program schedule and many gala events planned. 



yOUR NEXT 
video TAPE IN Mexico? 
Whether you are shooting documentaries, features, educa¬ 
tional films or commercials, NOTIMEX, Mexico’s finest 
facility for video tape production, offers you a unique team 
of experienced personnel and services at prices that will. 
surprise you with their economy! 
Our performance record proves we can do the job quickly, 
professionally and at substantial savings.  
We offer you: 
A complete mobile unit-2 PCP-70 
Norelco colorcamerasAVR-2-Ampex recording 
Steenbeck editing tables ■ Motion picture & 
TV. lighting • Own microwave.  
2 Full Electronic News Gathering Systems and TB .C. 

Notimex 

W7 

Insurgentes Sur No. 1700, 
Mexico 20, D.F..Mexico. 
Tel.52411 65 • 524 16 65 

CREATORS OF DISTINCTIVE IDEAS 
AND DESIGNS FOR 
SPECIAL PHOTOGRAPHIC EFFECTS FOR 
MOTION PICTURES AND TELEVISION 

TITLES • GRAPHICS • MINIATURES 
BLUE BACKING - INSERTS 
MATTE PAINTINGS - OPTICALS 

SPECIAL UNIT PHOTOGRAPHY 

Main Office: PARAMOUNT PICTURES 

5451 Marathon Street, Hollywood, Calif. 90038 

(213)463-0100 
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Send for a rental rate schedule! 

AC-36 

333 West 52nd Street 
New York. N.Y. 10019 

in meeting impossible demands. 
For more than fifty years Charles Ross has made the 
impossible possible for the thousands of motion pic¬ 
ture producers who demand the finest and most mod¬ 
ern lighting equipment. We are the East’s only spe¬ 
cialist. We have been around the longest. We have 
the largest lighting inventory. We even supply light¬ 
ing suppliers. 

For a replacement bulb or lighting for a complete 
motion picture or television set, call Ross first! 

I SOLE DISTRIBUTOR OF MOLE-RICHARDSON COMPANY PRODUCTS IN GREATER NEW YORK 

LIGHTING. GRIP EQUIPMENT, 
LOCATION VANS, PROPS, GENERATORS, 
RENTALS / SALES / SERVICE 

FIRM 

STREET. 

! CITY  STATE ZIP. 

Gentlemen: Please send me 
a free copy of your rental rates. 

NAME. 

333 WEST 52nd ST., N.Y., N.Y. 10019 (212) Cl 6-5470 L 

Dkk Swonek wo/ heading 
for a breakdown... 
Till P/E/S installed the Cinetron microcomputer stepping motor 
drive on his Oxberry printer at The Optical House in New York. 

It replaced the old drive system in its entirety; clutches, 
motors, linkages, shafts, solenoids, knuckles—you name it. 

Result: A virtual elimination of breakdownsofthedrivesystem. 
Plus—minimum maintenance, almost silent operation, 

greater speed selection, fast pulldown, a fraction of the old vibra¬ 
tion. But most of all, he now has new confidence in his old printer— 
at a small fraction of the invest- 
ment needed for replacement. Let 
P/E/S—Photographic Equipment 11 „• ^ *• r L *- f";; : TT I 
Service, Inc.—step in before your IjL v£V ~T *- •* ~ • , M 
printer has a breakdown. 1 3 7 '-,J' ZZ * s ® 

Call Ed Willette, Hans Jaggi, ^ m & PP' ' i? | 
or Pat Mathison at (914) 235-2720. ^ ^ 

695 Main Street 
New Rochelle, New York 10801 
(914) 235-2720 

Typical replacement components. 

Full sales and service available in Europe. 
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AMERICAN 
CINEMATOGRAPHER 

MOST COMPREHENSIVE 
COMPILATION OF 
CINEMATOGRAPHIC DATA 
EVER PURLISHED S 
Completely updated Filter, Lighting and 

Lens sections. Data on most recent cam¬ 

era developments. Complete shooting 

data for Theatrical, Non-theatrical and 

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! 

Television cinematographers filming THE AMERICAN CINEMATOGRAPHER MANUAL 
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. 

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

Please send   copies of the AMERICAN CINEMA¬ 

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

An Official Publication of the 

AMERICAN SOCIETY OF 
CINEMATOGRAPHERS 
Dealers are invited to write for 

quantity discounts. 

NAME 

STREET. 

CITY. STATE. ZIP. 

California residents please 
k Foreign Buyers please pay 

Funds.   

it 6% Sales Tax ($1.13 per Manual). 
International Money Order or U. S. 
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The Zeiss 50mm and 36.5mm, f/0.7 lenses used to film candlelight sequences for “BARRY 
LYNDON” without the addition of artificial light were originally still-camera lenses devel¬ 
oped for use by NASA in the Apollo Moon-landing program, and modified by Cinema Prod¬ 
ucts Corp. The 50mm lens, shown here in focusing mount, had to have the adjustable shutter 
blade, necessary for still photography, removed for filming. 

TWO SPECIAL LENSES 
Continued from Page 277 

cause of some slight shift in camera 
position during shipment. We subse¬ 
quently determined that it was neces¬ 
sary for us to tighten up the dovetail 
gibs upon which the camera racks back 
and forth to the point where racking 
over became fairly stiff, since the flange 
focal depth of the lens was so ex¬ 
tremely critical. 

At this point Kubrick complained that 
the single 50mm focal length was too 
limiting and that what he required was a 
wider-angle lens of the same speed. He 
began thinking in terms of various ana- 
morphosing schemes or other optical 
tricks to widen the angle of the lens we 
had. I told him that before doing any¬ 
thing as mind-boggling as this I would 
check with some of the optical experts I 
knew to see if there were a simpler way. 
As luck would have it, Dr. Richard 
Vetter of Todd-A-O, a man whose opti¬ 
cal expertise I’ve always held in high 
esteem, suggested to me that the re¬ 
sult I was trying to achieve could 
probably be accomplished by using a 
projection lens adapter, designed by 
the Kollmorgen Corporation, which was 
originally intended to modify the focal 
length of 70mm projection lenses in 
theatres so that the image format could 
exactly match the size of the screen. 

We purchased one of these 
adapters, mounted it to the front of the 
lens, and after some optical and 
mechanical manipulation we were 
pleased to see that the effective focal 
length of our composite lens system 
was 36.5mm. The aperture of the new 
36.5mm lens remained at f/0.7 and its 
effective aperture was reduced only 
slightly by the minor light absorption in 

the two front elements. We sent this 
lens on to Kubrick and, again, he was 
ecstatic with the results. However, 
being the demanding technical genius 
that he is, Stanley Kubrick urged us to 
go further and see if we could come up 
with a still wider angle lens. Again I 
turned to Dr. Vetter, and this time he 
provided me with a “Dimension 150” 
lens adapter which, when mounted to 
the front of still another Zeiss 50mm 
prime lens, gave us an effective focal 
length of 24mm. However, at this point 
our improvisational engineering tech¬ 
niques began to catch up with us and 
Kubrick determined that the lens gave 
a bit too much distortion, so that he 
would not wish to intercut photog¬ 
raphy from this lens with photography 

from the other two. 
As a technician and not a creative ar¬ 

tist, I asked Kubrick the obvious ques¬ 
tion: Why were we going to all this 
trouble when the scene could be easily 
photographed with the high-quality 
super-speed lenses available today 
(such as those manufactured by Canon 
and Zeiss) with the addition of some fill 
light. He replied that he was not doing 
this just as a gimmick, but because he 
wanted to preserve the natural patina 
and feeling of these old castles at night 
as they actually were. The addition of 
any fill light would have added an arti¬ 
ficiality to the scene that he did not 
want. To achieve the amount of light he 
actually needed in the candlelight 
Continued on Page 336 

(LEFT) Specially machined aperture plate to accommodate the Zeiss 50mm, f/0.7 lens. (RIGHT) The specially machined aperture plate in 
position in the specially machined camera body housing, both designed to accommodate the modified super-fast lens. Kubrick refused to set¬ 
tle for a standard high-speed lens and the addition of artificial light because he wanted to re-create the natural patina and mood of stately 
houses illuminated solely by candlelight, as they were during the period of the film’s story. 
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SOS/Tel-Animapirint... 
The do-it-yourself Hot Press. 

It’s like having your own title shop in less than one square foot 
of space. Gives you completely professional dry titles 
— ready for immediate use. The SOS/Tel-Animaprint 

Hot Press uses printer’s lead type which comes in hundreds of 
sizes and styles. Animation pegs and crosslines guarantee 

perfect register and realignment every time. You can 
print main titles, sub-titles or slides vertically, horizontally 
or at different angles. You can even print with shadow or 
3D effects. In color or black & white. It’s so easy to use, 

anyone can do it. Perfect for filmmakers, TV stations, 
education and industry. Available from professional 

film dealers — or direct from F&B/Ceco. 
3 models from $950 to $1325. 

SEND FOR LITERATURE 

We want you to come back. 

mncEco 
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 

ADOLPH GASSER, INC. SPRING SALE 
CAMERAS 

Arri BL w/12x120 Ang. pkg  $7,500.00 
Eclair NPRpkg. 12x120   $5500.00 
Bolex Pro 16 pkg  $6500.00 
Mitchell Reflex 16 pkgs  $5600.00 
Arri M Body pkg/less Lenses  $1850.00 
Bolex Cameras  $250.00 — up 
B & K Eyemos  $250.00 — up 

ACCESSORIES 
Pentax Spot Meter  $150.00 
Arri S Torque Mtr  $215.00 
Arri S 400’ Mags   $200.00 
Arri S 400' Mag w/o Core Adpt  $185.00 
Ang. 12x120 ArrStd.Mt  $1100.00 
Century Tele Athenar 300mm   $150.00 
Arri Zoom Mtr. Dr  $125.00 
Oxberry Cel Punch M-131   $465.00 
Arri 16BL400-ft. Mags @ Case $1750.00 
CP Power Supply $125.00 
Arri S Barney  $154.00 

SOUND 
Sennheiser — 805  $300.00 
Uher 4000 Report L   $450.00 
Uher 1000 Pilot   $725.00 
Palmer 16mm Sound Transport Only .. $1200.00 
Parabolic Mike & Case   $ 92.00 
Jensen 205-5 Sync/Resolver   $300.00 
Vega Wireless Mies. 55/57   $861.00 

LIGHTING & GRIP 
Oleson 2K Junior Spot  $ 45.00 
MR 2K Junior Combo (Old Type)   $50.00 
B&M2K Juniorw/Barndoor NEW.... $190.00 
Mitchell Baby Legs w/Case   $ 65.00 
Mitchell Shorty Legs      $65.00 
Mitchell Regular Legs w/Case   $ 65.00 
Mitchell Hi Hats  $20.00 ea. 
Mitchell Friction Head w/Case   $ 65.00 
MR Baby Roller Stands — Steel  $ 30.00 ea. 
Air Corps Roller Stands  $ 30.00 ea. 
18x24” Flags  , $ 15.00 ea. 
Light Case w/acc   $ 25.00 
B & S Spreader Dolly   $140.00 
Army Pro Jr. Tripod & Head w/Case   $125.00 
Miller Pro Head   $325.00 
B & S Hi Hat Arri Ball   $ 40.00 
Arri Baby Legs Ball   $ 85.00 
Arri Std. Legs w/o Ball   $ 75.00 
Miller F Head   $200.00 
Raby Type Studio Dolly   $500.00 
lanebeam "Cool Touch” Fiberglass 650w Heads 
 $ 56.00 
lanebeam 1000 w/Head   $68.00 
lanero Acc. Holder   $ 15.00 
lanero Barn Door   $ 12.00 
M-R Baby Light Stands   $ 35.00 
Colortran Converter Chief Mark II  $480.00 

PROJECTION 
Kodak Pageant 12M6 mag/op  $1220.00 
Bauer mag/op  $1325.00 
Ampro Super Stylist   $ 175.00 
RCA 400   $ 225.00 
Sonorex   $2500.00 
B & H Projectors  $350.00 to $ 475.00 
B&H Projectors 1574NEW  $ 575.00 

EDITING 
35mm Moviola Upright 1 Pix 2 Sound ... $800.00 
16mm Moviola Junior M-79 New @ Recoupler 
  $995.00 

Precision 4 Gang Sync New   $225.00 
Minette 16 Rewinds New   $ 30.00 
Precision Viewer (right to left)   $235.00 
Zeiss Moviscop (right to left)   $165.00 
8-16 Hot Splicer   $200.00 
35M Guillotine   $180.00 
16 & 35 Synchronizer  $165.00 
Mag/op Reader  $230.00 
Power Rewind HFC  $100.00 
Guillotine Splicer   $160.00 I CABLES 

CUSTOMIZED SYSTEM 
MIC • SYNC • POWER 

WRITE FOR DETAILS 

(415) 495-3852 181 SECOND ST., SAN FRANCISCO 94105 
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PHOTOGRAPHING “BARRY 
LYNDON” 
Continued from Page 275 

ALCOTT: When I went around looking 
at locations with Stanley we discussed 
diffusion among other things. The 
period of the story seemed to call for 
diffusion, but on the other hand, an aw¬ 
ful lot of diffusion was being used in 
cinematography at the time. So we 
tended not to diffuse. We didn’t use 
gauzes, for example. Instead I used a 
No.3 Low Contrast filter all the way 
through — except for the wedding se¬ 
quence, where I wanted to control the 
highlights on the faces a bit more. In 
that case, the No.3 Low Contrast filter 
was combined with a brown net, which 
gave it a slightly different quality. We 
opted for the Low Contrast filter, rather 
than actual diffusion because the clarity 
and definition in Ireland creates a 
shooting situation that is very like a 
photographer’s paradise. The air is so 
refined, I think, because Ireland is in 
the Gulf Stream. The atmosphere is 
actually perfect and we thought it would 
be a pity to destroy that with diffusion, 
especially for the landscape photog¬ 
raphy. 

QUESTION: That’s rather refreshing. 
There seems to be a tendency these 
days, despite the nice sharp lenses 
that are available, to just fuzz every¬ 
thing out as a matter of course. 

ALCOTT: Yes, it’s done a lot. I’ve even 
done it myself in shooting commer¬ 
cials. We did discuss the possibility for 
“BARRY LYNDON”, but then we 
thought: “Well, it’s been done before so 
many times; let’s try for something dif¬ 
ferent. Let’s go into low contrast.’’ We 
tested many filters and of all those we 
tested the Tiffen Low Contrast filters 
came out the best qualitywise. With the 
Tiffen filters we didn’t lose any quality 
whatsoever, even when shooting wide 
open, in fact. They were the best. 

QUESTION: Did you use any of the 
5247 color negative, or was it all 5254? 

ALCOTT: We used the 5254, because 
the 5247 wasn’t available even at the 
time when we finished shooting. It 
came out something like two months 
after we had finished the main shooting 
of the film. Now I find that, because of 
the fineness of the grain with the 5247,1 
would have had to use a No.5 Tiffen 
Low Contrast filter in order to get the 
same effect I got using the No.3 with the 
old stock. 

QUESTION: Do you find, as many 
other cinematographers have found, 
that the 5247 negative has an in¬ 
herently higher contrast than the 5254? 

ALCOTT: Well, they say it’s higher con¬ 
trast, but I really think it’s not so much 
the contrast as the fact that the grain is 
so much finer. If the grain is finer, this 
will increase the apparent contrast. In 
other words, you’ve got to dress and 
color your sets to accommodate the 
film stock. Even the tiniest ornaments 
which are red will kick out on the new 
stock, whereas on the old stock they 
wouldn’t. This is because of the finer 
grain. It’s the color, in fact, which is 
building up the contrast. However, I 
can’t understand why anybody wouldn’t 
go for the finer grain, because that’s 
what it’s all about. The thing is to try to 
make it work by knocking down the 
contrast in some other way. We must 
either modify the lighting or design the 
set in a way to tone it down. For in¬ 
stance, in some of the interiors used for 
shooting “BARRY LYNDON” there 
were lots of white areas — fireplaces 
and such. If you put a light through a 
window these would stick out like a 
sore thumb, as they say. So, most of 
the time, I covered them with a black 
net — the white marble of the fire¬ 
places, the very large white three-foot¬ 
wide panels on the walls, and the door 
frames that were white. I covered them 
with a black net having about a half¬ 
inch mesh. You could never see it 
photographically, unless you were 
really close to it — but in the long shots 

it wasn’t visible at all. It did wonders in 
toning down the white. I also used 
graduated neutral density filters on cer¬ 
tain light parts of the set when the 
illumination was coming from a natural 
light source and there was no way to 
gobo it off. For example, if the light 
source were coming from the left and 
hitting something that it was not pos¬ 
sible to put a net over, I would put a 
neutral density filter on the right side — 
an ND3 or ND6, depending upon the 
brightness. 

QUESTION: You would actually use 
graduated neutral density filters for 
shooting interiors? That’s not done 
very often, is it? 

ALCOTT: I don’t think so — no. I know 
that when I use them now in different 
types of work that I do, some of the 
people on the set wonder what Tm up 
to, using graduated filters for interiors. 
But they work very well indeed. In fact, 
we had a matte box made to accept the 
three filters on the Arriflex 35BL. Inci¬ 
dentally, we used the Arriflex 35BL all 
the way through the picture. 

QUESTION: Can you give me some of 
your impressions of that camera? 

ALCOTT: I think it’s a fantastic camera. 
To me, it’s a cameraman’s camera — 
mainly because the optical system is so 
good. Some optical systems give you a 
much more exaggerated tunneling 
effect than others, and I even came 
across someone the other day who 
prefers that long tunneling effect be¬ 
cause it makes him feel like he’s in a 
cinema. Personally, I prefer it when my 
eye is filled with the actual picture 
image. You find that this only really 
occurs with the Arriflex 35BL. Another 
feature I like about the camera is that 
you’ve got the aperture control literally 
at your fingertips. It’s got a much larger 
scale and, therefore, a finer adjust¬ 
ment than most cameras. This feature 
is especially important when you’re 
working with Stanley Kubrick, because 
he likes to continue shooting whether 
the sun is going in or out. In “BARRY 
LYNDON”, during the sequence when 
Barry is buying the horse for his young 
son, the sun was going in and out all 
through the sequence. You’ve got to 
cater to this. That old bit that says you 
cut because the sun’s gone in doesn’t 
go anymore. 

QUESTION: Instead, you try to ride it 
out by varying the aperture opening 
during the shooting of the scene? 

ALCOTT: Yes, that’s why the Arriflex 
35BL offers such an advantage. It’s got 
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a finer aperture adjustment — more so 
than most other cameras — which 
allows you to cater to light variations 
while you’re actually shooting. On most 
lenses there’s not a great distance 
between one aperture stop and the 
next. There isn’t actually on the Arri- 
flex 35BL lenses either, but it’s the 
gearing mechanism on the outside that 
offers the larger scale and, therefore, 
the possibility of more precise adjust¬ 
ment. It’s like converting a 1/4-inch 
move into a 1-inch move. 

QUESTION: What about the use of the 
zoom lens in this film? 

ALCOTT: Oh, yes — we used it a great 
deal. The Angenieux 10-to-1 zoom was 
used on the Arriflex 35BL, in conjunc¬ 
tion with Ed DiGiulio’s Cinema Prod¬ 
ucts “Joy Stick” zoom control, which is 
an excellent one. It starts and stops 
without a sudden jar, which is very 
important, and you can manipulate it so 
slowly that it almost feels like nothing is 
happening. This is very difficult to do 
with some of the motorized zoom con¬ 
trols. I find that this one really works. 

QUESTION: What types of lighting 
equipment did you use? 

ALCOTT: We used Mini-Brutes and we 
used a lot of Lowel-Lights — all the 
time. I used the Lowel-Lights in um¬ 
brellas for overall fill. I always use the 
umbrellas — ever since “A CLOCK¬ 
WORK ORANGE”. I find that the Lowel- 
Light has a far greater range of illumi¬ 
nation from flood to spot than any other 
light I know of. In fact, it’s the only light 
of its type that gives you a fantastic 
spot, if you need it, and an absolute 
overall flood. Also, when you put a flag 
in front of most quartz lights you get a 
double shadow — but not with the 
Lowel-Lights. But then, of course, they 
were designed by a cameraman. 

QUESTION: What about the use of the 
moving camera in “BARRY LYN¬ 
DON”? 

ALCOTT: We used it in certain se¬ 
quences, but not too many. We had one 
very long tracking shot in the battle se¬ 
quence, with the cameras on an 800- 
foot track. There were three cameras 
on the track, moving with the troops. 
We used an Elemack dolly, with bogie 
wheels, on ordinary metal platforms, 
and a five-foot and sometimes six-foot 
wheel span, because we found that this 
worked quite well in trying to get rid of 
the vibrations when working on the end 
of the zoom. It seemed to take the vi¬ 
bration out better than going directly 
onto the Elemack. 

QUESTION: Do I understand that you 
were racked out to the end of the zoom 
on that tracking shot? 

ALCOTT: Yes, virtually all closeups 
made from the track during that battle 
sequence were on the 250mm end of 
the zoom. 

QUESTION: That really is living 
dangerously. 

ALCOTT: I made a test beforehand with 
the camera traveling on an ordinary 
track and one with this base, and the 
difference was quite amazing. That’s 
what got us round to building these 

platforms and using the Elemack with 
the bogie wheels on the four corners. 
They are really quite handy for doing all 
kinds of shots. 

QUESTION: What would you say was 
your most difficult sequence to shoot 
in this film? 

ALCOTT: I think the most difficult bit 
was the scene in the club when Barry 
comes over to confront the nobleman 
sitting at the other table, is given the 
cold shoulder and then goes back to 
his own table. That involved a 180- 
degree pan and what made it difficult 
was the fluctuations in the weather out- 
Continued on Page 338 
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48 HOURS! 

