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F&B/Ceco says: 

^Don’t buy a 
new camera now. 

Here’s how inflation has hit this market: 

1970 1972 1976 1970-1976 

ARRIFLEX 35IIC $5908. $6370. $10,381. + 76% 

ARRIFLEX 16BL 8390. 9426. 14,988. + 79% 

ARRIFLEX 16 ‘S’ 5543. 5883. 9790. + 77% 

ECLAIR 16NPR 7830. 10,524. 15,900. + 103% 

ANGENIEUX 12-120 ZOOM 895. 1140. 2520. + 181% 

ANGENIEUX 25-250 ZOOM 2645. 3410. 7305. + 176% 

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

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

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

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

Here’s what it will cost: 
PREVENTIVE 

MAINTENANCE* OVERHAUL** 

16MM ARRI ‘S’ $45.00 $210.00 

16MM ECLAIR NPR 90.00 300.00 

16MM SINGLE 
SYSTEM NEWS 
CAMERA 45.00 180.00 

35MM ARRI 45.00 210.00 

BNC REFLEX 120.00 750.00 

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

"Includes Camera Body Only. 

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

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

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

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

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

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

For more anti-inflation 
information call or write: 

Repair and 
Maintenance Specialists 

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 



We run into so many 
unusual situations 
when we rent equip¬ 
ment that we can 
now offer you a 
selection of solu¬ 
tions to other 
people's problems. 

We've modified, 
adapted, and in 
some cases, de¬ 
signed individual 
equipment for 
specific jobs. 

With a complete 
selection of 16mm 
and 35mm cameras 
and lighting equip¬ 
ment, we have just 
about everything 
you might need- 
(including three 
modern stages). 

And a staff of pro¬ 
fessionals who are 
ready to help you 
anytime, anywhere. 

So, if you've goto 
problem, call us. 

We may already 
have the answer. 

general 
camera 

corporation 
471 Eleventh Avenue^^ 
New York, N.Y. 10018 
(212] 594-8700 



Most flatbed editors can’t do all 
the things that this one can. 

But,on the other hand, they cost more. 
Take the world's finest 16mm flatbed 
editors, compare them feature by feature 
with ours, and you'd be hard pressed to 
find one that matches Showchron. 

Then, when you compare their price 
tags, you'll discover that American-made 
Showchron at under $8,500 is a pile of 
money less than anyone else. 

Showchron is manufactured by Honey¬ 
well and sold only through authorized 
dealers with factory trained service 
technicians. 

It has a patented single sprocket 
drive that significantly reduces the 
danger of film scratching. The core 
spindles incorporate a clutch which 
prevents friction damage to the film 
emulsion during instant braking at 
high speeds through the sprockets or 
during rewind. Showchron has a 
direct interlock drive system, a torque 
motor for each of its turntables and 
electromechanical brakes. 

Each sprocket has an inching knob 

for manually locating frame-to-frame 
viewing, for marking, and for precise 
threading of start marks. 

The sound track may be shifted 
forward or back for precise sync while 
film is in motion. The sound track 
may also be advanced or retarded, 
independent of film, at high speed. 

Control functions for all film move¬ 
ment are consolidated in a master 

control knob which permits instant start 
and stop of film, controls film speed 
and allows instant switching from 
forward to reverse or reverse to forward 
without stopping the film. 

The digital counter displays not only 
feet/frames but minute/seconds and has 
a separate display indicating the number 
of frames which the sound has been 
displaced relative to picture by the use of 
the advance/retard feature. 

Showchron is more functional than 
anything in its class, but allow us to 
mention its most obvious but least 
important feature. 

It sure is beautiful, isn't it? 

SHOWCHRON 

VICTOR DUNCAN INC 
200 E. Ontario Street 

Chicago, III. 60611 

(312) 321-9406 

2659 Fondren Drive 

Dallas, Tex. 75206 

(214) 369-1165 

11043 Gratiot 
Detroit, Mich. 48213 

(313) 371-4920 

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

Available exclusively through these dealers 

FERCO 
363 Brannan Street 
San Francisco, Calif. 94107 
(415)957-1787 

IMAGE DEVICES 
1825 N.E. 149th Street 
Miami, Fla. 33131 
(305) 945-1111 

SHOWCHRON AMERICA CORP. 
9701 Wilshire Boulevard 
Beverly Hills, Calif. 90212 

(213) 550-0800 



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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ON THE COVER: Greg MacGillivray and Jim Freeman, of MacGillivray/Freeman Films, 
Laguna Beach, California, man the cameras to shoot a balloon ascension for the opening 
scene of “TO FLY”, a film celebrating the American Bicentennial and filmed in IMAX, the 
world’s largest motion picture format. Beginning in July, “TO FLY” will be shown exclusively in 
the new, specially designed theater of the National Air and Space Museum in Washington, 
D.C. Cover design by HERB A. LIGHTMAN. 
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Union, $10.00 a year (remit International Money Order or other exchange payable in U.S.). ADVERTISING: rate card on request to Hollywood 
office. CHANGE OF ADDRESS: notify Hollywood office promptly. Copyright 1976 ASC Holding Corp. Second-class postage paid at Los 
Angeles, California. 
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Lucien Ballard is one of the most 
respected as well as one of the busiest 
Directors of Photography. This inter¬ 
view was recorded between takes on the 
set of “St. Ives.” His long list of credits 
include “The Wild Bunch,” “The 
Getaway,” “FromNoon to Three,”and 