MODERNIZE YOUR ZOOM LENS! 
INSTALL A NEW ANGENIEUX V3Q (ULTRA-SHORT) 

1” (ZERO) VIEWFINDER 
FOR CP-16, AlfR/CON, FREZZI, ETC. 

ESTABLISHED 1948 IDG El BURBANK BLVD. NORTH HOUVWOOO. CALIFORNIA SIGBI 1213} 7SB-37I5 

SPECIAL 
COMBINATION OFFER! 

INSTALLED ON 
YOUR ( 
ANGENIEUX 
ZOOM LENS BY 
OPTICAL EXPERTS 
IN AC UTTLE AC -—- 

VIWWI. Wb A# 

INCLUDING: COMPLETE OVERHAUL* 
AND TESTING OF YOUR ZOOM LENS 
$m 0% mm AA REGULAR PRICE 

OF COMBO OFFER   
REGULAR PRICE 
OF COMBO OFFER 
IS OVER s875. 

12-120 ZOOM LENS 

CENTURY TV SAFE-AREA RETICLE COMBINATION OFFER FOR: ■ 
(ANGENIEUX TV CUT-OFF RETICLES ALSO AVAILABLE) 9.5-95 ZOOM 725. 12-240 ZOOM 785. 

* PRICE INCLUDES EXCHANGE OF 7” OR 10” FINDER, 

AMERICA’S MOST EXPERIENCED 
ZOOM LENS SPECIALISTS 

OVERHAUL DOES NOT INCLUDE PARTS. 

Precision Cine/Optics 

TWTTT .T . In! U>” 

ALWAYS ONE STEP AHEAD 
The new Senior “F” and Light Professional Tripod Heads 

to supplement present “Miller” Lines. 

* 

FEATURES INCLUDE: 

Pan Unit permits (full 360°) 
horizontal traverse between 
full fluid drag and free slip for 
filming fast moving objects 
or events. 

Full fluid action tilt (full 90°) 
either way with more positive 
tilt control and Lock, in 
any traverse. 

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 
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INDUSTRY ACTIVITIES 
Continued from Page 262 

throughout the world have adopted this 
lens as their standard, using the 
Angenieux 20-120mm as the sole lens 
for their entire production. Continuing 
in their research and development pro¬ 
gram, Angenieux has recently intro¬ 
duced the new 6x20L2 HEC with multi¬ 
layer coatings. This lens provides a 
further enhancement of images by 
effectively reducing flare and 
increasing transmission. 

• 

BIJOU FILM SOCIETY ANNOUNCES 
ANNUAL CONVENTION — 
MOVIE/EXPO 76 

Universal Studios and the Sheraton- 
Universal Hotel will be the locations for 
the annual convention of The Bijou 
Society on May 14, 15 and 16, 1976. 
Called MOVIE/EXPO 76, the Holly¬ 
wood event will bring together film 
hobbyists, collectors and historians 
from across the country. 

A national association for people 
concerned with the history and lore of 
the motion picture industry, the Society 
has members in all 50 states and in 
nine foreign countries. And the organi¬ 
zation is extending an invitation to 
MOVIE/EXPO 76 to anyone who 
shares this important concern. 

“The entire convention facilities of 
the Sheraton-Universal will be used to 
house a wide array of attractions for 
movie buffs,” explained Randy Neil, 
Executive Secretary. “Included will be a 
large dealers’ sales and display room 
where films and movie memorabilia will 
be available ... plus special private 
screenings of many major films from 
the past. Other activities will include a 
variety of seminars on Hollywood 
history, and special parties for con¬ 
vention-goers.” 

The major highlight of MOVIE/EXPO 
76 will be the Society’s annual Artistry 
in Cinema Awards Banquet to be held 
on Saturday evening, May 15, at the 
ballroom of the Universal Studios 
Commissary. Some very special film 
personalities who played roles in mold¬ 
ing Hollywood’s golden era will appear 
to accept honors from the society 
membership. 

Honors at the banquet will include: 
the ARTISTRY IN CINEMA Award for 
significant contributions to motion pic¬ 
ture development; the MOTION PIC- 
TURE HISTORIC LANDMARK 
RECOGNITION which pays homage to 
one or more locations where film 
history was made; and the BIJOU SO¬ 
CIETY BOOK AWARD given to the 
Continued on Page 347 

PLC-4 Magazine 
The most advanced design 
in 16mm 400 ft. magazines. 
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MAKHNO IT IL©©K EAgy DINT S© EASY 
By BILL LINSMAN 
General Manager, Swartwout Productions, 
Scottsdale, Arizona 

How a “simple little 30-second TV commercial” can turn out to 
be almost as much ot a production as “GONE WITH THE WIND’ 

Remember when you were a kid and 
your Dad took you to the circus, or to a 
ball game or to the Ice Follies? 
Invariably there was an expert in his 
field there who could mystify everyone 
in the audience with the ease with 
which he could “do his thing”. Johnny 
Weissmuller in swimming, Sonja Henie 
on the ice, or Joe DiMaggio on the 
baseball diamond are examples of 
what I mean. I, like many others, made 
“making it look easy” one of my goals 
when I got into the film business. But, 
as the production of the television com¬ 
mercial described in this article points 
out, making it look easy . . . isn’t always 
that easy. 

“. . . and the third commercial should 
appear to be a simple tabletop photog¬ 
raphy job with the ID card.” Such was 
the initial description of one of three 30- 
second spots my company, Swartwout 
Productions, was to bid on for Arizona 
Blue Cross and Blue Shield, a regional 
advertiser, under the creative guid¬ 
ance of Owens & Associates Adver¬ 
tising Agency in Phoenix, Arizona. Jim 
Kellahin, Creative Director for the 
agency, had an idea floating around in 
his brain, but so far that idea was rather 
nebulous. At this point he was simply 

exploring the creative talents of his 
potential film supplier. 

The scene was a luncheon involving 
Kellahin; Jerry Hartleben, Director of 
Photography for Swartwout 
Productions; and myself in the role of 
salesman. We discussed the other two 
spots in the package, and how they 
were to be shot, but by the time the 
dessert cart rolled around everyone 
was talked out — more interested in the 
topping on their double-decker super- 
duper ice cream sundaes than in 
“tabletop photography”. Somewhere 
between the chocolate and strawberry 
scoops Kellahin asked for a bid. 

I knew why we were so lucky to be 
asked. We really had established a 
good rapport with our client. We had 
done many commercials for Jim 
before, and had never had a major 
problem, or worse, a failure. But better 
than that, during our last shoot with Jim 
we had reached an important decision. 
As a company we had decided that it 
was vitally important for everything 
behind the camera to look as good as it 
did in front of the camera. The expres¬ 
sion, in the vernacular, is “cleaning up 
our act”, and believe me, our last shoot 
really did look good. Despite the fact 

that the budget and distribution could 
very much be labeled “local”, our crew 
and our footage looked national by 
every standard. Jim is a pro in his field, 
and recognized this. 

I then threw out a figure for the Blue 
Cross/Blue Shield spots that was 
obviously attractive to him. He smiled, 
didn’t commit himself, and picked up 
the tab for lunch. 

A week passed and we had had no 
word from Jim. I called him and he 
seemed rather surprised. “I thought 
you knew me better than that, Bill. 
You’ve got the job! We’ll start shooting 
Monday.” I hastily explained that my 
bid was off the top of my head, and that 
it hadn’t even been confirmed on the 
back of a napkin. Unfortunately, Jim 
had already discussed the figure with 
his account man and was now commit¬ 
ted to it. Some quick conferences 
determined that, at worst, we might 
have to do one of the three spots in 
16mm to keep the budget down. Jim 
was agreeable to this . . . and Monday 
we were shooting. 

While actual shooting began on the 
other two commercials in the package, 
Jim firmed up what he wanted to see in 
the ID card spot and handed us a 

Storyboards can be dangerous, in that they tend to make a complex filming process look simple on paper. The one shown here for the 30- 
second commercial spot for Arizona Blue Cross and Blue Shield, discussed in the accompanying article, looked like “simple tabletop photog¬ 
raphy of the ID card” — until the film-makers had to figure out how to shoot it. 

when you travel 
around the world, 

in Arizona or one simple little card is all you’ll 
ever need to take the paperwork 
out of health care ... and the red 
tape out of an emergency. The Blue 
Cross & Blue Shield identification 
card. 

Day in and day out ... at home or 
in the office... 

someone in the hospital every 
other year, 

When the average family can 
expect 

It’s nice to know you’re carrying a 
real painkiller... from Blue Cross 
& Blue Shield of Arizona. 



(LEFT) Director of Photography Jerry Hartleben sets up shoot, while the boom arm is activated through pulley mechanism. (CENTER) A 
closer look at the shooting setup. Note the vertical position of the frame movement in relation to the camera. (RIGHT) The zoom motor control 
is activated in order to produce the revolving movement of the card. 

(LEFT) A certain amount of experimentation with the zoom motor control was necessary in order to produce the correct revolving move¬ 
ments of the card. (CENTER) The backside of the “framus”, showing the mounting of the motor and shaft behind the black cloth. Cinematog¬ 
rapher Hartleben and designer Ken Swartwout line up the shot. (RIGHT) The half bottle prop designed for the last shot of the commercial is 
placed for shooting. 

(LEFT) The half-bottle in place, with the card “inside” it. (CENTER) The card, which will appear on-screen in a big closeup insert, is precisely 
located inside the half-bottle. (RIGHT) The half-bottle is carefully moved about to get the best angle and avoid unwanted reflections, while 
clearly establishing the contour of the bottle — something which is not easy to do when shooting clear glass against a black background. 

(LEFT) The Kodak Ektographic slide projector is mounted as the movable, controllable light source to illuminate the card. (CENTER) An 
adjustable mirror is attached to facilitate complete control of the light beamed onto the card. (RIGHT) Designer Ken Swartwout makes final 
adjustments of the device’s mirror control. Extreme care was taken to keep the card in sharp focus and properly framed. 
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FLAT BLACK 
SPRAY 

12 INCHES 

MOTOR 

script. The video side read like this: 

(following is all in synchronous, 
continuous motion) 
Fade up on: 
Spinning object (soon to be revealed as 
Blue Cross/Blue Shield ID card) seen 
on end in blue limbo background. Card 
strobes. Camera rotates 90 degrees as 
light travels slowly left to right, 
revealing the card revolving on axis. 
The card slows down and stops so that 
it reads properly (horizontally) to 
camera. Card then begins to spin on 
new axis (still broadside to camera) 
and comes to stop in vertical position. 
Medicine bottle supers over card. CAM 
pulls back leaving space for logo ID. 
Fade out. 

Sounds simple enough ... if you're 
using animation, that is; but our budg¬ 
etary restrictions said no to film 
animation. Our immediate problem was 
to decide just how we were going to pull 
off this “simple” job of tabletop photog¬ 
raphy and still retain high quality. A 
gimbal-mounted camera could be one 
solution; videotape computer 
animation another. But our slim budget 
and the unappealing aesthetic results 
we might expect from these methods 
dictated the need for a more original 
solution to the problem. 

Wade Bray, our sound engineer, 
studied the requirements of moving the 
ID card (a plastic embossed card 
similar to a standard credit card) and a 
few minutes later he conceived an idea 
for a machine which would accomplish 

The half-bottle prop designed for the last shot of the commercial, about to be placed for film¬ 
ing. The idea was to end up with a screen-filling closeup of the card inside a medicine bottle 
(how’s that for creative thinking?). Thayne Free, a veteran of weird film problems, split a 
cough medicine bottle, using a special diamond saw, and mounted the half-bottle on a black 
wooden support bar. 

COUNTER 
WEIGHT 

CREDIT CARD 

csfTi 

BLACK CLOTH 

PIPE 
FLANGE 

 AXIS 

2” x 4”s 

VARIAC 

2” x 4”s 

I 
36” 

A rough sketch of the all-new “75 FRAMUS” (crayons not included). This drawing repre¬ 
sents the initial design of the machine created to make the complex movements of the Blue 
Cross/Blue Shield ID card. The black slitted cloth which conceals the mechanical works had 
not yet been added in this drawing. 

most of the movements required. 
Jerry’s smile broadened when he saw 
the drawing because it looked like 
Wade’s strange contraption just might 
work. I took the drawing home and my 
four-year-old daughter asked if she 
could “color it in”. I thought for a mo¬ 
ment that perhaps this was a better 
idea than to actually try creating the 
device. The next day I assigned the job 
of constructing the machine to one of 
our people. 

Jerry continued to study the problem 
photographically. He decided to shoot 
the beginning of the spot first so that we 
could easily determine the end (start) 
position of the card. Soon the 
machine was completed, and we were 
ready to shoot. Then Jim Kellahin 
showed up again, this time with a story¬ 
board. Suddenly, new problems pre¬ 
sented themselves. We had misunder¬ 
stood Jim’s description of the move¬ 
ment depicted in frames 5 & 6, and had 
underestimated from the beginning 
Jim’s insistence on the “continuous 
motion”. We had to get the card 
spinning in a new direction and have a 
perfect match dissolve between two 
pieces of film. He also wanted to show 
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the card inside of a medicine bottle and 
we hadn’t even begun to consider how 
we could accomplish that! Worst of all, 
the shaft supporting the plastic ID card 
was very shaky. If we made it any 
stronger it would be thicker and there¬ 
fore more visible, no matter how much 
flat black paint we used. We were 
getting somewhat discouraged. Al¬ 
though the device looked like a pretty 
impressive piece of equipment on 
paper, when actually put into operation 
it more closely resembled a sight gag 
from a Mel Brooks movie. 

To provide smooth movement in the 
vertical axis, Wade suggested we con¬ 
nect part of the frame, through a pulley 
rig, to the crane arm of a hydraulic 
dolly. The whole thing looked like a 
giant mistake. Guests touring the 
studio for the first time were told it was 
a prototype “framus” with automatic 
pop-up toaster. Nonfilm people 
nodded, but those in the know kind of 
chuckled to themselves. “What’s with 
these guys?”, they wondered. 

To help us at this point we hired 
someone who has worked with us 
before, a very interesting man named 
Thayne Free. Thayne is a veteran of 
weird film problems. He had created 
exploding cars, split cars in half, and 
had just completed construction of a 

giant moneybag for another series of 
commercials we shot. Certainly if 
Thayne knew how to split a car in half, a 
bottle would be no problem at all. As it 
turned out, Thayne actually solved 
three problems. He designed a new 
mount on the back of another credit 
card so that the card would spin the 
new direction. He designed a shaft 
strong enough not to wiggle, but such 
that it hopefully would not be seen by 
the camera. He then split a cough 
medicine bottle (using a special dia¬ 
mond saw) and mounted the half bottle 
on a black wooden support bar. 

We thought we had it made . . . until 
we looked at the dailies from our test 
footage. The shaft was very much 
visible and destroyed the illusion of the 
card floating in space. At this point we 
began to regret that we didn’t have the 
budget to animate the whole thing. 
Fortunately, Ken Swartwout, a found¬ 
ing partner of our company, was also 
an engineer, and he had a solution for 
us. The shaft had shown because we 
couldn’t properly flag the light 
illuminating the card. This was due to 
the movement of the card in relation to 
the light. Jim said that the movement of 
the light in relation to the card wasn’t so 
important to him. This opened the door 
to another attachment for our infernal 

machine. An extremely controllable 
light source could be attached to the 
frame which would move with the card, 
keeping an even relationship with it. 
Ken jury-rigged the thing together and 
found that it worked. Then, using a 
slide projector as a light source and as 
a mirror to control that light, we slid into 
home plate. Now our framus looked 
stranger than ever; but more impor¬ 
tantly, it worked! 

With this monument to Rube Gold¬ 
berg prepared, it was at last time to 
shoot. A crew of four was required to 
handle the various motions: Someone 
to turn the valve that lowered the boom 
that pulled the rope that tilted the plat¬ 
form that held the zoom motor that 
turned the card that rode in the ma¬ 
chine that Wade built; someone to run 
the camera (namely our Director of 
Photography, Jerry Hartleben); some¬ 
one to assist Jerry; and a fourth person 
to control the zoom motor. 

The card was supposed to stop dead 
in center frame, before our first match 
dissolve; so we started from the stop 
position and shot in reverse. The whole 
spot, in fact, was shot in reverse, 
making the end positions of the card in 
the four shots that much easier to han¬ 
dle. 
Continued on Page 337 

Clips from scenes of the completed 30-second spot give some idea of the action involved. 



ADVANTAGES OF SHOOTING 7247 
ON “HOW DOES A RAINBOW FEEL?” 

Cinematographer finds that the new 16mm color negative meets the 
By FREDERIC GOODICH challenge of a tricky film that really cried out to be shot in 35mm 

How do you shoot a film that is de¬ 
signed to be an amalgam of cinema 
verite, trick photography and 
dramatic story sequences, a film 
containing controlled and spon¬ 
taneous situations, a film whose visual 
style must impress its audience? 

How do you shoot such a film in 
16mm because your budget doesn’t 
allow for the use of 35mm? 

Part of the answer: Shoot the film on 
Eastman Color Negative II film stock, 
7247. 

David Holden, the director on “HOW 
DOES A RAINBOW FEEL?”, and 

myself, had little doubt that we were 
going to shoot the film on 7247 (rather 
than 7252, Reversal), and when an ap¬ 
proval of our second treatment arrived 
from the sponsor, CEMREL, Inc., in St. 
Louis, I began immediately to test the 
’47 stock, using cassette rolled 5247 
and a Nikon SLR. 

Color charts, street scenes, faces, 
daylight available lighting and tung¬ 
sten lighting, daylight without an 85 in 
front of the lens, daylight with a variety 
of color gels (obtained quite easily by 
using Rosco and Olesen Companies’ 
Light Control gelswatch booklets) held 

up to the testing lens, diffusion, fog and 
low-contrast filters, even devices for 
creating rainbow and rainbow-flare 
effects, all were subjects used in these 
first tests. 

I prefer an available light look in my 
photography, so I was very interested 
in how the ’47 would work for daylight- 
lit, window-source interiors. 

I neither force-developed, flashed, 
nor under-developed my rolls. I 
wanted, as it were, an Eastman Kodak 
type relationship with my ’47. Later, 
when I developed some sophistica- 

(LEFT) Director of Photography Frederic Goodich makes a suggestion for a hand-held action follow shot. (CENTER) A child fascinated by the 
colors produced by transmitting light through colored gels. (RIGHT) David Holden, the director, explains to the camera crew his require¬ 
ments for a low-angle dolly shot. Unusual angles added to the fantasy aspects of the film. 

(ABOVE LEFT) A bus ride through Venice, California, wherein the Rainbow King, a fantasy character created by some children in the film, 
eludes his pursuers. (CENTER) A discussion of camera angles, which are necessarily limited inside a bus. (RIGHT) Photographing the pursuit 
of the Rainbow King. (BELOW LEFT AND CENTER) A magical environment, the SPACE PLACE, was constructed by the children from 
blocks of Styrofoam and colored lights. (RIGHT) An old jukebox was found, whose rainbow-design housing seemed perfect for the film’s 
concept. 40-watt bulbs replacing the original 15-watt bulbs gave sufficient exposure with the 7247 stock. 



(LEFT) The Rainbow King attempts to steal the Lizardman’s violin case before the bomb inside explodes. (CENTER) The Rainbow Man hears 
the ticking of the bomb. (RIGHT) During the chase he ducks into a barbershop to elude his pursuers. (BELOW LEFT) To enhance the “dream 
quality” of the fantasy sequence, hot kicks from reflector boards and a #2 diffusing filter over the lens were employed. (CENTER) Mark Gross- 
man adjusts a filter. (RIGHT) Sometimes, when shooting in actual locations, a cameraman must assume a precarious perch to get correct 
camera angles. (Photographs by CHARLES FUCHS.) 

Frame blow-ups from “HOW DOES A RAINBOW FEEL?”. (ABOVE LEFT) An infant stares fascinated at the rainbow which shines through 
the netting of his playpen. (RIGHT) An orange seen for the “first time” by this baby turns out to be not only palpable, but palatable. (BELOW 
LEFT) An “acid test” demonstration of 7247’s latitude, using only one light — a 1,000-watt Baby — from behind the sorting tray. A range of 
tones from black to white is reproduced, plus a considerable range of exposure. (RIGHT) An early experiment before shooting, in which a 
rainbow was created by painting with vari-colored paints on glass positioned out of focus in front of the lens. 



(LEFT) Shooting without the 85 filter. Much of the classroom material was shot by available window-light raised to an exposurable level with 
the aid of daylight-balanced Lowel Softlights and single FAYs bounced off showcards. The lab was instructed to correct for the missing 85 
filter. (RIGHT) Director of Photography Goodich asks for an adjustment of a light which is throwing some unwanted hot spill onto the wall 
behind the subject. 

tion, I thought I might try some 
emulsion-bending. The most extreme 
approach I took on these tests was to 
overexpose and print down. 

I was much looking forward to the 
shooting combination of lightweight 
16mm equipment and negative film 
stock. Most of “RAINBOW” was shot 
with an NPR and a 9.5-95mm Ange- 
nieux Zoom Lens. 

Cinematographer Goodich, Director Hold¬ 
en and assistant cameraman Steve Krafft 
prepare to shoot sequence in which chil¬ 
dren are piecing together “body puzzles” to 
create various emotions. 

In 16mm, among the relative bene¬ 
fits of 7247 are its fine grain (as com¬ 
pared to the older 7254), its sensitivity 
(as compared to reversal), and its ex¬ 
posure latitude. But one real dis¬ 
advantage is that ’47 picks up emul¬ 
sion scratches quite easily — and in 
16mm these defects are magnified to a 
distracting degree. Bearing in mind this 
problem, I planned the following stra¬ 
tegy: For each sequence we intended 
to shoot, and because I intended to ex¬ 
pose variously for different effects, I 
established printing lights prior to 
shooting which I could instruct the lab 
to use for each batch of dailies. Thus, 
all-too-human CFI contact with any¬ 
thing more than the head end of every 
roll was avoided. 

The strategy worked. Our first trial 
print from the A&B original was abso¬ 
lutely free of emulsion scratches — one 
of the real payoffs from the testing we 
did prior to shooting. Of course, our 
more-than-human, bionic negative 
cutter, David Dobson, was our real 
weapon when it came time to conform 
the original to the workprint. We were 
most happy with our first trial print. 

But I’m getting ahead. 
The “RAINBOW” film is both an in¬ 

structional and promotional film. The 
sponsor sells educational materials 
which are used by kids to enhance their 
understanding of aesthetic values in 
the visual, aural, environmental and 
dramatic arts. The film also presents an 
attitude, a philosophy, a way of looking 
at the world. The audience for the film 
is teachers, educators and parents. 
David and I, and Donald Wrye, our 
Executive Producer (for W/FI Produc¬ 
tions), knew that we had to create a 
sense in the film of beauty, wonder, de¬ 

light and fun — attitudes often asso¬ 
ciated with aesthetic experiences. We 
had to be daring in approach — break 
a few rules — if anything so elusive as 
beauty or delight were indeed going to 
be achieved. Both David and Donald 
agreed with this attitude and were very 
supportive of my efforts. They made 
room in the budget for extras, such as 
tests, filters, gels, experimental shots, 
and scheduled shooting time so that we 
could work with care and precision to 
achieve the desired results. 

Flaving educated myself to my 
materials and my color pallette, as it 
were, through tests, I felt ready to begin 
the actual filming. 

My general approach to lighting is to 
look for a justifiable source. Either this 
source is something seen in the shot or 
the presence of the source is made evi¬ 
dent by a judicious use of key-to-fill or 
key-to-shadow-density ratios. The de¬ 
sire for realism and credibility is behind 
this style of lighting — also, a certain 
tactileness may be achieved. I used this 
approach in RAINBOW for the most 
part, but diverged when graphic clarity 
and/or special effects required a 
multiple-source look. 

(1) Shooting without the 85 

Much of the classroom material was 
shot by available window light raised to 
a usable exposure with the aid of day¬ 
light-balanced Lowel Softlights and 
single FAYs bouncing off show cards 
and hung from 2x4’s that were 
stretched across the ceiling. (The 
rooms, of course, were rigged before 
the kids arrived.) I still felt that I needed 
an extra 1/3 to 1/2 stop for shooting, so 
instead of force-developing, I removed 
Continued on Page 354 



7247- A PRODUCER/DIRECTOR’S POINT OF VIEW 

By DAVID HOLDEN 

At first glance 7247 offers distinct advantages to the 
16mm film producer. These include the “look” of the film 
(which Frederic Goodich describes in more technical terms 
in the accompanying article) — which for the first time 
brings the feel of a 35mm negative stock to 16mm 
production — and the stock’s increase in ASA rating and 
exposure latitude — which adds to the range of possible 
shooting situations and the quality of image in low-light situ¬ 
ations. 

These advantages have to be balanced against very 
significant disadvantages in cost and time. But first let’s dis¬ 
cuss the plus side of 7247. 

1) The main appeal of 7247 is the richness of image it 
produces — even through the successive generations of a 
color reversal internegative (CRI) and release printing. The 
image is palpably more exciting, more vibrant in its colors, 
with a much greater latitude in capturing and recreating 
shadings within the frame. 

In a film like “HOW DOES A RAINBOW FEEL?”, where 
the picture is supposed to stimulate and delight the senses, 
a stock like 7247 isn’t just an option — it’s a must. Often 
when a film draws praise for its photography it’s a back- 
handed compliment: a sign of static, attention-getting 
pictorialism. But “RAINBOW”, which in its 15 minutes moves 
with the pace of a commercial, gets well-deserved high 
marks for its photography — it has a rich look, achieved 
through a combination of Fred’s visual expressiveness and 
a camera stock that would respond to, and faithfully re¬ 
produce, that expression. 

2) Exposure rating and latitude — another plus for 7247. 
Not that less lighting must be done; this stock, like all 
stocks, responds to what it “sees.” (I’ve sat through a verity 
documentary shot on ’47 which looked undistinguished 
because no one took pains to respect the stock and light for 
it). But because of 7247’s increased sensitivity to light (ASA 
100 compared to 7252 color reversal’s ASA of 25), fewer 
lights need be used to illuminate a set, and a more com¬ 
fortable level of illumination for the performers can be main¬ 
tained — no small concern for the director. 

Increased ASA rating can pay off, too, in the speed with 
which a set can be rigged. On “RAINBOW” we were able to 
“grab” a shot which included a multi-color jukebox without 
having to specially rig the jukebox — its normal level of 
illumination was adequate for exposure. 

Balanced against these primary advantages of 7247 are 
some important drawbacks. 

1) Cost. Although prices are constantly changing, the 
following is a rough comparison, on a per-foot basis, of 
7247 and its reversal “competitors.” 

(COMPARATIVE COSTS ON A PER-FOOT BASIS) 
7247 7252 7242 

(negative. ASA 100) (reversal. ASA 25) (reversal. ASA 80) 

Raw stock .0968 .0875 .0835 
Developing .1236 .0721 .0865 
1-light dailies .1396 .1336 .1336 

TOTAL COST TO $ .3600 $ .2932 $ .3036 
WORKPRINT 

First trial 
from A&B rolls .8751 (!) .2169 .2169 
CRI .8948(1) — — 

Internegative — .3696 .3696 
First trial from .1874 .1874 .1874 
CRI or interneg. 
First release print .1301 .1301 .1301 
TOTAL FINISHING & 2.0874 & .9040 & .9040 

COST 

There are trade-offs in consideration of this new negative stock, 
including higher cost, but the advantages would seem to prevail 

As you can plainly see, on a cost basis 7247 is a “luxury” 
stock — at roughly 130% greater finishing costs, it’s simply 
not competitive with reversal stocks. (This doesn’t even take 
into account the increased need for optical work in making 
titles in 7247. Since it is a negative stock — you can’t “burn 
in” a superimposed title from a C-roll like you can in using 
reversal original). 

2) 7247 is still a relatively new camera original stock. 
Eastman Kodak is trying to perfect the emulsion’s physical 
characteristics, and has already made certain changes in 
7247 since it first was made commercially available in the 
fall of 1974. For their part, the labs are still learning how to 
work with the stock on two levels: in handling (to avoid 
scratching the soft emulsion which in 16mm produces 
objectionably large white scratch marks on the screen), and 
in the generation of successful first trial prints and CRIs 
(which are done wet-gate to deal with the scratching phe¬ 
nomenon referred to above, but pose problems of streaking 
when the wet-gate solution dries). 

3) These problems at the lab level mean increased time 
in post-production. Somebody — usually the producer — 
has to sit through the many first trial prints and possibly NG 
prints from unsuccessful CRIs till the job is satisfactorily 
completed. (On “RAINBOW” I was fortunate that in Ed Sogg, 
one of CFI’s veteran timers, I had a man who was con¬ 
siderate enough of my time that he evaluated prints before¬ 
hand and only called me when we had something to work 
with. Still it was a long hard road — lasting over two months 
— to an acceptable release print). 

Not that the results weren’t worth it, but time is money — 
and if a client is waiting for the completed film, or if you have 
a specific play- or air-date, it can be particularly enervating 
and frustrating. A side note — even this final “technical” 
phase of filmmaking has its room for creativity. When Fred 
and I looked at an early trial print of “RAINBOW”, we dis¬ 
covered that the first shot of the children’s story sequence 
had a distinct, if inadvertent, magenta tint to it. Struck by the 
look of this shot (which along with the rest of the sequence 
Fred had intentionally photographed to emphasize its 
feeling of otherworldliness and fantasy), we decided to print 
the entire sequence with this dominant magenta cast to 
separate it from the look of the rest of the film. 

On balance, from my producer/director’s viewpoint, I still 
have to recommend 7247. If there’s money and time in the 
budget, the results are worth the effort. Just be sure to get a 
cameraman like Frederic Goodich who makes the effort to 
know and understand the stock and its potentials — and be 
prepared to hang in there till you get a final print you like. 
Then if people like the photography — well, take it as a 
compliment. ■ 



THE NEW KENWORTHY SNORKEL-B CAMERA SYSTEM 
Sometimes called the “Butterfly Camera”, this versatile 
rig floats in and out of seemingly inaccessible places 
like a miniature helicopter, or better yet, a winged lens By PAUL KENWORTHY 

For those unfamiliar with this 
Camera System, the Snorkel Camera 
— or “Butterfly Camera” as it is often 
called — is a system that adds an opti¬ 
cal lens tube, Servo motor controls, 
and closed-circuit video (for filming), to 
remote the optical, control and viewing 
functions of the normal film or elec¬ 

tronic camera. The image is picked up 
on a remotely-tiltable mirror and 
relayed up a periscope-like tube to a 
film or TV camera overhead. When sus¬ 
pended from a camera crane with end- 
of-arm modifications, the taking end of 
the Snorkel tube can move anywhere 
on a stage that a butterfly can fly, hence 

the name “Butterfly Camera”. It is in¬ 
deed a miniature helicopter, or better 
yet, a winged lens. 

After four years of design and engi¬ 
neering, a radically redesigned Snorkel 
Camera System has finally been com¬ 
pleted and placed into service. While 
heretofore the prime application of 

(LEFT) The Snorkel-B shooting inside a four-walled set at Universal Studios on a sequence for 
the NBC-TV World Premiere Movie, “THE UFO INCIDENT”. (CENTER) The Snorkel-B suspend¬ 
ed from Chapman Nike crane in the UFO set. (RIGHT) The Snorkel-B floats and probes, as Es¬ 
telle Parsons is led into UFO spacecraft by creatures from another planet. 

(LEFT) The Snorkel-B shooting an unusual angle of a marching band on Mac Davis TV Special. (CENTER) The Snorkel-B, with RCA TK-44 
camera mounted, shoots a dance number for the same show. (RIGHT) Console in operation at Universal City Studios, with Paul Kenworthy on 
the joystick, during filming of “THE UFO INCIDENT”. Director of Photography Rex Metz observes the operation. 

(LEFT) The Snorkel-B, with RCA TK-44, shooting on videotape at KCET. Here the lens-tube extension was used to get the camera high and 
out of the way of the steeply angled lights positioned on top of set walls. (CENTER) Shooting with Compact Video’s Philips PCP-70 on 
Columbia Pictures TV Special, “COLUMBIA PICTURES 50th ANNIVERSARY”. Camera traveled down one side of long table, across the end 
and up the other side to show name cards — all in a single take. (RIGHT) Shooting miniature domed city for “LOGAN’S RUN” at MGM 
Studios. Lighting by special effects expert L.B. “Bill” Abbott, ASC. Snorkel-B suspended more than 30 feet from Titan crane. 
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Snorkel shooting with the Snorkel-A 
System has been primarily directed 
towards close-up, tabletop shooting for 
TV commercials, there is now a new 
system, the Snorkel-B, that advances 
the technique to permit feature film and 
television production with actors and 
performers. 

Several major design innovations 
were required; a new optical lens tube 
was designed and built by Leitz of 
Canada, with an f/5.6, T/8 diaphragm 
for 35mm motion pictures. A supple¬ 
mentary lens was also built to con¬ 
verge the image to the smaller format 
of 30mm Plumbicon tube faces for 
broadcast electronic cameras. The 
reduction of 1.27 in diagonal from 
Academy to Plumbicon format in¬ 
creases the diaphragm from f/5.6 to 
f/4.4 with an effective stop of T/6.3. 
With these new apertures, an average 
set can be lit at 400-450 foot-candles 
for film at ASA 200; for videotape, 
depending on the light transmission of 
the internal beam-splitting prisms, the 
illumination level requirement ranges 
from 300-450 foot-candles to provide 
adequate signal-to-noise ratio. These 
lower levels allow practical lighting 
intensities for large sets without un¬ 
reasonable heat or numbers of lighting 
units. 

Another important improvement was 
the silencing of all motor drives to per¬ 
mit recording dialogue on-camera. 
Focus, pan and tilt motors are quiet at 
normal operating speeds. 

The Snorkel-B Camera mounting ar¬ 
rangement permits use of all major 
studio 35mm sound cameras, as well 
as the Arriflex II C and Mitchell Mark II. 
It will also accommodate the Phillips 
PC-70, PCP-70, RCA TK-44, TK-45, 
and Marconi Mark VII electronic 
cameras, with 30mm Plumbicon tubes. 
Cameras are mounted vertically to 
position their center of gravity as close 
as possible to the axis of rotation. 

Sound motion picture cameras 
usually have their film gate, turret, and 

The Snorkel-B shown with Panavision’s phenomenal Panaflex camera mounted. The Snorkel 
Camera is a system that adds an optical lens tube, Servo motor controls, and closed circuit 
video (for filming) to remote the optical, control and viewing functions of the normal film or 
electronic camera. The image is picked up on a remotely-tiltable mirror and relayed up a 
periscope-like tube to a film or TV camera overhead. 

film transport system floating on some 
sort of support, such as Lourd mounts, 
inside an outer sound-absorbing shell 
or blimp. It is necessary to stabilize the 
position of the film plane when the 
camera is vertical. Each type of camera 
now has an adapter tube that seats like 
a lens in its turret and which is used to 
bear down upon the upper lens-tube 
surface with sufficient pressure to lo¬ 
cate the floating film plane accurately 
with respect to the image from the 
Snorkel tube. Means are provided to 

SNORKEL-B SYSTEM 

This unit is based in Los Angeles. It is designed to shoot motion picture and 
T.V. productions on film or tape with extended capabilities suitable for 
working with actors and performers. 

The Snorkel-B operating from a Chapman Nike crane with extension. The console is in the 
foreground. The Snorkel-B system is a radically redesigned adaptation of the Snorkel-A, 
which was directed toward closeup tabletop photography. The new system advances the 
technique to permit feature film and television production with actors and performers. 

Optical: f/5.6, T/8 with film: f/4.3, T/6 with 
videotape, for all lens combinations. Requires 
400-450 foot candles with E. K. Type 5254 
and 5247 (at A.S.A. 200), and 300 foot 
candles for videotape. 

Lenses: 28mm and 50mm for 35mm film (no 
16mm capability): 22mm and 39mm for 1%" 
Plumbicon electronic cameras. Two tube 
lengths: 4' and 5'A' clear of camera. Tube 
diameter: 3". 

Additional Equipment: Servo motors with 
remote electronic controls for panning, tilt¬ 
ing, focus and lens diaphragm. Console with 
monitors, joy-stick controls. Spares for in¬ 
stant replacement. Extra monitor for crane 
operator. Mirrors, filter holders, other special 
items. 5-piece intercom system. Remote lens 
diaphragm control. For film: closed-circuit 
b&w TV viewfinder accurately reflexed via 
pellicle in snorkel lens tube. Interchangeable 
ground glasses with variable granularity and 
optional formats. For videotape: supplemen¬ 
tary optics for 1 %" Plumbicon format. 

U.S. Rental Rates — 1975 

Total Above: $1000/day. 

Cameras: Any silent or sound 35mm motion 
picture camera. Philips PC-70 or PCP-70; 
Marconi Mark VII; RCA TK-44 — videotape. Not included in rate. 

Suspension: Operates only from Chapman 
series of camera cranes. Shoots in studio or on Crane to be supplied by 
location. client. 

Other Options: 1" VTR for instant dailies 
when shooting film. $50.00/day 

Underwater housing with window, variable 
length. 

Crew: Operator/technician 
Assistant cameraman plus 1 or 2 grips re¬ 
quired, depending on job. 

Shipping Weight: Approximately 3000 
pounds 

$20.00/day 

$250.00/day 
May be supplied by 
client. 

KENWORTHY SNORKEL CAMERA SYSTEMS INC. 

WEST COAST OFFICE EAST COAST OFFICE 

Ken worthy Snorkel Camera Systems, Inc. c/o Allscope, Inc. 
P. O. Box 49581 33 Witherspoon Street 
Los Angeles, Ca. 90049 Princeton, New Jersey 08540 
(213) 476-4100 (212) 925-4005; (609) 924-1575 



The Snorkel-B in use with vertically mount¬ 
ed Philips PC-70 camera. 

adjust the position of any camera 
accurately over the lens-tube to allow 
the image to center properly and to 
keep the film plane perpendicular to 
the optics. In a similar way, electronic 
cameras are properly positioned. 

When shooting film, the operator and 
first assistant view the image at the 
console, each with their own black and 
white closed-circuit TV. Part of the light 
is directed from the lens-tube via a pel¬ 
licle to a ground glass which is viewed 
by the TV camera. This CCTV is self- 
contained. Its video signal is passed 
through a slip ring as are all other cir¬ 
cuits, to permit an indefinite number of 
360-degree pans without twisting 
control cables. 

Ground glasses are easily inter¬ 
changeable and have reticules etched 
on their surfaces for various formats. 
The reticules appear on the TV moni¬ 
tor with enough picture margin on all 
sides to give the operator assistance in 
framing action. 

When using electronic cameras, the 
pellicle, ground glass, CCTV and its 
optical system are all removed because 
they are unnecessary. The cable bun¬ 
dle feeding the camera is then support¬ 
ed over it so that it can rotate two com¬ 
plete 360 degrees without causing un¬ 
due strain. 

The lens-tube is designed to accom¬ 
modate front objectives for 28mm and 
50mm focal length systems. The tube 
length is usually 48 inches from mirror 
to camera platform, but may be extend¬ 
ed to 68 inches. These lengths are 
considerably longer than the Snorkel-A 
System. The extra length permits the 

image taking point (the mirror) to circu¬ 
late in a scene at waist level or even 
lower — still keeping the camera bulk 
high enough over the actors to clear 
their heads. With the longer lens tube 
there is no change in the effective 
f/stop. 

If the longer tube is used it is pos¬ 
sible to operate the system entirely 
from outside a four-walled set. The grip 
at the end of the crane arm operates 
from a walkway along the top of the set 
walls. The operator and focus men, of 
course, can perform their functions 
from the console at any convenient dis¬ 
tance from the set. Such an arrange¬ 
ment was employed for director Dick 
Colla during filming of a sequence 
within a 6’ by 10’ UFO interior set with 
Estelle Parsons and James Earl Jones 
for Universal TV’s “THE UFO INCI¬ 
DENT” (NBC World Premiere Movie). 
The advantages of this type of shooting 
lie in permitting complete freedom of 
camera travel in a confined area with¬ 
out the encumbrances of a bulky 
camera, operator, and possibly a dolly. 
With a small four-walled set and 
camera movement, the sense of a con¬ 
fined area is more readily communi¬ 
cated to the audience. 

The joy-stick control for panning and 
tilting is similar to those used with the 
“A” Systems, except that there are now 
master speed range settings adjust¬ 
able by the operator at the console, in 
addition to the speed ranges available 
through movement of the joy-stick. He 
also has options of tilt and panning 
directions relative to joy-stick move¬ 
ment. Some operators with flying 

Grip “steers” Snorkel-B mounted on crane, during shooting of the Korean Children’s Choir 
for Julie Andrews Special, “ONE TO ONE — World Vision”. The Philips PC-70 camera is in 
use. Director was Bill Davis. When electronic cameras are used, the pellicle, ground glass, 
CCTV and its optical system are removed because they are unnecessary. 



(LEFT) John Denver performing in Emmy Award-winning ABC-TV Special. Philips PC-70 camera in use. Bill Davis was director. (CENTER) 
The Snorkel-B floats in for closeup instrument shot during shooting of John Denver Special. (RIGHT) The 4-foot optical lens tube of the 
Snorkel suspended from a Chapman Apollo crane. The image from the lens tube covers a full 35mm aperture. 

experience prefer joy-stick tilt move¬ 
ments similar to airplane controls. 
Operators of electronic cameras, 
familiar with free head sticks, prefer 
both pan and tilt joy-stick movement to 
be opposite to actual camera head 
movement. Most film cameramen, after 
a little experimentation, prefer that joy¬ 
stick movement be in the same 
direction as camera head movement. 

The focus control is now a closed- 
loop Servo with a control knob and a 
dial which is calibrated in feet and 
inches. This focus control is adjacent to 
the assistant cameraman’s monitor. As 
the knob is turned to specific dis¬ 
tances, the focus lens system within the 
Snorkel lens tube travels accordingly. 
In practice, most of the focus is per¬ 
formed by visual examination of the 
monitor image rather than following the 
distance marks. 

The diaphragm or aperture (called 
the iris in TV parlance) is remotely 
adjustable from the console. A 
separate extension with a control box 
can be used several hundred feet from 
the console for electronic shooting as 
the video control technicians usually 
select iris settings at the control truck, 
some distance from the camera. 

The Snorkel-B System is designed 
for use on a camera crane, and cannot 

optionally be suspended from over¬ 
head rails-and-carriages, as is the 
Snorkel-A. Because of the heavier 
camera and related supporting struc¬ 
ture, the weight approximates 400-500 
pounds, depending on the type of 
camera employed. This necessitates 
using a sturdy camera crane and, in 
practice, those from Chapman Studio 
Equipment have proven most satis¬ 
factory. With the adaptation of their 
equipment to provide a scissors-like 
movement at the end of the camera 
crane arm (see American Cinematog¬ 
rapher, Aug. 1973, p. 1002-1005, 1044- 
1052), the experienced grip can easily 
and precisely position the lens tube 
over a wide area, without having to 
move the crane chassis. Of course, on 
big moves, the chassis can also travel. 
A third monitor provides an image of 
the scene for the grip at the end of the 
crane arm. 