“True Grit.” 
“Recently, a talented young 

director remarked: ‘It’s more than 
letting the camera tell the story. 
It’s letting the story tell the camera! 
I remember Henry Hathaway 
saying, ‘The subject matter itself 
will suggest the cinematic style. 
Trick photography has destroyed 
more movies than it has helped. It 
should be used only for an effect! 

“There are many pictorial ways 
to enhance the look of a movie. 
Before shooting ‘The Wild Bunch’ 
Sam Peckinpah and I did a lot of 
research on the Mexican Revolu¬ 
tion. Looking at movies and stills, 
we were both taken by the shallow 
flat effect of the images. This was 
the look we tried to duplicate in the 
film. 

“Each film has its own visual 
style but for me, as cinematographer, 
there is one constant. I have to 

deliver a good negative. That’s why 
I like Eastman color negative II 
film 5247. It’s got good resolution 
and a finer grain. 

“Once you’ve got a good negative 
you can do your magic on the 
optical bench. Diffuse it, soften it, 
fog it, do whatever you want with 
it. On the other hand, if you shoot 
it soft, you’re stuck with it that 
way. 

“Different directors, different 
styles. I’ve had the good fortune to 
work with many of the finest 
directors in the business. And every 
one has a different way of working. 
Peckinpah uses you as both his eyes 
and his sounding board. He’ll 
bounce ideas off you and will also 
listen to your suggestions. 

“I once had a big fight with 
Henry Hathaway. Great director, 
very famous, toughest director 
in town. We did ‘True Grit’ and a 
number of other films together. 
If he said he wanted the camera right 
there, he meant right there. 

“If I thought I could improve the 
shot, I would quietly move the 
camera over a little, making sure I 
erased the old position marks. 
But nothing and no one on the set 
was supposed to move without 
his say-so. 

“One day I did something he 
really got upset about. He just raised 
hell. I mean, he chewed me up 
and down for about five minutes. 
Just when I figured he was finished, 
he yelled: ‘And don’t think I don’t 
know you move the camera on me 
all the time!’ He turned and 
walked a short distance away, looked 
back and said: ‘But I know you 
make it better.’ ” 

Just as a good negative is the constant 
for Lucien Ballard—a quality product 
that the industry can rely on is the con¬ 
stant for Fastman Kodak Company. 
Each improvement, each development 
in films for the industry is tested and 
retested to be sure that it can provide 
total, maximum quality, capability, 
and reliability. 

For a copy of this and other inter¬ 
views, send for ourfree booklet. 

Write Fastman Kodak Company, 
Dept. 640-D, Rochester, NY 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: 202/554-9300. 
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WHAT’S NEW 
IN PRODUCTS, SERVICES AND LITERATURE 

DIRECTORY FOR FILMING IN 
WASHINGTON, D.C. TO BE 
AVAILABLE 

A free directory of information for 
filming in the Washington D.C. area will 
be published by the Washington Area 
Filmmakers League. The 100-page- 
plus booklet will contain references 
and resumes of qualified area-support 
and filmmaking personnel, a compre¬ 
hensive listing of film-related services 
in the area along with sample evalu¬ 
ations by filmmakers who have used 
them, a guide to what you as a film¬ 
maker can and cannot expect to find in 
Washington, advice on permits, park 
regulations etc. 

Of special interest in this bicen¬ 
tennial and election year, copies may 
be had through the Washington Area 
Filmmakers League, Box 6475, Wash¬ 
ington, D.C. 20009. One dollar covers 
postage and handling. 

The Washington Area Filmmakers 
League is a newly formed non-profit 
corporation providing a forum for ideas 
and professional contact among area 
filmmakers. It recently held the first 
Washington area film festival, running 
two weeks in local theaters. 

If you have any questions concern¬ 
ing the directory or WAFL, please do 
not hesitate to contact: Greg Epler 202- 
387-5239, editor; John Allee 202-363- 
5625, distribution manager. 

HOLMES LABS ANNOUNCES NEW 
FAIRCHILD SYNCHROMATIC 
FILMSTRIP PRINTING SYSTEM 

Frank Holmes Laboratories, Inc. has 
installed a new printing and process¬ 
ing system to handle the recently- 
introduced Fairchild Synchromatic 110 
filmstrip cassette system, it has been 
announced by Gordon Settle, Holmes’s 
executive vice president. 