The image from the lens tube covers 
a full 35mm aperture. An ana- 
morphosing rear element may be 
placed in the film camera turret to ana- 
morphose the spherical image coming 
up the tube. The net horizontal angle is 
identical to that achieved from the 
selected spherical lens combination. 
The vertical angle is reduced as the 
Continued on Page 341 

The Snorkel-B in use with vertically mount¬ 
ed Mitchell BNCR camera. 
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MOTION PICTURE EQUIPMENT | 
SALES — SERVICE — RENTALS I 

105 Reserve Road 
Artarmon, N.S.W. 2064 
Sydney, Australia. ■ 
Telephone: 439-6955 
TELEX:24482 | 

 AUSTRALIA -J 

BEAULIEU 
Beaulieu 4008 ZM 8x64 Used $ 499.00 
Beaulieu 4008 ZMII 6x66 Used $ 749.00 
Beaulieu 4008 ZM3 8x64 New $ 595.00 
Beaulieu 5008X 6x80 Angenieux Used $ 1400.00 
Beaulieu 5008S 6x66 Schneider Used $ 1100.00 

CAMERAS 
Cine Special I w/C” Mount Conversion 

200' Magazine $ 399.00 
Cine Special II w/Par Reflex, 25mm FI. 4 

189.00 
189.00 
289.00 

389.00 
789.00 

Beaulieu Synch Pulse Generator 16mm $ 
Beaulieu Synch Pulse Generator Super 8 $ 
Beaulieu R16 Wind-Up Body w/Meter. . . . Used $ 
Beaulieu R16 Electric Turret Body 

w/Battery, Charger Used $ 
Beaulieu R16 ES Body Used $ 
Beaulieu R16 Auto w/17x68 Used $ 1189.00 
Beaulieu R16 Auto w/12xl20 Used $ 1489.00 
Beaulieu R16 Auto 

w/12xl20 Power Zoom Used $ 1699.00 
Beaulieu 16 News Camera w/12x!20 Ang. 

w/double system module Mint $ 4000.00 

BOLEX 
Bolex 16 EL Body w/Power Pack Charger, 

Remote Cable, Filter Holders & 
Filters  . . New $ 2390.00 

Vario-Switar 12.5 5x100 F2.0  . . New $ 1650.00 
Bolex Sync Pulse Generator  . . New $ 125.00 
Bolex Crystal Sync  . . New $ 224.00 
Bolex H16 EBM w/Power Grip, Battery, 

Charger, 3' Cable Demo $ 1169.00 
Bolex H16 EBM Body Only  . Demo $ 669.00 
Bolex H16 Rex 4 w/25mm Switar  . Used $ 499.00 
Bolex H16 Rex 5 Body w/Einder  . . New $ 699.00 
Bolex H16 Rex 5 Body w/Finder  . Used $ 550.00 
Bolex 400’ Magazine  . . New $ 180.00 
Bolex Torque Motor for 400' Mag  . . New $ 119.00 
Bolex Light Meter "H”  . Demo $ 50.00 
Bolex RexoFader  . Demo $ 46.00 
Bolex Unimotor B  . Used $ 99.00 
Bolex Battery Case  . Demo $ 39.00 
Bolex Switar 10mm   $ 189.00 
Bolex Switar 25mm FI.4 RX   $ 89.00 
Bolex Yvar 75mm   $ 69.00 
Bolex Yvar 100mm   $ 69.00 
Bolex Vario-Switar POE 

16x100 "C”   . Demo $ 800.00 

Ektar, 15mm Converter, 200’ Mag .  $ 549.00 
Variable Speed Electric Motor tor Cine 

Special w/Tachometer  Like New $ 300.00 
Canon Scoopic 16mm  . . . New $ 1269.00 
Canon Scoopic 16mm  
Arriflex 16BL w/12xl20, Universal Motor 

. . . Used $ 599.00 

400’ Mag, Matte Box, Battery, Filters, 
Aluminum Halliburton Case  . . . Used $ 4900.00 

PROJECTORS 
Bell & Howell 1744 ZR (Super 8)   $ 249.00 
Bell & Howell 16 Analyst w/Counter . . .  $ 289.00 
Bell & Howell 16/535B  . . . Used $ 399.00 
Elmo ST-800 Magnetic Sound Super 8 

299.95 
Elmo ST-1200 Magnetic Sound Super 8 

349.00 
Elmo ST-1200 D Magnetic Sound Super 8 

449.00 
Silma Bivox Dual 8 Sound  . . Demo $ 299.00 
Heurtier ST-42 Stereo Sound Like New $ 550.00 
Heurtier ST-42 Mono Sound  Like New $ 360.00 
Sonorex 16/16 Projector  . . Demo $ 3900.00 
Kodak Pagent 126 TR  
Specto Motion Analyzer, Counter, One 

Like New $ 449.00 

Frame, Two Frame, Remote Control  $ 389.00 

RECORDERS 
Uher 4200 Report 1C Like New $ 
Uher 1200 Neo-Pilot Like New $ 
Uher CR-134 Stereo Cassette $ 
Sony TC-142 (List $230) New$ 
Sony TC-126 CS (List $270) New $ 
Sony TC-153 SD (List $369.95) .' New $ 
Sony PR-400 Parabolic Reflector New $ 

389.00 
999.00 
299.00 
189.00 
219.00 
289.00 

48.00 

Bolex H16 Supreme w/16mm Switar, 25mm 
Switar, 75mm Yvar, Bolex Case, 
Filters, Octameter $ 349.00 

Stellavox SP-7 w/Neo Pilot Demo $ 1899.00 

MISCELLANEOUS 
Time-Machine-Intervalometer, variable 

from 1 to 300 seconds New $ 177.00 
Intervalometer for Super 8's with single 

frame capability, variable from 1 
to 60 seconds New $ 39.95 

400’ Magazine for Eclair NPR Used $ 599.00 

MAIL AND PHONE ORDERS PROMPTLY FILLED 
Payments: We accept Certified Checks or Money Orders. Personal checks cause delay. To use your Bank Amencard or Mastercharge. send 
card number and expiration date. 20% deposit required for all C O D s. 
Shipping Charges: Extra. Please send est. chgs. Excess will be refunded. All shpg. chgs. not paid will be billed C O D Mm. $3.00 Shpg 
chg. 
Prices are valid when submitted for publication but may change without notice. Quantities are limited. 

tel oir camera & hi-fi 
927 Westwood Blvd., Los Angeles, CA 90024, Phone: (213) 477-9569 - (213) 879 9616 

TWO SPECIAL LENSES 
FOR “BARRY LYNDON” 
Continued from Page 318 

scenes, and in order to make the whole 
movie balance out properly, Kubrick 
went ahead and push-developed the 
entire film one stop — outdoor and in¬ 
door scenes alike. I am sure that every¬ 
one who has seen the results on the 
screen must agree that Kubrick has 
succeeded in achieving some of the 
most unique and beautiful imagery in 
the cinematic art. 

On “A CLOCKWORK ORANGE”, 
Kubrick had made effective use of a 20- 
to-1 zoom lens that he had rented from 
Samuelson Film Service in London. 
The closing scene of the movie, with a 
long slow pull-back from the hero of the 
story as he walks along the river, is a 
prime example of its application. 

Kubrick likes to own all of his own 
equipment even to the extent of build¬ 
ing his own very modest location ve¬ 
hicle. This may be partly an ego trip, 
but I think it is mainly due to the fact 
that he is meticulous about the care 
and maintenance of his equipment and 
is, therefore, very uncomfortable with 
equipment that someone else has 
used. In any event, for whatever 
reason, Kubrick insisted that I build him 
a 20-to-1 zoom lens for “BARRY LYN¬ 
DON”. What followed was a series of 
phone calls, telexes, and letters 
between Kubrick and myself and be¬ 
tween me and the Angenieux Cor¬ 
poration, who were, in fact, the 
suppliers of the basic zoom com¬ 
ponents for all of these 20-to-1 zoom 
lenses. Through it all, Kubrick dis¬ 
played the kind of technical knowl¬ 
edge and skill, rare in modern film¬ 
makers, that enabled him to define the 
problem precisely and specify what 
had to be done to achieve the lens he 
wanted. 

We went ahead with his program and 
were just able to put together a work¬ 
ing prototype, still not properly finished 
or calibrated, so, that Kubrick would 
have it in time for the filming. Again he 
was delighted with the results, as seen 
in a number of exterior sequences in 
the film. We subsequently completed 
the design of this lens — the Cine-Pro 
T9 24-480mm zoom lens — and have 
built and sold several of these lenses. 
(And now that Kubrick has finished 
shooting the picture, we have finally 
completed the construction of his 
prototype lens.) 

My relationship with Stanley Ku¬ 
brick has been one of the most 
unusual, yet intellectually stimulating, 
that I have ever known. We have spent 
countless hours in telephone conver¬ 
sations, and written literally hundreds 
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of letters and telexes back and forth. 
Yet I have never met the man! I felt sure 
I would while in London attending the 
Film 73 exhibition with my wife, Lou. 
We were escorted to his combination 
home-and-office by his executive 
producer, Jan Harlan. But when we ar¬ 
rived, Kubrick was out scouting 
locations for “BARRY LYNDON” and 
expressed his regrets at not having 
been there to meet us. We were, how¬ 
ever, very graciously entertained by his 
lovely wife Christina, who is an accom¬ 
plished and recognized artist in her 
own right. 

This minor frustration aside, it has 
been an exciting and stimulating 
experience working with a man of Ku¬ 
brick’s consummate skills and talents 
on his recent film projects. He cur¬ 
rently has me investigating another 
camera/optical scheme he has in mind 
which I think I should keep confidential 
until he has had a chance to use it. 
Undoubtedly, it will be used on his next 
film project (a project which I look for¬ 
ward to with a mixture of trepidation 
and excitement). 

Our company motto is: “Technology 
in the Service of Creativity.” I cannot 
think of a more fitting example of our 
motto at work than the modest role my 
company and I played in the making of 
“BARRY LYNDON”. ■ 

VIBRATION ISOLATION HELICOPTER CAMERA MOUNTS 
FOR 16/35/70 mm AND TV PHOTOGRAPHY 

Hollywood 213-989-4420 — Son Francisco 415-864-4644 — Toronto 416-920-5424 — New York 212-431-3930 
Miami 305-757-5988 — London 01-452-8090 01-223-2323 — Paris 328-5830 — Sydney 43-1162 

Send for brochure — Tyler Camera Systems, 14218 Aetna Street, Van Nuys, California 91401 U.S.A. 

HELICOPTERS CAMERAMEN CAMERA PILOTS 

B5mm 
TRANSFERS 

SOUND EFFECTS 
MUSIC 

Sound EDITING to Picture 
NARRATION recording 

0*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 

MAKING IT LOOK EASY . . . 
Continued from Page 327 

At one point the spinning card, when 
at 90 degrees to the camera, reflected 
the bright light from the slide projector 
directly into the lens. Dulling spray and 
shooting slightly off axis to the reflec¬ 
tion helped solve this minor problem. 

Popping the card into the medicine 
bottle at the end of the commercial was 
not too difficult either. Still shooting in 
reverse, the half bottle was placed in 
front of the still card and camera moves 
were made to allow for the logo place¬ 
ment. The camera was locked down 
after each take, the bottle removed, 
and the camera rolled again while the 
card motor was activated. A simple dis¬ 
solve in the AB rolls made the bottle 
fade on over the card. 

Lastly, we shot thirty seconds of blue 
unseamed paper to use as a back¬ 
ground for the whole commercial. 

To think this all could have been 
done in computer animation technique 
if we had had the budget to work with! 

We had come a long way on this 
commercial. We had created a device, 
molded it to our needs, and solved an 
interesting photographic challenge. A 
beautiful commercial resulted, and 
best of all, we made it look easy. ■ 

ENTER 

10th Annual 
FOUNTAIN 
VALLEY 
FILM 
FESTIVAL 

MAY 7,1976 

CASH PRIZES in Two Divisions: 8mm Division (Includes 
Super 8) and 16mm Division. Color or Black and White 
Films Accepted. No Limit on Length or Subject Matter. 
Prize Winners Receive Cash and a Festival Art Card 
Suitable for Filming and Framing. 

FOR FULL INFORMATION and Entry Forms Write to - 
John H. Goldwyn, Director, Fountain Valley Film 
Festival, Fountain Valley School, Colorado Springs, CO 
80911. Use Zip Code. Entries Accepted Only from High 
School and or College Undergraduates. 
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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. 

J-K CAMERA ENGINEERING, INC. 5101 SAN LEANDRO ST. OAKLAND, CALIF. 94601 

Your equipment. 
It’s only as good 
as the lab 
in back 
of it. 

You invest the most you 
can afford in your equipment. 

After all, it’s what you make your 
living with. For the same reason, you 

spend precious time selecting a lab that is of the same caliber 
as your equipment. 

Photo Processors follows this same phitosophy. We’ve 
invested in the finest color equipment available. Our team of 
color specialists is among the best in the country. They are 
here to assure you that you will receive the best end-product 
possible. Send your next job to us and let us prove it. We can 
back you up. 

photo processors Inc. 
Box 2116A, Austin, Texas 78767 

AC 512-472-6926 

PHOTOGRAPHING “BARRY 
LYNDON” 
Continued from Page 321 
side. There were many windows and I 
had lights hidden behind the brick¬ 
work and beaming through the 
windows. The outside light was going 
up and down so much that we had to 
keep changing things to make sure the 
windows wouldn’t blow out exces¬ 
sively. This was most difficult to do, 
because any time I changed the gels on 
the windows, I also had to change the 
lights outside in order to avoid getting 
too much light inside and not enough 
outside. I would say that was the most 
difficult shot in the whole picture, in 
terms of lighting. What complicated it 
further was the fact that this was one of 
those stately houses that had the pub¬ 
lic coming through and visiting at the 
same time we were shooting. 

QUESTION: Did you use much col¬ 
ored light during the filming? 

ALCOTT: Yes, many times. An exam¬ 
ple that comes to mind is the scene in 
Barry’s room after he has had his leg 
amputated. I used a light coming 
through the window with an extra 1/2 
sepia over it in order to give a warm 
effect to the backlight and sidelight. In 
other words, a 50% overcorrection. A 
similar effect was used on Barry in the 
sequence when his boy is dying. In 
some instances I let the natural blue 
daylight come through in the back¬ 
ground without correcting it. The re¬ 
sult looked pleasing and it created a 
more “daylight” sort of effect. 

QUESTION: I can’t recall any night- 
for-night shots in the picture. Were 
there any, perhaps, that didn’t appear 
in the final cut? 

ALCOTT: There weren’t really any night 
shots. There’s that one twilight scene of 
Barry by the fire meditating after he’s 
joined up, but that was shot at the 
“magic hour" and wasn’t a true night 
shot. 

QUESTION: Now we come to the 
scenes which have caused more com¬ 
ment than anything else in this overall 
beautiful film — namely the candle¬ 
light scenes. Can you tell me about 
these and how they were executed? 

ALCOTT: The objective was to shoot 
these scenes exclusively by candle¬ 
light — that is, without a boost from any 
artificial light whatsoever. As I men¬ 
tioned earlier, Stanley Kubrick and I 
had been discussing this possibility for 
years, but had not been able to find 
sufficiently fast lenses to do it. Stanley 
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finally discovered three 50mm f/0.7 
Zeiss still-camera lenses which were 
left over from a batch made for use by 
NASA in their Apollo moon-landing 
program. We had a non-reflexed 
Mitchell BNC which was sent over to Ed 
DiGiulio to be reconstructed to accept 
this ultra-fast lens. He had to mill out 
the existing lens mounts, because the 
rear element of this f/0.7 lens was vir¬ 
tually something like 4mm from the film 
plane. It took quite a while, and when 
we got the camera back we made quite 
extensive tests on it. 

This Zeiss lens was like no other lens 
in a way, because when you look 
through any normal type of lens, like 
the Panavision T/1.1 or the Angenieux 
f/0.95, you are looking through the 
optical system and by just altering the 
focus you can tell whether it’s in or out 
of focus. But when you looked through 
this lens it appeared to have a fantastic 
range of focus, quite unbelievable. 
However, when you did a photo¬ 
graphic test you discovered that it had 
no depth of field at all — which one 
expected anyway. So we literally had to 
scale this lens by doing hand tests from 
about 200 feet down to about 4 feet, 
marking every distance that would lead 
up to the 10-foot range. We had to 
literally get it down to inches on the ac¬ 
tual scaling. 

QUESTION: You say that the focal 
length was 50mm? 

Once upon a time GREAT BIG 
STUDIOS made all the IMPOR¬ 
TANT FILMS. It took lots of 
heavy equipment and lots of 
heavy people. 

Times have changed. 
Today it’s lightweight equip¬ 

ment. Small crews. Independent 
film-makers. 

The Film School is the place to 
learn independent film-making. 
Located just 30 minutes south of 
San Francisco in Half Moon Bay. 
Students work with award win¬ 
ning professional film-makers. 

With only eight students in a 
class, there's enough 16mm equip¬ 
ment to go around, and instruc¬ 
tors have time to help you 
individually. 

Beginners or advanced students. 
Day or evening classes. But 

most important, we care about 
you and how we can teach you 
techniques it took us years to 
master. Send for our free catalog: 

The Film School, 
P. O. Box 907, Dept. C, 
Half Moon Bay, CA 94019 
or call (415) 726-5537. 

COLBURN FILM LAB 
REDUCES 
PRICES! 
Colburn's 1976 Price List 
reflects a reduction in 
prices on many laboratory 
services. (You probably just 
said, "I didn't know that!") 

ALCOTT: It was 50mm, but then we 
acquired a projection lens of the 
reduction type, which Ed DiGiulio fitted 
over another 50mm lens to give us a 
36.5mm lens for wider-angle cover¬ 
age. The original 50mm lens was used 
for virtually all the medium shots and 
close shots. 

QUESTION: And those scenes were 
illuminated entirely by candlelight? 

ALCOTT: Entirely by the candles. In the 
sequence where Lord Ludd and Barry 
are in the gaming room and he loses a 
large amount of money, the set was lit 
entirely by the candles, but I had metal 
reflectors made to mount above the two 
chandeliers, the main purpose being to 
keep the heat of the candles from 
damaging the ceiling. However, it also 
acted as a light reflector to provide an 
overall illumination of toplight. 

QUESTION: How many foot-candles 
(no pun intended) would you say you 
were using in that case? 

ALCOTT: Roughly, three foot-candles 
was the key. We were forcing the whole 

Check our new price list to see 

how we're fighting inflation. 
Improved, more efficient operations 

have made it possible to reduce laboratory 
prices in many areas. 

All we ask you to do is to compare our quality 
and prices with any other lab in the country. 
We're sure you'll become a Colburn regular. 

Write today for your copy of our 1976 Price List . . . 
and your free "I didn't know that!" pin. 

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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/ /) i\ u a u c * * o 
a n n M 

8 d u r D A n^ 

n e s o u n a 

Complete sound services for 16 & 35 mm Aims 
— 915 N. Highland Ave. Hollywood — 

(213) 464-1155 

• Lear Jets 

• Video Monitors 

• Still Cameras 

• Top Pilots 

• Helicopters 

• Pilots 

• Cameramen 

• World Wide 
Dealers 

UNIQUE ASTROVISION SYSTEM PANS 
360°, TILTS 90° IN THE SLIPSTREAM 

ASTROVISION 
CAMERA SYSTEMS INC. 

(213) 989 
• Chicago - (312) 321-9406 • Dallas - (214) 369-1165 
• Detroit - (313) 371-4920 • Miami - (305) 945-1111 
• Minnesota - (612) 941-2629 • New York - (212) 581-5474, 

895-5372 • Long Island - (516) 294-0355 * San Francisco - 
(415) 957-1787 

VIBRATIONLESS HELICOPTER CAMERA 
MOUNTS FOR 16/35/70 VIDEO. 

CONTINENTAL 
16800 Roscoe BL, Van Nuys, Ca 91406 

5222 
• Salt Lake City - (801) 295-8368 • Toronto, Canada - 

(416) 920-5424 • Sydney, Australia - 439-6955 or 669-6000 
• London, England - 223-2600 • Coventry, England - 304231 
• Bangkok, Thailand - 821720 • Munich, Germany - 38-09-306 
• Flong Kong - 5-781051-4 

picture one stop in development. Inci¬ 
dentally, I found a great advantage in 
using the Gossen Panalux electronic 
meter for these sequences, because it 
goes down to half foot-candle meas¬ 
urements. It’s a very good meter for 
those extreme low-light situations. We 
were using 70-candle chandeliers, and 
most of the time I could also use either 
five-candle or three-candle table 
candelabra, as well. \Ne actually went 
for a burnt-out effect, a very high key 
on the faces themselves. 

QUESTION: What were some of the 
other problems attendant to using this 
ultra-fast lens to shoot entirely by 
candlelight? 

ALCOTT: There was, first of all, the 
problem of finding a side viewfinder 
that would transmit enough light to 
show us where we were framed. The 
conventional viewfinder would not do at 
all, because it involves prisms which 
cause such a high degree of light loss 
that very little image is visible at such 
low light levels. Instead, we had to 
adapt to the BNC a viewfinder from one 
of the old Technicolor three-strip 
cameras. It works on a principle of mir¬ 
rors and simply reflects what it “sees”, 
resulting in a much brighter image. 
There is very little parallax with that 
viewfinder, since it mounts so close to 
the lens. 

QUESTION: What about the depth of 
field problem? 

ALCOTT: As I suggested before, that 
was indeed a problem. The point of 
focus was so critical and there was 
hardly any depth of field with that f/0.7 
lens. My focus operator, Doug Mil- 
sone, used a closed-circuit video 
camera as the only way to keep track of 
the distances with any degree of ac¬ 
curacy. The video camera was placed 
at a 90-degree angle to the film camera 
position and was monitored by means 
of a TV screen mounted above the 
camera lens scale. A grid was placed 
over the TV screen and by taping the 
various artists’ positions, the distances 
could be transferred to the TV grid to 
allow the artists a certain flexibility of 
movement, while keeping them in 
focus. 

It was a very tricky operation, but 
according to all reports, it worked out 
quite satisfactorily m 

MOVING? 
When changing your address, please noti¬ 
fy us at least four weeks in advance. BE 
SURE to give your FORMER address as 

well as your NEW ADDRESS and ZIP 
CODE. 

AMERICAN CINEMATOGRAPHER 
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KENWORTHY SNORKEL-B 
Continued from Page 335 

image is expanded vertically. In ana- 
morphic parlance, the available focal 
lengths with the Snorkel are 56mm and 
100mm. The effective aperture is re¬ 
duced by one stop. Recently the system 
was successfully used anamorphically 
to shoot extensive miniatures for 
M.G.M.’s “LOGAN’S RUN”. 

Some of the concepts for use of this 
new system with actors and per¬ 
formers seem to be more difficult to 
grasp than is its earlier use for TV 
commercials. For example, as of 
December and the end of the first year 
of operation, it has been easier to get 
TV directors to see its advantages for 
variety shows with musicians, than for 
film directors to similarly recognize it 
for actors with dialogue. The real 
advantages in this latter area are more 
subtle, yet may, in the final analysis, 
provide a much more artistic basis for 
use. 

Let us assume that a major criterion 
of the art of using a film or tape camera 
to tell a story is in the way a scene or 
story element is revealed progres¬ 
sively in time. For example, if the whole 
action of a scene is presented im¬ 
mediately, baldly, the resulting image is 
often visually and emotionally bland, 
but if the director can artfully select the 
elements to be revealed progressively 
in an interesting, significant way, the 
film is better served. 

It seems logical that when the 
camera is effectively no larger than the 
end of a lens tube, when it is literally as 
maneuverable as a butterfly, then it can 
be more artfully used to reveal scenes, 
adding one component to another with 
greater freedom. It can incorporate 
close-up elements with longer shots on 
the move; circulate among actors 
without pulling them apart; work in a 
physically restricted location. Because 
it pans on the axis of the lens tube, it 
can pivot on people or things without 
taking up the space consumed by a 
panning studio sound camera, plus the 
additional space needed by an 
operator (with or without a dolly). It 
should be possible to block actors’ 
movements and relate one scene ele¬ 
ment to another in a more visually inter¬ 
esting manner. Granted that such 
application is more subtle and, there¬ 
fore, less easy to sell than is a more 
spectacular shot usage, in the long run 
it may be the greater contribution to the 
art of filming and taping. Once an 
imaginative director or cameraman 
uses it properly in this area, the possi¬ 
bilities will be more apparent for others 
to understand. We invite them to start 
working. ■ 

COLUMBIA 

COLLEGE 

COLUMBIA 

COLLEGE 

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 

koi ail youJi fwd ^ecU! 
• 8mm & Super 8mm Reels • Shipping Cases in 

in steel, 200' to 2000'. 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. 

Ree/ perfection is a GOLDBERG tradition! 

GOLDBERG BROTHERS 
P.O. Box 5345, T.A. • Denver, Colo. 80217 
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You’re in dead sync when you 
attach Satellite’s neat 16mm 

magnetic package to your 
Moviscop. With pick-up head, 

amplifier and speaker in a single 
case, there’s nothing else to buy 

... no extras cluttering your 
editing table. We’ve transistorized 
our reader for dependable, instant 
operation — and added a full one- 
year guarantee. Then priced it so 
low that no busy editor can resist, 

just $99.50 complete. 

We made the 
sound reader 

professional editors 
asked for: 

100% self-contained 
half the price 

SATELLITE FILM, INC. 
P.O. Box 650512 
Miami, FL 33165 

angeraeux service corporation of California 
13381 BEACH AVE., VENICE, CALIF. 90291 • (213) 821-5080 

FACTORY SERVICE 
CENTERS 

REPAIRS • PARTS 
ACCESSORIES 

angemeux service corporation of new york 
1500 OCEAN AVE., BOHEMIA, N.Y. 11716 • (516) 567-2424 

STEREO OPTICAL RECORDING 
Continued from Page 308 

projector has to be equipped with an 
optical head/photo electric detector 
that will detect also the longitudinal ele¬ 
ment in the recorded wave form. 

In our system we use an optical 
reader that is composed of two iden¬ 
tical halves and is placed under the 
running film. Each half detects one half 
of the sound wave. The difference 
information in the recording results in 
differences in the intensity of the light 
on the two sensitive halves, and the 
electrical signals so produced also 
show this difference. The electrical 
signals are fed into a transistor or 1C 
amplifier that supplies the signals of the 
right and left channels. Any projector 
that will ensure proper tracking of this 
optical sound detector can be 
equipped with it, the only other require¬ 
ment being that the detector-heads 
have to be adjustable. 

The detection of the longitudinal 
signal is also possible by using other 
types of optical detectors. Research is 
under way to develop detectors that are 
not sensitive to variations in light inten¬ 
sity and would not require exact track¬ 
ing. 

What is the quality of this stereo 
optical system like? 

This question is especially critical 
with respect to the dynamics, since 
previous attempts to achieve stereo 
sound on 35mm film have probably 
failed because of the high level of back¬ 
ground noise involved with them. Our 
experience shows that background 
noise develops in the areas where the 
black and white surfaces of the sound 
track meet. The lower the number of 
black and white boundaries on an 
optical track, the less static back¬ 
ground noise is present. 

Another important factor connected 
with quality is the sharpness. The 
sharper the recorded signal, the less is 
the background noise and the higher 
the frequency range can reach. In our 
system we paid special attention to 
both requirements. There are only two 
crossover zones, and very good sharp¬ 
ness has been achieved. Control 
measurements gave 52 dB dynamic 
value and a frequency range of 30 . . . 
12 000 c/s. The quality of the sound 
produced has also been tested on the 
public performances of the three full- 
length films produced using our stereo 
optical sound system. In one of the 
leading cinemas in Budapest test pro¬ 
jections have been held to determine 
the quality through the subjective 
opinion of the viewers. To a specially 
selected audience of professionals and 
laymen the same sequences were 
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shown in different formats and with 
mono and stereo sound. The results 
were evaluated with respect to the seat 
locations. For Cinemascope and wide¬ 
screen formats the preference has 
been unanimous for the stereo sound. 

What costs are involved with the 
introduction of the system and its 
installation in motion picture theaters? 

In cinemas already equipped with 
multiple channel speaker systems the 
additional costs are extremely low. The 
stereo adapters together with the 
necessary preamplifiers will cost the 
price of a few dozen tickets. 

The optical track can be produced 
with conventional recorders of ribbon 
type, when some minor adjustments 
are completed. For our purposes the 
conversion of a Westrex sound camera 
has been executed. 

There are patent applications on the 
system introduced above in 19 coun¬ 
tries, including Great Britain and the 
United States. 

For further information, direct in¬ 
quiries to: Andras Geszti M.E., 
LICENCIA, P.O. Box 207, 1368 Buda¬ 
pest, HUNGARY. ■ 

CINEMA WORKSHOP 
Continued from Page 254 

with the tremendous economic advan¬ 
tage of the 2-perf frame. From FIGURE 
3, the 1.85:1 flat wide-screen system 
provides only 27% more image area 
than Techniscope, yet consumes 100% 
more raw stock. For some producers, 
two perfs may be better than four. 

The full benefit of Techniscope is 
obviously realized when the full 2.35:1 
aspect ratio is employed. Flat wide¬ 
screen 1.85:1 uses an image only 27% 
larger than Techniscope, yet con¬ 
sumes 100% more raw stock. The 
1.85:1 wastes 36% of its area, the 2-perf 
format wastes none. 
Image Area Techniscope - .319sq. in. 
Image Area 1.85:1 - .407 sq. in. 

When cropped for 1.85:1, the Tech¬ 
niscope format wastes about 20% of its 
area. Standard 4-perf 1.85:1, then, 
encompasses 58% more image area 
than the 1.85:1 cropped Techniscope, 
but still consumes 100% more film 
stock. 
Image Area Techniscope Cropped 1.85:1 

.257 
Image Area Standard 4 perf 1.85:1 - .407 

When cropped for 1.33:1, the Tech¬ 
niscope format uses only about 50% of 
its total area, the other half going to 
waste. The area being used is only 55% 
greater than standard 16mm, yet the 2- 
perf 35mm consumes 170% more film 
stock. 
Image Area Techniscope Cropped 1.33:1 

.185 
Image Area Standard 16mm 1.33:1 - .119 

Supers Sound, Inc. 
r is in Burbank at ^ 

*V<Mey 
and, 

2227 West Olive Avenue 
Burbank, California 91506 

(213) 842-3576 

Authorized Supers Sound Dealer 

3 
COMPLETE LABORATORY I 

SERVICES & SUPPLIES 
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LEO DINER 
FILMS, INC. 

332-350 Golden Gate Ave. 
San Francisco, CA 94102 

(415) 775-3664 

°l 
| 16MM / SUPER 8 j 

Jr Specializing in all phases of professional underwater filming end production. 

Cameramen * Divers • Doubles * Props ♦ Cameraboat ♦ Locations 
Consultation • Custom underwater camera systems • Lighting • Sound 

Jordan Klein I.A.T.S.fi. ♦ 3131 N.E. 18»tt* SI. « Miami, Fla. 33160.(305} 931-3300 »Telex 51-0353 

Mitchell BNC camera 
with four 1000 ft magazines, 
220 V-3 phase-50 Hz sync, motor 
and start box. 

Fully serviced by our own engineers 
before despatch. Double exposure 
film test provided. 

$7,999 
Also available:Set of 7 COOKE SPEED PANCHRO LENSES 
(18-25-32-40-50-75 & 100mm) 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. 
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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. 

WHAT’S NEW 
Continued from Page 312 

ANGENIEUX 20-120mm T2.9 HEC 
ZOOM LENS FOR 35mm 
CINEMATOGRAPHY EXCLUSIVELY 
AVAILABLE FROM CINEMA 
PRODUCTS 

Cinema Products Corporation an¬ 
nounces the availability of Angenieux’s 
20-120mm T2.9 HEC zoom lens for 
professional 35mm cinematography. 

Exclusively available from Cinema 
Products, the Angenieux 20-120mm 
HEC zoom lens features a minimum 
focusing distance of 3 ft. (1m), and a 
wide focal-length range, covering an 
angle of 68.5° at the 20mm position to 
13° at the 120mm position. The 20- 
120mm HEC zoom lens is an ideal 
replacement for most fixed-focal- 
length prime lenses normally used in 
feature production. 

The Angenieux 20-120mm HEC 
zoom lens also features a high 
efficiency multi-layer coating, newly 
developed by Angenieux, which pro¬ 
vides improved light transmission and 
a substantial reduction of flare, result¬ 
ing in images of the highest quality. 

The Angenieux 20-120mm T2.9 HEC 
zoom lens is supplied by Cinema 
Products in the XR35 mount (which fits 
any BNCR camera), complete with 
follow-focus gear, zoom bracketry 
compatible with the J-4 zoom control 
motor, and carrying case. 

The lens is priced at $14,250. 
For further information, please write 

to Cinema Products Corporation, 2037 
Granville Ave., Los Angeles, Calif. 
90025. Tel: (213) 478-0711. 

• 

HERVIC LANDS TOPCON LINE 

Sherman Oaks, California — “Hervic 
Corporation has officially obtained 
exclusive distribution of the TOPCON 
line of 35mm SLR photo equipment,” 
jointly announced John R. Berthold, 
President, and William Herskovic, 
Chairman. 

“Effective with this contract sign¬ 
ing,” Mr. Berthold further stated, “we 
have already begun to take all neces¬ 
sary sales, administrative and opera¬ 
tional steps to integrate TOPCON into 
our present Hervic product line. Such 

BIRNS & SAWYER, INC. 
1026 N. Highland Avenue 

Los Angeles, Calif. • (213) 466-8211 

miniature DUR0-RACK 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 

The 
London 
International 
Film 
School 

Britain’s famous London Inter¬ 
national Film School with a 
worldwide reputation for excel¬ 
lence in practical filmmaking, 
invites intending students to 
apply for registration. 

The intensive two year Diploma 
Course in applied film-making 
continues. It is designed to make 
graduates fully professional in 
their creative work. It will also be 
extended to include a full-time 
Diploma Course in Video. 

The school is situated in Covent Garden, in the center of 
the'West End, at the heart of London’s cultural activities. 

All tuition is given by practising film-makers who are 
faculty members. 

Courses start on April 26 and September 27th 1976. Write 
to the Student Councillor Dept., London International Film 
School, 24 Shelton Street, London WC2H 9HP, England. 
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steps include establishing a full TOP- 
CON service department and com¬ 
plete warehousing at our Sherman 
Oaks headquarters.” 

Mr. Berthold added that at the pres¬ 
ent time it is anticipated that Hervic will 
begin filling dealer orders for TOPCON 
equipment by February 1st. Full repair 
services should begin by mid- 
February. 

A mailing providing complete data 
concerning TOPCON will be sent to 
dealers shortly. Pricing as well as prod¬ 
uct marketing plans and policies will be 
covered in that mailing. 

For further information, dealers are 
invited to contact Mr. Sol Spiegler at 
Hervic Corporation, 14225 Ventura 
Boulevard, Sherman Oaks, California 
91423. 

Hervic Corporation is the exclusive 
distributor of Beaulieu motion picture 
cameras, Stellavox tape recorders, 
Hervic/Minette tape splicers and 
viewer editors, as well as Hervic pro¬ 
jection screens. 

NEW STUDIO COLOR MONITOR 
SMT-12 

Unimedia Corp. of Grass Valley, 
California — Unimedia — announces a 
feature-loaded studio color monitor. 

The new SMT-12 includes Full-View 
Tally Identification, A-B Electronic 
Video Selection, Internal-External Sync 
Selector Switch, Keyed Back Porch 
Clamp with Full DC Restoration and 
Variable Aperture Control. A new set¬ 
up switch allows the user to set color 
threshold and grey-scale tracking. 

The SMT-12 now features front panel 
doors for concealing secondary con¬ 
trols which include RGB background 
adjustments and variable aperture con¬ 
trol on the right side. The left panel 
conceals horizontal, vertical adjust¬ 
ments and the new set-up switch. 
Options such as pulse cross and 
underscan are accessible from behind 
the left side. 

The SMT-12 has a new look about it 
with satin pewter anodized front panels 
and new extrusions mounted on the 
sides of the cabinet. Now available as 
an option with the new SMT-12 are 
Rack slides for ease in removing the 
unit from the rack. 

The total unit is available at the same 
price as its predecessor. 

Other models in the SMT series 
include 19-inch, 17-inch, 15-inch, and 
12-inch yoke mount and cabinet ver¬ 
sions as well as a 9-inch portable. 

Units are shipped within 30 days 
from Grass Valley. Unimedia SMT-12 
12” Color Monitor: $945.00 

For more information contact Morey 
McFarren: (916)272-1971 or 878-1250. 

FILM APPRENTICES 
The Pageant Theatre, a fully operating Movie Theatre in 
Chico, California, has initiated a film-making program. Our 
efforts are centered on newsreels, documentaries, and 
scene developing. All equipment, film, processing, and 
production costs will be paid for by the theatre. 

Applicants who are accepted will be charged a flat $900 
and are expected to be available on a full time basis for a 
minimum of four to six months. 

Address inquiries to Albert Mitchell, Director, The Pageant 
Theatre, 351 East 6th Street, Chico, Calif. 95926. 

n Film kKorkshops 
Classes in 

8mm, 16mm & 35mm Cinematography Lighting 
16mm & 35mm Editing Directing 

Classes meet evenings and weekends. 

Video Tape 
Screenwriting 

Sherwood Oaks Experimental College 
6353 Hollywood Boulevard  

Hollywood, California 90028 
(213) 462-0669 
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Meet the FAX FAMILY 

THRIFTFAX 
CAMERA STAND 

'JR.' THRIFTFAX 
CAMERA STAND 

FAX-RICHARDSON 
CAMERA STAND 

ANIMATOR'S DISCS, 
COMPOUNDS 

For all ANIMATION/TITLING/FILMSTRIP production and 
preparation equipment, for animation supplies of all sorts, get the 
facts, first, from FAX Company. A two-part descriptive price list 
covering "The Mechanics of Animation" and "The Art of Anima¬ 
tion" is yours free, on request. Tell us of special needs. 

FAX COMPANY 
374 S.Fair Oaks Ave., Pasadena, Calif. 91105 — 213/681 -3084 

MILLER-UNIVERSAL MODEL 2030 
FLUID HEAD TRIPOD AVAILABLE 
FROM CINEMA PRODUCTS 

Cinema Products Corporation an¬ 
nounces the availability of the Miller- 
Universal Model 2030 fluid tripod head, 
designed by Robert E. Miller, world 
originator of fluid tripod heads, and 
manufactured by Miller-Universal, 
Australia. 

Features of the Miller-Universal Model 
2030 Fluid Head Tripod: 

Quickly convertible to carry 20 lbs. 
through 30 lbs. camera weights. Safely 
lockable at 90° tilt. Totally leakproof 
and dustproof sealing. Fully operative 
in temperature range from -20°C to 
+ 75°C. “Autoslip” automatic self- 
operating and adjusting free pan. 
Concentric tilt lock/tension device, 
hydrostatic or mechanical self-equal¬ 
izing. Supplied with lightweight seg¬ 
mented ball, fully compatible with 2” 
radius standard ball tripod cups. Head 
only weighs less than 8 lbs. 

The Miller-Universal Model 2030 
fluid head with wooden tripod legs 
(Order Code #6C330) is priced at $825. 
The head only (Order Code #6C333) is 
priced at $625. 

For further information, please write 
to Cinema Products Corporation, 2037 
Granville Ave., Los Angeles, Calif. 
90025. Tel: (213) 478-0711. ■ 

THE INDUSTRY STANDARD 
AT A NEW NIVEAU 

THE STEENBECK ST-928. 

BUILT BETTER 
...NOT CHEAPER! 

AND BACKED BY 
25 YEARS OF EXPERIENCE 

GENERAL ENTERPRISES, INC. 1051 8 Detrick Avenue • Kensington, Md. 20795 U.S.A. • Telephone: 301 942-1170 
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INDUSTRY ACTIVITIES 
Continued from Page 323 

author of the best film-related book 
published within the past calendar 
year. 

“There can be no better location in 
America for a film buffs’ convention,” 
said Neil. “The Sheraton-Universal 
Hotel adjoins the gigantic Universal 
Studios complex where conven¬ 
tioneers may actually see where much 
of Hollywood history began. 
MOVIE/EXPO 76 patrons will have 
special tours of the studios (as well as 
NBC-TV studios in nearby Burbank) 
and will find that the convention is only 
minutes away from downtown Holly¬ 
wood. The hotel has been used con¬ 
stantly for location filming by Uni¬ 
versal. 

“Persons attending MOVIE/EXPO 
76 will receive excellent special room 
rates at the Sheraton-Universal: $24.00 
per night for a single room; $28.00 for 
double occupancy. The hotel is a 
beautiful resort facility with a large 
garden lanai swimming pool area plus 
many shops and restaurants. It is lo¬ 
cated just off the Hollywood freeway 
and within minutes from the Disney, 
Warners, and Columbia Studios.” 

The three-day event offers any film 
buff an excellent opportunity to see a 
variety of old films, meet important 
industry personalities, purchase films 
and memorabilia, and share special 
interests with hundreds of other film 
hobbyists and historians. 

MOVIE/EXPO 76 is open to any film 
buff who purchases a “SPECIAL CON¬ 
VENTION PARTICIPANT’S MEMBER¬ 
SHIP” either before the convention or 
at the door. Persons who wish to regis¬ 
ter before MOVIE/EXPO 76 will re¬ 
ceive special reduced rates which in¬ 
clude the lower hotel charges. A Parti¬ 
cipant’s Membership is available for 
any day of the event or for all three 
days. 

Tables are also available for film and 
memorabilia dealers on a first-come, 
first-served basis. 

For complete information, write: Mr. 
Randy L. Neil, Executive Secretary, The 
Bijou Society, 7800 Conser Place, 
Shawnee-Mission, Kansas 66204. 
People in the Los Angeles area may 
contact Mr. John Cawley, Jr., 34 Red¬ 
wood Tree Lane, Irvine, California 
92715. ■ 

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 

You need this special projector! 
For single and double-system recording; re-recording; film-to-film trans¬ 
fers; tape-to-film transfers; double-system interlocked previews; quick 
access projection; scratch track production. And for dozens of other 
special purposes that only the Sonorex 16/16 Interlock Projector can do. 
Write for complete literature. 

ARRI 
ARRIFLEX COMPANY OF AMERICA 

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

SONOREX- 16/IB 
INTERLOCK SOUND PROJECTOR 

V   J 

ECO - 7390 The ultimate film reproduction in 
sharpness, color & silversound 

ECO - EF Excellent low contrast print rendering 
7369 with silversound for TV or projection. 

16tnm EKTACHROME ECO 725S 16mm ULTRASOIUIC CLEANING 

16mm ME-A PROCESSING 16mm CREATIVE EDITING (Kern Table) 

16mm COLOR WORKPRINTING (1 Day Service) 16mm CONFORMING A&B ROLLS 

16mm RELEASE PRINTING 3400K - 5400K 16mm CREATIVE SOUND PRODUCTION (Interlock) 

16mm OPTICAL SOUND TRANSFER 16mm POSTFOGGING OF EF 

16mm SILVERSOUNDTRACK APPLICATION 16mm TITLES & ART WORK 

16mm OPTICAL PRINTING 

CHANNEL 8 COLOR LABS 
905 JACKSON STREET/P.O. BOX 1410 

TAMPA, FLORIDA 3360T/8T3/229-7781 
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FILMING IN EUROPE 
TAKE ADVANTAGE OF THE ARRANGEMENT WE 

HAVE TO ENABLE YOU TO USE YOUR AMERICAN EXPRESS 
CREDIT CARD FOR EQUIPMENT AND SERVICES SUPPLIED BY 

SAMUELSON ALGA CINEMA - FRANCE 
NOW YOU CAN COME TO EUROPE FOR YOUR FILMING NOT ONLY 

WITHOUT HEAVY BAGGAGE BUT ALSO WITHOUT MONEY 
WRITE, TELEPHONE, TELEX OR CABLE US ABOUT WHAT 

YOU NEED AND QUOTE YOUR AMERICAN EXPRESS NUMBER 

WE WILL THEN PREPARE EVERYTHING YOU REQUIRE AND HAVE IT ALL 

READY WHEN YOU ARRIVE. JUST HAVE YOUR AMERICAN EXPRESS 
CARD IN YOUR POCKET AND WE WILL WELCOME YOU LIKE AN OLD 

FRJEND 

SAMUELSON ALGA CINEMA 
24.26 RUE JEAN MOULIN VINCENNES 94300 FRANCE 

TELEPHONE: 328-5830 TELEX: 670260 CABLES SAMCINE PARIS 
VINCENNES IS SITUATED JUST OUTSIDE THE PARIS CITY LIMITS, JUST 
ALONG THE ROAD FROM BERAULT METRO STATION 

$500 Trade-In For Your Old 
Motion Picture Camera 

QJCULLL&U 
R 16 BT 

Bel Air Camera & Hi-Fi will give you $500 
trade-in tor your old movie camera when you 
purchase a Beaulieu R 16 BT. This 
professional 16mm camera weighs less than 
four pounds and accepts a 200 foot magazine. 
Trade up today. 

$1,501.70 
Body Only Without Lens and Grip. 

bel air camera & hi-fi 
927 Westwood Blvd., Los Angeles, CA 90024, Phone: (213) 477-9569 - (213) 879-9616 

HUNGARIAN FILM-MAKING 
Continued from Page 311 

been completed — but then he has the 
advantage of a completed film. 

QUESTION: Does the director select 
the writer for the script, assuming a 
writer works on it with him, and also 
the actors and the cinematographer? 
In other words, is this totally his 
responsibility? 

ANSWER: Yes, this is the director’s 
responsibility. 

QUESTION: What about the editing? Is 
it the practice here for the director 
physically to do the editing, or does he 
stand over the editor constantly while 
he’s editing, or does he simply finish 
shooting the picture and give it to the 
editor with instructions and let him do 
it? 

ANSWER: The answer is your second 
option. The general practice here is for 
the director to sit beside the film editor. 
The director gives instructions while 
they are sitting here together, but he 
doesn’t operate the machine. It some¬ 
times happens that a director edits a 
film made by another director. Editing 
here is not looked upon as a creative 
art, as it is in the United States, be¬ 
cause he does not have freedom to 
actually edit the film. He must follow the 
instructions of the director. Each di¬ 
rector has the capability of actually 
editing his own film, but the reason he 
works with an editor is to have a fresh 
eye on the picture and discuss pos¬ 
sible variations in cutting. 

QUESTION: What form do scripts here 
take? Are they very precisely written 
and then very precisely followed in the 
shooting, or are some films made from 
a sort of sketchy outline of the action 
and then more or less improvised on 
the set? 

ANSWER: That depends upon the 
director. For example, there is one 
Hungarian director, Mr. Zolt&n F&bri, 
who works from an extremely precise 
script. But on the other hand, there are 
directors who work only from sketchy 
outlines. For example, one director 
submitted only a five-page outline and 
he was given the money to make his 
picture. That was not easy to do, but he 
did it. 

QUESTION: What about the second 
part of my question, as to whether 
directors here follow the script pre¬ 
cisely in shooting, or improvise on the 
set? 
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EXPERT 

NPR 
ser¬ 
vice 

Eight years experience 
with Eclair cameras: 

Bodies, Motors, Lenses 

FACTORY 
TRAINED 

We also have trained 
Arriflex specialists 

sara 
caiuiera 
SGRVIGe 
(213) 469-1551; (213) 469-2935 

6572 Santa Monica Blvd. 
Hollywood, Calif. 9C038 

ANSWER: The general practice in Hun¬ 
garian film-making is somewhere be¬ 
tween the two. We have some cinema 
types who insist on shooting the script 
word-for-word, and others who use it 
only as a starting point. 

QUESTION: I would like to ask about 
the working relationship between the 
director and cinematographer here. 
For example, who decides where the 
camera should be placed for a certain 
shot? Is it the director? Is it the direc¬ 
tor in consultation with the cinema¬ 
tographer? Or does the director simply 
leave it up to the cinematographer? 

ANSWER: The strength of Hungarian 
film-making is in our general practice 
of creating a community of artists — in¬ 
cluding the director, the cinematog¬ 
rapher, the scriptwriter, the editor and 
the sound engineer — so that they will 
be able to work closely together. The 
film is a collective work. Of course, the 
right of final decision is that of the 
director. However, the best thing is 
when they have a common opinion and 
they decide together. That gives 
strength to this creative community. In 
a case where they simply can’t reach an 
agreement, they sometimes shoot a 
scene both ways and then decide which 
is best. Sometimes, in such cases, the 
director is right and sometimes it is the 
cinematographer. But it’s not a matter 
of egos being involved; it’s more what is 
best for the film. The most important 
interest of everyone working on the 
project is to make a good film. 

My visit to Hungary, reluctantly, is 
drawing to a close. I’ve seen a couple of 
dozen excellent films and met a fine 
group of highly skilled and very friend¬ 
ly film-makers. And I’ve found answers 
to my question about why Hungarians 
are such good cinematographers. 

On my final night in Budapest, I am 
invited to be the guest at a “California 
style” barbecue, held in the garden of a 
smart apartment on the outskirts of 
Budapest where many of the cinema¬ 
tographers and their families live. Pres¬ 
ent are S6ndor S£ra, Elemer Rag^lyi, 
Tibor Vagyoczky, J&nos Zsombolyai 
and their respective ladies. 

The barbecue is “California style”, 
but with a Magyar accent — which is 
what makes it exotic to a Californian 
like me. What is especially nice is the 
warm feeling of camaraderie and 
friendship that so very obviously 
prevails between these people who 
share the common interest of film. 

As S&ndor S6ra told me, they are like 
“a big family” — and that’s a lovely 
thing. ■ 

WESTERN 

the right 
place for 

all your 
lab work! 

EASTMAN COLOR 
INTER-NEGATIVE 

and POSITIVE 
16mm & 35mm 

16mm PROCESSING 
ECO, EF and CRI 

FULL IMMERSION 

WET GATE 
PRINTING 

• Video Analyzing 

• Sound Recording 
and Mixing 

• Optical Printing 

• Titling 

• Super 8mm 
Reduction Printing 

• Filmstrip 

We are a quality-oriented lab... 
Computerized printing... 
Contact our producers’ service 
specialists... 
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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all undei 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, RentalsandRepairs. 
■ Whether your requirements are: Cameras, 
Leases, 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® S O U IM □ 

Div. of Ritz Camera Centers 

Please mail me additional information: 
□ Service □ Sales □ Rentals 

Name. 

Address 

City 

State Zip 

TRAINING FILM-MAKERS 
Continued from Page 299 

inevitable conflict between shooting 
schedules and teaching schedules, but 
each instructor is backed up by an 
assistant who can fill in if the instructor 
is busy shooting a film or TV show. 

As to the relative percentages of stu¬ 
dents working in film or in television 
following the completion of their stud¬ 
ies at the Academy, it has developed 
during the last several years that 70% 
to 80% go to work in television. The 
reason for this is that the television 
industry, being relatively new in Hun¬ 
gary, needs and can absorb more new 
people, whereas the film studios 
already have satisfactory staffs of sea¬ 
soned technicians. 

When the students leave the Acad¬ 
emy they are all given jobs in either the 
film or TV studios, but they almost 
always begin as assistants to directors 
or assistants to cameramen. However, 
so that each can “keep his hand in”, as 
far as practical experience is con¬ 
cerned during this phase, he is given 
the opportunity to make experimental 
shorts or, occasionally, an experi¬ 
mental long feature. 

To insure that there will not be a glut 
on the market of film and TV techni¬ 
cians emerging from the Academy, a 
new course is begun only when it can 
be foreseen that there will be a short¬ 
age of technicians sometime within the 
reasonable future. If the studios are full 
up with personnei, the start of a new 
course is postponed. Sometimes two or 
three years may elapse between the 
completion of one course of study and 
the beginning of another. 

In the past, most of the students 
selected to attend the Academy ex¬ 
pressed a strong preference for work¬ 
ing in film, rather than TV, but in the last 
few years there has been something of 
a change of attitude in this respect — 
and not simply because of the availa¬ 
bility of jobs, although, admittedly, the 
demand for television programming 
keeps growing and growing. What 
draws the Academy alumni toward 
video is the fact that the speed and 
economy of the electronic medium 
affords them more opportunity to do 
experimental projects and express 
themselves.. 

There is, of course, some overlap 
between the two media. There are joint 
projects in which personnel from both 
meld their talents. Then, too, some of 
the students who graduated from the 
Academy as film specialists during the 
past 20 years, occasionally work as 
“guest technicians” on TV presenta¬ 
tions. As in other countries, some of the 
film fare that goes out over the air has 

TRIPOD 
Selected for use in filming 

the 21st Olympiad at Montreal 

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, 
IS’/z”. 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: $350.00 
Available Exclusively From: 

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

(213) 466-3561 / (213) 985-5500 
TWX: 910-321-4526 • Cable: GORDENT 
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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 $455.00 (1,800 watts) 
MODEL K74 $530.00 (3,000 watts) 

Write for information on other kits 

AT YOUR PROFESSIONAL DEALER 

SMITH-VICTOR CORP. 
Griffith, Indiana 46319 

Laboratory 

Recording 

Music Scoring 

Special 

Animati 

Editing 

Write for details. 

W. A. PALMER FILMS, INC. 
611 HOWARD STREET ■ SAN FRANCISCO, CA 94105 
San Francisco’s complete 16 mm film service 

its origin on film, while other programs 
originate on video tape. 

Getting back to the instruction at the 
Academy, as has been mentioned 
before, the principal instructors are 
drawn from among the leading artists 
of Hungarian cinematography. There 
are two main areas of instruction. One 
of these, calculated to develop the stu¬ 
dent’s awareness of culture and life 
itself, concentrates on the Humanities 
— such subjects as art, literature, 
philosophy, music, drawing, and the 
study of two foreign languages. 

The more practical phase of instruc¬ 
tion concerns itself with the functional 
“tools of the trade” — such items as: 
camera operation, lens systems, 
laboratory methods, lighting tech¬ 
niques and sound techniques. In the 
case of student cinematographers, the 
most important single element in the 
curriculum is lighting. 

The studio in the present Academy 
facility is small and does not allow for 
much scope in lighting instruction on 
any large scale. But the students start 
here with the lighting basics and the 
illumination of small sets, built on the 
Academy stage. Later, however, they 
move out on location where they are 
afforded the challenge of lighting actual 
interiors. As is the case in most other 
countries these days, many film¬ 
makers prefer to shoot in actual 
locations, rather than in the studios — 
so this phase of instruction has a very 
direct application for the aspiring 
cinematographers. 

Since the aim of the Academy is to 
train all-around cinematographers, 
however, it is also essential that they 
learn how to light large studio sets. 
They gain this knowledge by observ¬ 
ing on the sets of “big” pictures being 
shot in the professional studios, and 
some of the students are given the 
opportunity to work on those pictures 
as assistants in order to augment their 
knowledge of large-scale studio set 
lighting. 

It is general practice for a working 
cinematographer who is also an 
instructor at the Academy to arrange 
for his students a screening of his latest 
film as it is completed, after which a cri¬ 
tique is held. 

During the first two years of their 
education, student cinematographers 
work exclusively in black and white, 
and it is not until the beginning of the 
third year that they shoot in color. The 
reason for this is partly financial, 
because, even though the Academy is a 
facility funded by the State, the avail¬ 
able budget for film stock is necessarily 
limited. Obviously, that budget will go 
farther in black and white than it will in 
color, so it affords them the oppor- 

Introducing 
the dawn 

of a new era. 
Flicker-free 
HNI daylight. 

Our new flicker-free Quartzcolor 
daylight spotlights are now available 
in 575W, 1200W, 2500W and 4000W 
models. Each unit is complete with 
lamp, cable and the special flicker- 
free ballast. 

What’s more, Quartzcolor radiates 
very little heat, uses power very spar¬ 
ingly (85 - 102 lumens per watt), and 
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The output efficiency of our 2500W 
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cost a fortune to operate. 

That’s laniro Quartzcolor. The dawn of 
a new era in lighting. 

For details, write Ed Gallagher, 
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tunity to shoot more. 
It is also felt that because the first two 

years are devoted to the teaching of 
basic camera and lighting techniques, 
black and white will serve just as well — 
in fact, even better, since it is generally 
acknowledged that lighting for black 
and white is more demanding than 
lighting for color. 

It costs approximately $100,000 to 
educate each student at the Academy 
during the four-year course. The stu¬ 
dents pay none of this, but are, instead, 
given scholarships by the State. There 
are several kinds of scholarships. One 
of these is called a “social scholar¬ 
ship” and depends upon the social 
circumstances of the individual stu¬ 
dent. Other scholarships depend upon 
the results that students achieve during 
the course of their studies. 

The venerable building in which the 
Academy has been housed up until 
now is definitely limited in space and 
facilities, but there is currently nearing 
completion a spacious modern build¬ 
ing exclusively for the training of 
cinematographers. It will house a very 
up-to-date TV studio, with sound 
cameras, as well as a well-equipped 
film sound stage, some editing rooms, 
and all of the other facilities needed for 
working in film. 

Students under instruction at the 
Academy are housed in dormitory ac¬ 
commodations belonging to the school. 

A PREVIEW OF FILMEX 
Continued from Page 314 

Davies, Fatty Arbuckle, Laurel and 
Hardy, as well as Dean Martin and Jerry 
Lewis and Woody Allen among others. 
Both of these programs are being 
sponsored by the City of Los Angeles 
and Atlantic Richfield Co. 

A special free midnight series will 
examine great American Westerns and 
is appropriately called “The Midnight 
Cowboys. ” 

Another all-American invention, the 
movie musical, will be featured during 
the 48-hour movie marathon. Twenty 
feature-length musicals and clips from 
50 more will be shown, including such 
classics as “SINGIN’ IN THE RAIN”, 
“STORMY WEATHER”, “WEST SIDE 
STORY”, “FOOTLIGHT PARADE”, and 
“KID FROM SPAIN”. 

A survey of 60 “experimental” films 
by 16 American filmmakers will be yet 
another highlight of the Exposition. 
Included will be 30 films and a per¬ 
sonal appearance by Stan Brakhage, 
the most prolific and prodigious talent 
among the American independents. 

Works by Kenneth Anger, Bruce Baillie, 
Jonas Mekas, Ron Rice, and Joyce 
Wieland among others will also be 

MOVISCOP 
LAMPS 
ONLY $2.50 
F & B/Ceco and General Electric Company an¬ 

nounce the new American-made low-cost re¬ 

placement lamp for the Zeiss Moviscop 16mm 
film viewer. 

Available immediately from stock at F & B/Ceco, 
New York and Hollywood. No need to wait for 

long overdue foreign deliveries of high-priced 

lamps. 

F & B/Ceco — GE lamps are made to order. For 

Moviscop — same as the foreign-made lamp 

— no sockets or wiring to change. 

Order from 

F & B/Ceco, New York F & B/Ceco, California 
315 W. 43rd Street 7051 Santa Monica Blvd. 
New York, N.Y. 10036 Hollywood, CA 90038 
212/586-1420 213/466-9361 

J3exwJjjpM- * 
and BOLEX 

Authorized 

tee cine 
service 

© 
Camera Repai r 

(21 3) 344—790 0 
101-46 SHERMAN WAY 

RESEDA, CALIFORNIA 91333 

durable 

352 AMERICAN CINEMATOGRAPHER, MARCH 1976 



frame-line tape 

SPLICERS 
AND TAPE 

Free Brochure? 

35mm, 
16mm, 
8mm 

NEW 
tape 

bridge 

6430 Sunset Blvd., Hollywood 
Calif. 90028 (213)466-3591 
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FILM PROCESSOR 
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"I would like to thank you for 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 

shown. Eric Sherman is coordinating 
the series. 

Foreign entries at this date include 
from Algeria, “CHRONICLES OF THE 
YEARS OF FIRE”, which won the 
Grand Prize at the Cannes Film 
Festival, Jean-Luc Godard’s, 
“BREATHLESS M”, two films from Iran, 
‘‘PRINCE EHREJAB” and “THE 
STRANGER AND THE FOG”, and from 
Japan, Shuji Terayama’s “PASTORAL 
HIDE AND SEEK”. 

Four Soviet films will be presented: 
“ANNA KARENINA,” “ALPHONIA, 
DERSU UZALA,” and “MIRRORS”. 
German entries include, Werner 
Herzog’s “EVERY MAN FOR HIM¬ 
SELF AND GOD AGAINST ALL, (The 
Enigma of Kasper Hauser)”, and Hans- 
Juergen Syberberg’s “KARL MAY”. 

“GOOD AND EVIL”, directed by 
Joergen Leth and The Red Sister’s 
“TAKE IT LIKE A MAN, MADAM”, are 
entries from Denmark. Dutch director 
Paul Verhoeven’s new film “KEETCHE 
TIPPEL” will be presented and also Po¬ 
lish filmmaker Andrezej Wajda’s, “THE 
PROMISED LAND”. 

Other presentations include, “THE 
NAKED MAN AND THE PLAYING 
FIELD”, by East German filmmaker 
Konrad Wolf; “REVOLT IN 
PATAGONIA”, an Argentine film by 
Hector Olivera; Andre Luiz’s “THE 
LEGEND OF UBIRAJARA”, and 
“TOUCH OF ZEN” from Hong Kong. In 
all, Filmex 76 will be presenting 40 new 
foreign films from 20 countries 
throughout the world. 

A three-day Producers Conference 
on April 2,3, & 4 will examine the many 
facets of the producer’s role in film- 
making. Coordinated by Peter Stamel- 
man, producers Norman Lear, Tony 
Bill, Roger German, Lillian Gallo, M.J. 
Frankovich, Walter Mirisch, Robert 
Radnitz, and Leonard Goldberg have 
agreed to participate on the various 
panels at the conference so far. 

In addition the Exposition will also 
present special programs of student 
films, a tribute to American animators, 
silent films and a sneak preview of a 
Hollywood film. 

This year Filmex will pay special 
tribute to John Wayne, possibly the 
most “All American” of movie heros, 
his day of tribute will consist of a 
presentation of a full-length John 
Wayne feature, 2 hours of clips from 
Wayne films and an in-person appear¬ 
ance by Mr. Wayne. Star Tribute Day 
has traditionally been one of the most 
exciting events of the entire festival. In 
addition to the vast audience of fans, 
Wayne colleagues from his films 
throughout the years will be in atten¬ 
dance. ■ 
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“HOW DOES A RAINBOW?” 
Continued from Page 330 

the 85 filter from the zoom lens and 
shot as if color temperature balancing 
for the tungsten stock was not a 
problem. This technique also gave rpe 
a 360-degree working area in the class¬ 
room without my having to worry about 
blue window-light mixing with 3200- 
degree Kelvin. I simply instructed the 
lab at which timing lights to print the 
dailies to correct for the missing 85. 

(2) Grain 

To demonstrate the “artistic vision” 
in two sequences, David desired a style 
of photography that would challenge 
tha audience’s faculties of perception 
of everyday objects. We agreed to at¬ 
tempt to photograph things “as if we 
were seeing them for the first time.” We 
did close-up photography, showing 
“parts” rather than “wholes”, and let 
the shot reveal the subject. Here is 
where 7247 really demonstrated its 
fine-grain structure. By rendering sub¬ 
jects in very fine detail, it increased 
their sharpness, tactileness and pres¬ 
ence — making them “larger than life”. 

Shaving cream became an aerial 
view of snow-covered mountains; a 
rainbow in a lawn spray in sunlight 
became an abstract pattern of dancing 
colors, and a simple orange held by a 
baby became pure orangeness. 

(3) Latitude 

One shot in “RAINBOW” could am¬ 
ply demonstrate the latitude of ’47. The 
shot is a side-angle view of two boys in 
a dark room looking at an array of color 
slides set on a milk-white slide-sorting 
tray. One light, a baby 1K, aimed 
through the rear of the tray, illumi¬ 
nates: a) the tray — to full white; b) the 
slides — a wide range of colors; and, c) 
the boys’ faces — the black boy’s face 
is as adequately exposed as the white 
boy’s. 

(4) A “soft look” 

One of the packages in CEMREL’s 
media kits is something called 
“Dramatic Plot” — where the students 
pick plot cards from a face-down deck 
and invent stories together as the cards 
get read. David’s intention was to 
dramatize one of these story fantasies 
as the kids make up the story. 

This fantasy called for a soft, 
pastelly, dream-like look in order to 
distinguish it clearly from more realis¬ 
tic sequences in the film — particularly 
from the one preceding it, in which the 
kids begin the telling of the story. 

My 35mm experience had taught me 
that this look was more natural and 
perhaps easier to achieve on 5254 than 
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5247 — that ’47, normally exposed, has 
a very fine-grained, clean, bright-color 
look (almost like comic book graphics), 
is less subtle in the shadow areas than 
’54 and, thus, perhaps more contrasty. 
The question was: how to achieve the 
“soft look” with ’47? 

I intended to use glass in front of the 
lens — fog, diffusion and/or low-con¬ 
trast. My still-camera tests seemed to 
indicate that for smooth inter-cutting a 
#3 Harrison Diffusion on a backlit 
subject (with hot kicks) matched very 
nicely the look of a #2 Low Contrast 
filter on a frontlit subject. To enhance 
the “dream” quality I added hot kicks 
with reflector boards to the actors’ 
faces and to objects in the shots. These 
diffusion-filtered shots were, in this 
manner, spiced with random splotches 
of hot light, while the low-contrast fil¬ 
tered shots displayed a non-realistic, 
multiple source look. 

Additionally in this sequence, I over¬ 
exposed the camera negative by 1/2 to 
2 stops — that is, I exposed for the 
shadows, not the key, and was able to 
get a soft look — more, I felt, like ’54 
than ’47. 

This exposure technique helped in 
more than a few of our exterior 
locations when I was required to PAN 
or TRACK from bright sun into shadow 
and into bright sun again. The film 
stock held a range of 4 to 6 stops, when 
I set my f-stop between the extremes — 
without auxiliary lighting. And because 
I was overexposing and then printing 
down, the negative held the entire 
range of exposure nicely. 

(5) Composition through exposure 

A simple example of how to control 
composition through exposure: During 
the shooting of the fantasy sequence 
we were to do a shot in which the actors 
run 50 yards toward the camera. 
However, the buildings behind the 
actors did not fit into the style of the se¬ 
quence. I asked the grip crew, led by 
Mark Grossman, to erect a 12x12 
butterfly on high roller stands in order 
to cut the direct sun from the running 
actors. The grips pushed the butterfly 
50 yards — running with the actors, but 
out of the shot, of course — so that we 
were able to maintain an even light 
level. I exposed for the actors — that is, 
I overexposed them by two stops 
(knowing I’d print down later), and 
effectively overexposed the sunlit 
buildings eight stops — to a point 
where the buildings washed out (even 
after the shot was printed down). 

In summary, I feel that in 16mm the 
7247 stock offers a cameraman poten¬ 
tially wide Choices for rich and subtle 
colors and fine detail in his photog¬ 
raphy. ■ 

' EDITING CONSOLES^ 

^picture, 3sc>jnd 

$6,000 

Twenty-Fourth Frame 
^p.o. box 539. blBckgtXf'g.va 34060 

SPECMLHES EDITOR 
IMPROVED FOR 75 
Modular electronics 
Heavier duty clutch 

3 magnetic tracks 
plus picture track 
at sync sound speed 

SPECIRLTIES 
3429 Enema DnveitD 

(702) 451-5290 Las^Ve^as^Nevad^91^ 

POSCO 
color media 

ROSCO, PORTCHESTER, N.Y. 10573 

SERVISIOfl PRODUCTIOnS 
ABOVE THE SEA UNDER THE SEA 

Complete Production 
& 

Post Production 

JOSEPH THOMPSON CHUCK NICKLIN 
714-224-1531 714-272-1120 

P.0. BOX 82672 SAN DIEGO, CALIF. 92138 

Covering FLORIDA 
like the SUNSHINE— 

COMPLETE RENTAL SERVICE 
r 
PHOTOMART 
CINE EQUIPMENT SUPPLIERS 
6327 S ORANGE AVE . • ORLANDO. FLA 32809 

z 
JUJ 

Phone(305) 851-2780 3 

Editing Facilities 
Equipment Rental 
Kems, Steenbecks & 

Moviolas 

PReVieW 
THE^TRe 

1600 BROADWAY, NEW YORK, N.Y. 10019 
(212) 246-0865 

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 done the right 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. 

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. cpT F|LM LAB 

-phone- 639 VVELLONS VILLAGE 
919/688-7265 DURHAM, NC 27703 

AMERICAN CINEMATOGRAPHER, MARCH 1976 355 



FOR THE FINEST 
REFLEX RNC 

SEE CSC 

umfcmmKf1 
in association 
with Black Star 
Productions, Inc. 

For Information: 
Benjamin J. Chapnick 
450 Park Avenue South 

Complete facilities for all types New York, N. Y. 10016 
of expert underwater and (212) OR 9-3288 
topside filming and production. Miami, London 

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 
film treat 
ment. 16mm 
Optical 
T ransfers. 

QUEBEC 1085 St. Alexander St., Montreal, Quebec 
FILM LABS Telephone (514) 861 5483 

A COMPLETE I 
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 B8tW reversal dailies 
‘‘Clients throughout the entire 

Q world” 
RC Mark of Quality   

■ 
Color Reproduction Co. 
7936 Santa Monica Blvd. (213) 654-8010 

Hollywood, Calif. 90046 

wide 
range 

HUNGARIAN CINEMATOGRAPHY 
Continued from Page 310 

sometimes when I am looking through 
the camera — in that last moment 
before the image goes onto the film — 
a new idea comes to me. I get new 
ideas which wouldn’t come to me if I 
were just sitting beside the camera. 
What you see through the camera’s 
viewfinder is a composition that is quite 
different from what you see otherwise 
— so it happens that I cannot compose 
the picture correctly without seeing it 
through the camera. 

QUESTION: So that’s why Vilmos Zsig- 
mond is always itching to grab the 
camera? 

SARA: He came out of the same school. 

QUESTION: Can you tell me some¬ 
thing about the types of lighting equip¬ 
ment that are used in Hungarian film 
production? 

SARA: The lighting equipment is not 
the most up-to-date. We are still work¬ 
ing mainly with the older Mole-Richard- 
son lights and old-fashioned arc lights. 
But sometimes we use the newer 
tungsten-halogen lights, too. In the 
beginning of my work as a Director of 
Photography, it sometimes bothered 
me that the general practice in Hun¬ 
garian filmmaking was to work only 
with hard light. This was strange to me, 
because I wanted to work with softer 
light. I experimented with various ma¬ 
terials to soften the light. Some of my 
colleagues called my lighting style “the 
stocking method”, because I some¬ 
times used a stocking. They laughed, 
but they later adopted the same 
method. I rigged various makeshift 
softlights and they gave me a special 
stockroom in the film studio in which to 
store them. 

QUESTION: What kinds of innovation 
(besides the stockings) did you use in 
order to get soft light? 

SARA: I shined the lights through 
various textiles and papers and some¬ 
times bounced the light off of reflect¬ 
ing materials. 

QUESTION: In America and other 
countries, as you know, there are 
specially manufactured softlight 
luminaires. These are units specifical¬ 
ly designed to provide soft light. Do 
you have such units here? 

SARA: They are used occasionally, but 
it’s not the general practice. We don’t 
have enough of those lamps to work 
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bKAI I AH Montreal H3Z 1S3, P. Q. Canada 

PRODUCTIONS (514) 932-1463 

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 

□XBERnY 
Division of Richmarh Camera Service, 

Tel. [212] 585-0730 
Cable OXBERRY, N.Y.   
516 TIMPSON PL., BRONX, N.Y. 10455 

LIQUID GATE 

ANIMATION 
& FILMSTRIP 
EQUIPMENT 

with — mainly because of economic 
reasons. Another reason is that the 
studios already have these old lamps 
and they don’t want to throw them away 
and buy new lamps. The leaders of the 
filmmakers look only at the results. The 
results are more or less good. There¬ 
fore, they say... 

QUESTION: .. What do you need 
new lamps for?” 

SARA: Excuse me — do you live in 
Hungary? 

QUESTION: No, but we have some 
types in America who think that way, 
too. I noticed a very extensive and 
creative use of soft light in your film, 
“SiNDBAD”. Is this one of the first 
films on which you used soft light to 
any extent? 

SARA: No, I had used it earlier, but this 
was the first color film on which I used it 
extensively. 

QUESTION: I’ve noticed that many of 
the films made in Hungary have been 
in black and white, although there is 
more of a trend toward color in the last 
few years. What adaptations have you 
personally had to make in switching 
from black and white to color? 

SARA: Certain elements — composi¬ 
tion, for example — remain almost the 
same. I find that the most important 
difference between black and white 
and color is in the lighting. Color has a 
certain amount of contrast and 
separation built into it, simply because 
of the different colors, but in black and 
white you have to create contrast and 
separation mostly through the use of 
light, and because of this I have much 
more difficulty with lighting when 
shooting in black and white. Also, I see 
the world around me basically in black 
and white. I even dream in black and 
white when I’m asleep — never in color. 

QUESTION: I would like to ask about 
your shift in careers from cinematog¬ 
rapher to director. How did this come 
about and what sort of revisions have 
you had to make in your thinking? 

SARA: I haven’t had to revise my think¬ 
ing very much. In the last 12 years I’ve 
worked on 11 or 12 long features — 

which means only one feature a year. 
This means that I work only on those 
projects that I like. I read a lot of scripts, 
but I accept work as Director of 
Photography only on those scripts 
where there is absolute agreement on 
the approaches to filming. Otherwise, I 
refuse — and I’ve refused a lot of 

RAW FILM STOCK 
\ 

EASTMAN KODAK 
16mm EKTACHROMES 100' 400' 
ECO 7252   . . .$7.95 $31.00 
7256, 7241, 7242   . . . 7.70 29.60 
above with mag stripe . . . . . . 8.30 32.40 
7247 Color Negative   . . . 8.69 33.00 
7254 Color Negative   . . . 6.90 26.00 
Black & White Reversals . . . . 4.60 17.30 
Black & White Negative . . . . . 3.45 13.80 

MAGNETIC SOUND RECORDING 
New 1200' 16mm   . .$15.50 
New 1000' 16mm   .. 12.95 
Reclaimed 0-3 Splice . . . . .. 10.75 

EDITORIAL FILM LEADERS 
16mm 35mm 

Opaque Leader 4.0 Den. . . . .$23.40 $31.90 
White Leader  .. 13.90 25.60 
White Leader Splice   . . 12.00 20.00 
Academy Leader   . . 37.50 43.35 
Fill Leader  . . 3.25 3.25 
Clear Leader  . . 5.50 7.50 

VIDEO TAPE 
2", i>< a/4,/ Cassettes Call for Prices 

studio film exchange, inc. 
BUY & SELL 
FILM & VIDEOTAPE 

366 W. 46th St., N.Y.C., NY 10036 
(212)265-3740   

6424 Santa Monica Blvd., Hollywood 
C^003^213M6^10^^^, 

FI Company 

tltlM optical! inserts 

Joseph JVestheimer. A.S.C. 

TITLES, TRAILERS, INSERTS AND OPTICAL EFFECTS 

FOR MOTION PICTURES AND TELEVISION 
HO 6-8271 

736 Seward St., Hollywood, Calif. 90038 

PROFESSIONAL EQUIPMENT 
Arriflex, CP, Angenieux, Nagra, Senn- 
heiser, Sony, etc. Sales & Service of all 
NEW AND USED Motion Picture & 
Video Tape Equipment AT VERY LOW 
PRICES. We buy used equipment & 
accept trades. 

Write or call 
ADVANCE CAMERA SERVICE 

P.O.Box 162 
River Edge, N.J. 07661 
Phone(201)261-2230 

BISON RESEARCH 
SPECIALIZING IN THE HISTORY 
OF THE FILM INDUSTRY AND 

FILM STUDIOS . . . 
Extensive collection of photographs and 
information on LOS ANGELES, HOL¬ 
LYWOOD, THE STUDIOS, PER¬ 
SONALITIES, and other subjects . . . 

PROMPT - PERSONAL SERVICE 

8170 Beverly Blvd., suite B 
Los Angeles 90048 
CALL DAY or NIGHT 

276-9491 (213) 653-4429 
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WE BUY 

Film Stock 
Will Consider All l6/35mm Types 

Sealed,Opened and Ends 

TOP CASH 
PLUS 50% OF SHIPPING 

RAFIOUE (212)228 2757 
814 BROADWAY, NEW YORK, NY 10003 

FilmLab 
SERVICE. INC. 
FULL SERVICE 16mm. COLOR 
LABORATORY 
• PROCESSING — ECO — EF — ECN II 
• ADDITIVE COLOR PRINTING 
• EKTACHROME SOUND PRINTS 
• ADDITIVE LIQUID GATE PRINTING 
• INTERNEGATIVE —CRI 
• EASTMAN COLOR PRINT 
» EDITING-SOUND SERVICES 
• FILMSTOCK-SUPPLIES 

SEND FOR COMPLETE INFORMATION 
ON SERVICES 

(216) 881-4510 
4117 Prospect Ave. 
Cleveland, Ohio 44103 

NEW ZEALAND 
And The South Pacific 

Location & Studio Production Facilities / Mitchell, 
Arrlflex & Eclair Cameras / Helicopters A Fixed 
Wing Aircraft / 35 & 16mm Footage From Stock or 
Shot to Order / Location Finding 

GEORGE & ASSOCIATES LTD. 
CPO Box 3061 Auckland. Telephone 766-049 
Cables, Georgefilm 
Telex Seek AKNZ 2901 Georgefilm 

jf^SEA 
W FILMS 

PROFESSIONAL 
UNDERWATER 
PHOTOGRAPHY 

(415) 841-0555 

Al Giddings Enterprise 
6853 Buckingham Blvd., Berkeley, CA 94705 

24 HOUR MESSAGE NO.: 1301) 345 8141 

P. O. Box 234, College Park, Md. 20740 

VERTICAL EDITING 
TABLE SYSTEM se/fci- 
utched: synch, drive SCD.$I70; 
takeup drive SCT $150- fits 
over rewind long shaft. Sp¬ 
ecial 1600 ft. reels. $6 ea. Wr¬ 
ite/call CINE PACER for bro¬ 
chure. Five day free inspect. 
Also avail.: BRENNER CINE - 
SOUND (202) 244-3800 

scripts. However, in spite of these many 
refusals, I’ve been very lucky to work 
only with directors whose ideas of artis¬ 
tic approach are the same as mine. I 
work not only as Director of Photog¬ 
raphy, but more often as co-script¬ 
writer and co-director, as well. I think 
always in terms of the feature as a 
whole unit. When I am working as 
Director of Photography, my respon¬ 
sibility is always less than that of the 
Director, and if there is a difference of 
opinion, I have to accept his opinion. 
When I am directing the film myself, the 
responsibility is greater and I have only 
my own opinion to rely on. That’s the 
main difference. 

QUESTION: The training of the 
cinematographer mainly has to do with 
things — machines, cameras, film — 
whereas, the director is dealing with 
people and human emotions. Have you 
found any difficulty in switching your 
attention from things to people in 
becoming a director? 

SARA: A good camera operator knows 
that the knowledge of technical things 
is as important as knowing how to eat, 
drink or breathe. He is not allowed to 
have problems or difficulties with the 
technical elements. I am fortunate in 
not having any difficulties working with 
actors because, as I’ve said, I’ve always 
worked as a kind of partner with the 
director and scriptwriter. Also, I’ve had 
three wives who are actresses — which 
has given me a certain experience with 
the actor’s mind. Working well with 
actors and actresses means that you 
have to have a feeling for psychology. 
You have to find ways of communi¬ 
cating with them, because all actors 
and actresses are different. It is the 
same problem as in everyday life — 
that of establishing communication 
with several kinds of people. If you can 
manage that in life, there’s no problem 
in finding a way to do it when you’re 
making a film. m 

made for the bright lights 
Lee Fi Iters - known and acknowledged 
the world over as the finest high-quality 
range of cinematographic and 
theatrical lighting filters. 
Long lasting,consistent in 46colors, 
always readily available, Lee 
offers a versatile, wide range 
plus the technical back-up to match. 
Lee Filters-made for the bright lights. 
Contact 
M Sheppard, Belden Communications Inc. 
25 West45th.Street.NewYork N.Y.10036 
(212)730-0172 

Sample books on request 

I LEE I 
FILTERS 

Rain Covers 
for most 

16mm and 35mm cameras 

aiangordon enterprises me. 
1430 N. CAHUENGA BLVD. 

HOLLYWOOD, CALIF. 90028 
Telephone: (213) 466-3561 

INTER¬ 
FORMAT 
16mm and superS 

effects • titles • aerial image 

blowup • reduction 

Box 11005 San Francisco 94101 

MUSIC MOODS 
FOR FILM 

This record is a comprehensive 
MOOD MUSIC LIBRARY, designed 
specifically to meet the needs of low 
budget feature films, independent film 
makers, film classes, and any kind of 
production where commercially 
licensed music is required. 

Almost every basic film mood is 
covered in one comprehensive record 
and contains electronic music, multiple 
guitars, solo flutes, rock, jazz, etc. 18 
separate theme moods are included. 

Price of $49.95 grants ownership of 
the record itself, and a 3 year license 
for the commercial use of the sounds 
contained on it. 

MELAINE PRODUCTIONS 
114 WEST MT. PLEASANT AVE. 

LIVINGSTON, NEW JERSEY 07039 

SuperS Sound, Inc. 
is in San Francisco at 

STUDIOS 
345 Sutter Street 

San Francisco, 
California 94108 

(415) 986-5040 

Authorized SuperS Sound Dealer 
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BUY-SELL-SWAP HERE 
STUDIO PRODUCTION EQUIP. STUDIO PRODUCTION EQUIP. STUDIO PRODUCTION EQUIP. 

1 AETON Crystal motor for NPR. Arrlflex 2C, c/s 
motor, v/s motor, flat base magazines (213) 399- 
3650 or 396-4779. 

COMREX Wireless mike transmitter B-217 & re¬ 
ceiver cost $1200 sale as Is $150. D. LEITERMAN, 
(416) 361-1664. 

BACH AURICON Model CM-72A Cine Voice II 
camera (less lens) with accessories. Contact Mr. 
MCKINZIE (717) 757-6611. 

ARRIFLEX 16BL with 12-120 Angenleux, universal 
motor, 2-400 magazines, mattebox, 2 Cine 60 bat¬ 
teries, variable speed control, regular and offset 
finder, 2 sync cables, deluxe case, accessories, 
$8,800. (21 6) 771 -7885. 

ECLAIR CM-3, Techniscope; 2 16mm, 2 35mm 
mags; lenses; blimp; motors; cases; etc.; O’Connor 
100C head; ColorTran crab dolly. Best offer (414) 
962-4037. 

ARRI IIC/Techniscope, blimped, handheld crystal 
camera outfit complete, $8,995. Arrl IIA, Angenleux 
25-250 and 3-prime lenses, complete package, 
$3,995. Eyemo with 6 lenses, mint, $595. DeBrle 
Super Parvo 35mm reflex self-blimped studio cam¬ 
era outfit, perfect, $6,995. B&H 2709 camera setup 
for animation, $995. Arri-BL package including 
magnetic sound module, $7,295. Arri-S, loaded 400’ 
outfit $3,495. Arri-S, 100’ outfit with Angenleux 12- 
120 lens, $2,995. Eclair ACL, Angenleux 9.5-95 lens, 
4-200’ mags, crystal motor, battery, charger, 
$5,995. Auricon 400’ Conversion, complete sound 
newsreel outfit, $2,695. Canon Sound Scooplc 
200SE, complete $2,795. Canon Scooplc 16, com¬ 
plete, $795. Eastman Hispeed, runs 750-3000 fps, 
mint, $995. Bolex Rex-5, Angenleux 15-150, ESM 
motor, 400’ mag, other accessories, $2,595. Amega 
M3 portable 16mm recorder, $1,195. Nagra 4.2L 
recorder, loaded $2,895. Nagra SNN recorder, 
$1,900. Magnasync 602, 16mm 2000’ recorder 
$1,895. Magnasync X400-E13, triple 16mm dub- 
bers, $1,995. Westrex 35mm portable recorder, 
$1,995. Ampex 440-8, eight track recorder, sync 
lock, mint $7,495. Bolex 321 projector, $895. Vibra- 
Stop lens, stops camera shake, new $795. Sony VO- 
1600 recorder $1,295. Sony VP-1000 player, $995. 
COMQUIP, 366 S. Maple Ave., Glen Rock, NJ 07452. 
(201)444-3800. 

9.5-95mm ANGENIEUX zoom w/Eclalr mount, 
$2800. B&H FILMO w/2 lenses, case, $295. (213) 
396-0563. 

ARRIFLEX 35mm IIC, matte box, CS mtr., 2-200 ft. 
mags., 35mm, 50mm, 18mm lenses and case, 
$2000. Call (213) 271 -2412. 

ANGENIEUX 12-120 C-mount 10'/i finder, $1,100. 
Raby camera dolly, $400. MR-sound boom 103-B 
on 126B perambulator, $800. Sennheiser wireless 
SK1005 xmtr, EM1008 rcvr $200. IVC-800 video¬ 
tape recorder, $600. Cinema Eng. equalizer, $75. 
Maurer 16mm 400 ft. mag. $100. Magnasync inter¬ 
lock motor, $200, 2-K studio lights, (6) $50@. 
METRO STUDIOS INC., 1309 Ridge Ave., Phila¬ 
delphia, PA 19123 (215) 978-5577. 

16mm ARRI-S w/3 motors, 2 mags, 12-120mm 
zoom lens, $3,300. 16mm Eclair NPR w/2 mags, 
9.5-95mm zoom lens, crystal motor, $6,500. Mlsc. 
other items. STADMOR FILM CO., (213) 545-0603. 

ARRIFLEX 352C high speed with internal sync- 
pulse, V/S motor, 28mm, 50mm, 75mm supersharp 
Schneider lenses, 1 400’ mag, swlng-a-way matte 
box, Italian flat-base, battery, case, extras, all excel¬ 
lent, $4,000 or best offer. CHRIS NIBLEY, 2726 
Creston Drive, Hollywood, CA 90068 (213) 463- 
6000.  

AURICON PRO 600, zoom lens, $475. Pro 200 $375, 
mint, both silent. K-100, $190. Mitchell Legs, $45. 
PAPIN, 1153 Queens Place, K.C. MO 64131. 

ARRIFLEX-35mm Techniscope camera-2, CBT, 
400ft magazine, V/S motor (212) 245-5147. 

HARDLY USED: (1500 ft) NCE model AMD anima¬ 
tion motor and control unit, $750. Adapter for Bolex 
16 Rex, $200. (212) 548-2822. 

101 EFX: Latest sound effects for dubbing and loop¬ 
ing. No producer or studio should be without them. 
On cassettes, $29.95. WORLDWIDE FILMS, 395 
Main St., Metuchen, N.J. 08840. 

MITCHELL 35 standard. Ball bearing model. Ultra 
precision registration. 2-144 fps. Never used, 
$2200. Cost $8000 or will trade for 35 Arrl. Rare 
opportunity. MORRISON, 2040A Garden Ln., Costa 
Mesa, CA (714) 548-7234 or 546-6677. 

MODEL JA printer, roller gate, Fansteel power sup¬ 
ply, $2000. Uhler CCJ16, $200. RON HALLIS, (514) 
671-5215. 

New (Almost!) 35-2C complete package — 60% off 
current list. Individual items — 55% off current list. 
We can document that the following equipment was 
purchased new by a major corporation exclusively 
for in-house filming, and Is in mint condition. ARRI 
352CBGS w/case; 4-400’ magazines w/case; 2- 
200’ magazines; 25-250mm Angenleux w/case & 
cradle; 1.6x multiplier; 25, 50, 75mm Cooke lenses; 
16mm Distagon lens; VS and CS motors; 2 belt bat¬ 
teries; Periscope finder; sunshade; hi-hat; NCE 
model C tripod w/head and case; baby legs w/case, 
Triangle; 85N, N3, N6 sets in 4%, 3x3, 2x2, Ser. 6&7; 
1 -41/2 Star for zoom; matte box, list $23,209. Bob 
Darners, LYNCH FILMS — Dlv. of Lynch Audio Vis¬ 
uals, Inc., 86 Terry Road, Smlthtown, Long Island, 
NY 11787. (516) 265-0404. 

MINI-MAT 216 8-16mm film processor ME-4. 10 
fpm 3 yrs. old, good condition. 90 day factory war¬ 
ranty on all parts, $3,500. HILLS MFG. CO., INC., 
P.O. Box 125, Chalfont, PA 18914 (215) 345-8590. 

ANGENIEUX 5.9mm C mt, used twice $725. 12-120 
C mt. just reconditioned, $750. Same in CA-1 mt. 
$775. Bolex BX55.12 battery for MST, $120 Hassel- 
blad 500C Zeiss 80mm, accessories, $725. 150mm 
Sonnar, accessories, $550. Kinoptlk 9.8mm Tegea 
Arrl mount, as new, $550. Many Nlkkor, Soligor 
lenses. Inquire. Stereo Nagra 4SL, Atn, Par, Nicads, 
QHT case, all cables. Used only in studio, Mint, 
$3,000. AKG D-900 shotgun, accessories, hardly 
used, $130. JBL D-130F speakers, $65. ColorTran 
1K qtz. Focusing fixtures, $40. Much more. Will bar¬ 
gain some items (617) 492-1062 AUSTIN or 
WAYNE. 

MINT condition Arrl 16-S, 5.9mm Angenleux, 10- 
100mm Zeiss, Clne-60 Belt, Spectra meter, filters, 
aluminum carry case, fluid head tripod. Priced for 
quick sale, $4,900. WALT ROBSON (408) 734-5550. 

PARRISH conversion of Auricon Clnevolce 1200 ft 
magazine, scy motor, optical sound, $600. Moviola 
synchronizer 16mm 4-gang new, $125. Bolex H16, 
Stevens battery motor, $125. F&B tripod, $100. Pan- 
Cinor 16mm-85mm Zoom, $200. HERB COMBS, 
R.R. #5, Bedford, Ind. 47421. 

ECLAIR NPR, Beala motor, 2-400 ft. mags., belt bat¬ 
tery and accessories. 4 Lowel quartz lights with 
stands, etc. Spectra meter, Spectra Combi, NCE 
head with 7 standard legs. All for $8,900. Call WIL¬ 
LIAM GREAVES (212) 586-7710. 

MITCHELL 16mm camera. 4 lenses, 4 magazines, 4 
motors, viewfinder, blimp for 400’ and 1200’, tripod 
and friction head, carrying cases, etc. Full price 
$2,950. CINE/PRECISION ENGINEERING CO., 1038 
No. Highland Ave., Hollywood, CA 90038. (213) 462- 
8787. 

CP-16R — 2 NC-4 batt. packs with chargers, An¬ 
genleux 9.5-95mm with BCP, 2 PLC-4 mags, set of 
gel filter holders, J-5 power zoom control with 
bracketry, location case. Excellent condition, must 
sell, $8,000. (904) 237-2129. 

SURPLUS STUDIO EQUIPMENT SALE. A complete 
re-recordlng 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 STU¬ 
DIOS, 35 NE 62nd St., Miami, FL 33138 (305) 754- 
9539. 

2 BNC cameras, Brand new — never used. Rack- 
over type #362, 364. Complete outfits with 7 Cooke 
speed panchro lenses 18mm 25mm (series 3) 32, 
40, 50, 75,100mm (series 2) — 4 1000 ft mags; 110v, 
220v and 96v. multi-duty motors; viewfinder with 
cams, sunshade, mattebox, cases, cables, filter 
holders. All In original condition. Today’s value well 
over $30,000 each. Cameras available for 
Inspection in New York. Please mall an offer. 
AMERICAN CINEMATOGRAPHER #1798. 

SONOREX Double band 16mm projector, $2395. 
Moviola 16mm 1 pic, 1 snd grn, $1450. B&H Pedes¬ 
tal splicer 16 & 35mm, $295. B&H D printer 35mm, 
$995. Deluxe General 35mm color printer, $1995. 
B&H 32mm printer can be used for 16mm Model J 
type $1200, Amega A-1 recorder, $1195. Free cata¬ 
log, projectors, editorial supplies, cameras, proces¬ 
sors, printers, complete list. Write, Wire, Phone 
ICECO, 35 NE 62nd St., Miami, FL. 

2 400-ft magazines, motor for Arrlflex 16S, rugged 
case, mint, $610. Clne-60 zoom motor 12-120 
Angenleux, $225. Spectra professional light meter, 
$75.(213)881-2184. 

BNC-SPR with 5 new Super Baltars 20 thru 75mm, 2 
motors, accessories. Also, NC-SPR with new 35, 50, 
75mm Super Baltars, 3 motors, accessories. 25- 
250mm Angenleux zoom. 35mm Mitchell Back¬ 
ground Projector. Call or write for complete list and 
prices. JAMES CONTNER, 35 Old Forge Rd., Wilton, 
Conn. 06897. (203) 762-2076. 

ARRIFLEX 16S Arrl Blimp 2-400’ mags; 11.5-16-28- 
75mm Schneider lenses; torque, wild, sync motor; 
mint, many extras, $4500. Bolex S221 opt/mag pro¬ 
jector $850. TelAnlma titler, $200 (203) 744-2919 
after 5pm. 

Dubbing facility, like new Magnasyncs, torque 
motors, projector, all Selsyn interlocked, solid state 
mixing console, $5,000. Trade, offer, MAGGIO, 98 
Brian Lane, Rochester 14622. 

PAN CINOR 17-85mm, F:2, C-mt, finder, $350. 
Bolex light meter “H”, $35. Bolex Unimotor B, bat¬ 
tery pack and AC adapter, $125. (812) 339-2002. 

RCA DUAL PM 85-35mm/16mm reversing dropln 
recorder. 3 Magnasync 35 dubbers, 2 Westrex, 2 
Westron 16mm dubbers. RCA 35mm Recorder ex¬ 
pert electronics 6-channel mixing console, all 
Selsyn control system plus RCA optical 16mm 
recorder, Pultec equalizer, magnetic resolver, elec¬ 
tronic footage counter, A-7 speakers, many extras. 
SONIC RECORDING, 112 May St., Chicago, IL 
60607(312)666-1771. 

OXBERRY late model optical printer, model 1700, 
35mm long bed aerial Image with automatic light 
valve, automatic focus, skip frame, predetermined 
counter, electric positioning controls for camera 
and aerial Image. All solid state printed board cir¬ 
cuitry. Plug-In modules, will receive 16mm and 
8mm components. Tilt aerial head and camera. 
Automatic dissolve and fade. Multi speed drive with 
high speed rewinds. Valve on lamphouse main¬ 
tains 103 lens at best F stop at all positions. Excel¬ 
lent condition, Immediately available. Telephone 
(914) 235-2720 for additional details. PHOTO¬ 
GRAPHIC EQUIPMENT SERVICE, INC., 695 Main 
St., New Rochelle, NY 10801. 

B&H model JB16mm printer, excellent, $2495. B&H 
model DC printer, $1495. Deluxe General 35mm 
color step printer, $1595. DePue optical reduction 
printer, 35-16mm, $3300. Free catalog. INTER¬ 
NATIONAL CINEMA, 35 NE 62nd St., Miami, FL 
33138. 

TWO Eclair 16mm coaxial 400' magazines. New 
style. Mint condition, Nos BC82, AZ51. Write or call 
WENDELL, Athletic Dept, 208 BFAB, U. of M. 
Minneapolis 55455 (612) 373-4217. 

MITCHELL 35mm NC. $3. Hollywood’s classic 
motion picture camera on a 24 x 36 Inch glossy 
high-quality poster. A truly beautiful reproduction. 
Send $3.00 to BLUE RIDGE, 1020 N. LaBrea, Holly¬ 
wood, CA 90036. CA residents add 6% sales tax. 

ARRI 16BL w/9.5-95 Angenleux two 400’ mags, 
single system sound module & amplifier, case, 
$7800. Arrl 16S w/12-120 Angenleux, motor, 
battery, case, $2600. Eclair ACL, crystal motor, 
three 200’ mags, $4950. Frezzl LW16 with 12-120 
Angenleux, crystal motor, battery, two magazines, 
$2750. Auricon Super 1200, magazine, MA11 
sound, Mag head, 12-120 Angenleux, $2650. SAW¬ 
YERS, Hollywood (213) 466-6112. 

RATES- Ads set in lightface type SOc per word. Minimum ad, $5.00. Text set in lightface capital letters (except 1st word and advertiser’s name) 60c per word. 
Modified display format (text set in boldface type, capitals or upper and lower case) $5.00 per line. Send copy with remittance to covepayment to Editorial Office, 
American Cinematographer, P. 0. Box 2230, Hollywood California 90028. Forms close 1st of month preceding date of issue. 
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STUDIO PRODUCTION EQUIP. 
ARRI S with 10. 25, 50mm lens, Zeiss 10-100 with 
motor, 2 mags, 1 motor, belt, large case, matte box, 
filters. Miller pro head and legs. Baby legs. Arrl 
shoulder brace, body pod. Klnoptik 5.7 with Gen¬ 
eral Camera shipping case. BL AC motor, Frezzo- 
lini 200-DAC Inverter, transformer. ColorTran sun- 
guns with Sylvania block batteries. Moviola, 16mm 
upright, with single mag track. Pentax Spotmatic 
with 55mm and 135mm. All very good condition, 
well maintained. ELI PRODUCTIONS, 1518 P St., 
N.W., Washington, DC 20005 (202) 332-1100. 

SPRING CLEARANCE — USED EQUIPMENT. 
Lloyd’s Camera Exchange, Hollywood. All Beaulieu 
16mm cameras at dealer cost. Aurlcon ClneVoice 
camera, $475. Acme 35mm camera w/3” Baltar, 
$750. B&H 35 camera MOD 2709, $995. Arrl MB, 
$1450. Arrl M, $3950. Mitchell 16mm camera, 
$1950. Mitchell 35mm camera, $1950. Wall 16mm 
camera, $475. Wall 35mm camera, $750. B&H 
Eyemo single frame, motorized, $160. Milllken 
16mm Hispeed, $395. Fastax 16mm hl-speed, 
$295. Fluid head for Bolex 16, $109. Write us for 
your new or used equipment needs. LLOYD’S 
CAMERA EXCHANGE, 1612 Cahuenga Blvd., Holly¬ 
wood, CA 90028. 

 SUPPLIES  
BLACK leader, 16mm, fresh stock processed to 
4.0+, guaranteed. $.024/ft. min. order 2000 ft. com¬ 
plete lab services and supplies, 16mm & Super-8. 
LEO DINER FILMS INC., 350 Golden Gate Ave., San 
Francisco 94102 (41 5) 775-3664. 

 WANTED  
KODAK K-100; single lens models; good operating 
condition. Call (904) 237-2129. 

O’Connor 100B head. Write or call WENDELL, Ath¬ 
letic Dept., 208 BFAB, U of M, Mpls. 55455 (612) 
373-4217. 

RAW STOCK FILM NEEDED. Highest cash paid for 
16 or 35mm color negative or reversal film, includ¬ 
ing any EF (7242) mag. stripe. B&W reversal also 
wanted. FILMEX, (Fllmbrokers) (416) 964-7415 col¬ 
lect. 

PROFESSIONAL motion picture equipment, 16mm 
and 35mm, cameras, lenses, lights, sound, editing, 
projection, lab, for outright purchase or consign¬ 
ment. Supply complete technical description and 
price for immediate reply. Ted Lane, ALAN GOR¬ 
DON ENTERPRISES, INC., 1430 Cahuenga, Holly¬ 
wood, CA 90028, (213) 466-3561. 

ANGENIEUX 10 x 24 reflex zoom lens for Mitchell 
BNC required. Need not be complete or mounted. 
Please state condition and price. R. LEWIN, 72 
Queens Head St., London, N.1. U.K. 

IF YOU WANT TO SELL YOUR EQUIPMENT — 
THIS SHOULD MAKE SENSE 

Place it on consignment with F&B/Ceco — where 
hundreds of shoppers visit our New York and Holly¬ 
wood showrooms every day. Our used equipment 
price lists are mailed to over 30,000 potential 
buyers. We’ll get your price for it — and even ar¬ 
range a cash advance if you require it. Remember 
our sales total over $6 million yearly — we sell more 
used equipment than any other dealer. In the East 
call HY ROTH in New York, (212) 586-1420. In the 
West, call BOB KAPLAN at (213) 466-9361. 
F&B/Ceco, 315 W. 43 St, New York, NY 10028 and 
7051 Santa Monica, Hollywood, CA 90038. 

FILM STOCK, 16/35mm. Will consider all types. 
Sealed, opened & ends. RAFIQUE, 814 Broadway, 
New York, NY 10003. (212) 228-2757. 

 RENTAL  
CINEMONTA & STEENBECK rentals delivered to 
your premises. KLM ASSOC., INC., West Coast 
(213) 931 -6151, East Coast (301) 299-7259. 

PRODUCTION Equipment at sensible prices .... for 
example $15 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, Klllingworth, Ct. 06417 or call (203) 663- 
2222.  

NAGRAS for rent. Nagra IV-L, QSLI, crystal, $85 a 
week, $225 a month. Nagra III, with crystal, $50 a 
week, $1 50 a month — call (212) 548-1 439. 

KEM rentals in Hollywood. HORIZONTAL EDITING 
STUDIOS (213) 461 -4643. 

 SERVICES AVAILABLE  
LOCATION recording throughout the world. Either 
stereo or sync. JACK CLINK (703) 521 -8282. Cable 
address: CLINK SOUND 

RON HAYES, Wildlife Photographer. Photographer 
of “Alaskan Safari” and "North Country”. Accept¬ 
ing any film assignments In Alaska. Wildlife stock 
footage available. 16mm. RON HAYES, Box 1711. 
Anchorage, AK 99510 Phone: (907) 272-0051. 

SHOOTING IN JAPAN. HORNET VISUAL PROJ¬ 
ECTS offers 16mm or 35mm film production 
services. Matsushima Bldg., 1-7-4 Akasaka, 
Minato-ku, Tokyo, Japan. 

AVAILABLE June-USC Cinema Graduate. Exper¬ 
ience all areas live action, pixilatlon, cel-animatlon 
16mm filmmaking. Will travel world, do feature work 
on spec. Resume, sample reel. TOD MILES, 1027 W. 
34th St., 308C, LA, CA 90007. 

LOCATION sound-Sync-to-16 track, WARREN 
ROSSIN (215) 978-5577. 

HERMAN GALLI CAMERA SERVICE 
16mm and 35mm motion picture cameras serviced 
and repaired. Lens collimation, repairs. Zoom lens 
tested thru projection. ARRIFLEX ECLAIR AN¬ 
GENIEUX 16mm projectors, machine shop modi¬ 
fication. STEENBECK EDITORS sales and service. 
HERMAN GALLI CAMERA SERVICE, 6804 Mel¬ 
rose Avenue, Hollywood, CA 90038 (213) 931 -4111. 

 SITUATIONS AVAILABLE  
VICTOR DUNCAN, INC. has opening for camera 
rental technician. Must have a practical working 
knowledge of modern cameras, recorders, film- 
making equipment. Call Frank Marasco. (312) 321- 
9406. 

EDITORS, A new, nationally-syndicated, children’s 
television series is looking for staff editors. April 1 st, 
May 1st start, willing to relocate. Familiarity with 
console editing preferred but not necessary. Send 
inquiries, resumes, and salary requirements to 
AMERICAN CINEMATOGRAPHER, dH 799. 

VICTOR DUNCAN, INC has opening for camera re¬ 
pair technician. Must have practical background in 
mechanics, electronics, optics. Call ROBERT BUR¬ 
RELL (313) 371-4920. 

 SITUATIONS WANTED  
FILMMAKER, technically competent and creative, 
desires position. Experienced In cinematography, 
sound and editing, 16mm & 35mm. DAVID PAR¬ 
RISH, 2607 West Chestnut, Yakima, Washington 
98902. 

 MISCELUNEOUS  
STOCK FOOTAGE of San Francisco for sale. From 
16mm ECO original. $3.00 per foot, minimum bill¬ 
ing 25 feet. B&W preview. MARVIN PRODUC¬ 
TIONS c/o Sheldon Marder, 1235 N. Laurel #9, West 
Hollywood, CA 90046. 

CINE-SHOPPER classified ads reach 10,000 serious 
Filmmakers. To sell, trade, buy equipment or ser¬ 
vices send 20c per word ($5 min.) with ad to: COM- 
QUIP, INC., 366 S. Maple Ave., Glen Rock, NJ 07452. 

SuperS Sound, Inc. 

Authorized Supers Sound Dealer 
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golden years. 
One item he’s especially proud of is 

an original script of “Gone With The 
Wind". 

“It was willed to me by the wife of a 
man who worked on the picture,” he 
comments. Wellman now plans to give 
it to the ASC Museum, which is super¬ 
vised by Charles Clarke, society gover¬ 
nor and treasurer. (Wellman himself 
now is serving a second one-year term 
as an ASC alternate governor.) 

His home, too, is filled with memen¬ 
toes of such movies as “King Kong” 
and “Citizen Kane” and “Mutiny on the 
Bounty.” 

“I’m not really a collector, but during 
the kind of lifetime I’ve had, you pick up 
an awful lot of interesting things, that 
you just never want to part with.” 

They also include a telegram from 
director Frank Capra, which he re¬ 
ceived on that Venezuelan location, 
congratulating him on his Emmy and a 
selection of Christmas cards from Or¬ 
son Welles. (“He sends me one every 
year, no matter where he is in the 
world”.) 

And then, finally, there’s Emmy. The 
statuette, not the daughter! That 
symbol of television excellence is 
parked right in the front hallway of 
Wellman’s home. 

“I’m not proud,” says Harold Well¬ 
man. “I want everybody to get ac¬ 
quainted with her!” ■ 

SOUND BARNEYS 
for most 

16mm and 35mm cameras 

aiangordon enterprises me. 
1430 N. CAHUENGA BLVD. 

HOLLYWOOD, CALIF. 90028 
Telephone: (213) 466-3561 

BLOW-UP 
HIGH QUALITY 

35MM NEGATIVES 
FROM YOUR 16MM ORIGINALS 

(OUR ONLY BUSINESS) 

Stock Shots Enlarged to Match-in with 
your 35mm Negative 

Complete Pictures Transferred to 35mm 

Call—Adrian at (213) 463-3178 

CINESERVICE, INC. 
1459 North Seward Street 

Hollywood, California 90028 
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no backpack, 
separate recorder, no time-base corrector 
n "street-ready "system, under $10,000* 

Frezzolini® Model LW-16 cine 
camera, world's standard for 

newsfilm/documentary filming. 

“When Fm out on the “street”where it’s happening, 
and light levels are low and maybe it’s raining, 

I really must have a lightweight self-contained 
totally reliable*camera’.’ 

In 1976 declare your independence 
from the tyranny of running with the 
"pack" (a heavy camera, backpack, 
separate recorder). Don't settle for a 
camera that's "like"a film camera. Get 
the real thing, with freedom to move 
around anytime, anywhere—get a 
Frezzi LW-16 sound-on-film camera. 

where reliability* is more than a word, it’s our way of life. 

Frezzolini Electronics Inc. 
7 Valley St, Hawthorne, N. J. 07506 

Phone (201) 427-1160 
(N.Y.C. 212) 594-2294 

2k PHOTOMART 
CINE EQUIPMENT SUPPLIERS 

6327 South Orange Ave., Orlando, Fla. 32809 

Phone (305) 851-2780 

INTERNATIONAL. Inc. 

11 Caesar Place, Moonachie, NJ. 07074 

Phone: (201) 939-0875 
Cable: Cinecraft Moonachie 



8mm 
never had it so 

"super" 
Our new high-speed Super 8 
panel printer is one of a kind, 
made to our specifications. It 
automatically adjusts the red, 
green and blue light for each 
scene. 

And our magnetic sound 
is second to none. 

Then there's your ultimate 
assurance of "super" Super 8 
quality: the Byron environment in 
which not a single particle of dirt 
escapes our electronic air 
cleaners. 

And Byron prints at 400 feet 
per minute. There's no 

more accurate Super 8 printing 
process. 

Test us! Send us your 16 
internegative and 16 magnetic 
track and see how beautifully 
Byron transfers them to Super 8. 

byron 
COLOR-CORRECT® 

65 K Street, Northeast, 
Washington, D.C. 20002 
202/783-2700 
WORLD'S MOST SOPHISTICATED 
VIDEO TAPE AND FILM LABORATORIES 