According to Settle, the installation 
of the system will make Holmes the 

only laboratory west of the Mississippi 
capable of processing Synchromatic 
filmstrips, and the only laboratory in the 
United States that optically reduces 
film for the system. 

Since the 110 film format requires a 
change in laboratory film handling 
equipment to produce the 110 master 
negatives, Holmes Laboratories has re¬ 
designed some of its existing cameras 
and installed other, new equipment to 
produce the “Synchro-Pak” filmstrip 
prints, Settle stated. 

Eastman Kodak’s 110 format film 
(the same used in Kodak Instamatic 
cameras) is used in the system. The 
110 film is 16mm wide, with per¬ 
forations on one side. Spacing between 
perforations is one inch. Since picture 
orientation is horizontal as in double 
frame, and not vertical as with 35mm 
filmstrips, the film runs horizontally 
during projection. 

The Synchromatic system achieves 
positive synchronization between 
sound and picture by taking advan¬ 
tage of the 110 film format. An 8-bit 
straight binary optical code is injected 
between picture areas which, when 
cross-checked electronically with the 
sound tape inaudible, 1000 Hz signal, 
provides total filmstrip control at all 
times. Fairchild’s Synchro-Pak cas¬ 
sette contains both the sound and 
picture elements to achieve this total 
synchronization. The cassette capacity 
is standard C-60. 

An especially important feature of 
the 110 system is its ability to simulate 
animation. This can be achieved due to 
the rapid frame-advance rate of three 
frames per second. Thus, dramatic film 
sequences explaining difficult subject 
matter can be economically produced 
without the use of expensive animation 
techniques and equipment. 

In addition to its horizontal tracking 
and positive synchronization capabi¬ 
lities, other key features of the 110 for¬ 
mat system are: more picture visuals — 
from 10 to 200 frames per cassette; 
immediate location of a particular 
frame — tape search speed is ten times 
play-speed; usable picture frame area 
of 902% more than Super 8mm, 271% 
more than 16mm and only 53% less 
than 35mm film; simple operation — no 
threading or manual rewinding neces¬ 
sary; and inexpensive, low silhouette 
cassettes that keep film and tape dust 
and damage free. 

Complete information and 

production price lists on the new Syn¬ 
chromatic 110 system are available 
from Frank Holmes Laboratories, Inc., 
1947 First Street, San Fernando, CA 
91340; phone (213) 365-4501. 

U.S. MARKET ANALYSIS OF 
CLOSED CIRCUIT VIDEO SYSTEMS 

Closed Circuit Video Systems: A 
U.S. Market Analysis (1976-1981) will 
be the subject of ComQuest Corpora¬ 
tion’s latest major multiclient study. 

U.S. industry is now spending more 
than $300 million annually for private 
television equipment, software, and 
services, and this market will grow at an 
average annual rate of more than 30 
per cent over the next ten years. 

ComQuest, an independent in¬ 
formation services firm, will analyze 
and forecast the opportunities for 
growth in both closed circuit video 
equipment and services in the domes¬ 
tic markets for the 1975-1981 period. 

Video techniques for record and 
reference material storage and re¬ 
trieval will substantially impact current 
archival procedures. Applications to be 
researched include the following usage 
categories: Security surveillance; 
education; process monitoring; tele¬ 
conferencing; information display, 
entertainment systems, and the video¬ 
telephone, which will finally become a 
useful instrument of interpersonal 
communications. 

ComQuest will analyze and forecast 
markets for the following equipment 
categories: Video cameras; video 
recorders; video monitors; videotape 
editing and duplication equipment, and 
accessories. Equipment sales projec¬ 
tions will show units, average price, and 
total dollars. Projected revenues from 
applicable services opportunities will 
also be shown on an annual basis. 

The market impact of new technolo¬ 
gies will be evaluated in this multiclient 
study and application advantages ex¬ 
plored. Special emphasis will be given 
to the following media technologies: 
coaxial cable; fiber optics; wave guides; 
satellites; microwave, and others. 

The study will delineate oppor¬ 
tunities for market entry and/or expan¬ 
sion by manufacturers of appropriate 
equipment models. Strategies for 
market penetration will be evaluated. 
The analysis will include a description 
of industry structure and identification 
and analyses of present, and probable 
future competitors. 

Details about this study are avail¬ 
able from ComQuest Corporation, 1000 
Elwell Court, Palo Alto, California 
94303. Telephone (415) 969-4040. ■ 
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Alan Gordon Enterprises Inc. features 
one of the most complete sound departments in the industry. No matter 

what your sound requirements are, be sure to check with AGE Inc. first. Most pros do. 
Here are just a few of the items we carry in stock! 

Sound Genie Headset and Microphone 

The Sound Genie line of noise cancelling 
electret microphone and microphone/head¬ 
sets is extremely lightweight and com¬ 
fortable, yet rugged and field-repairable 
should the need arise. Virtually all sound 
coming from more than one or two inches 
from the microphone is not picked up, 
which is just one of the outstanding noise¬ 
cancelling characteristics of the Sound 
Genie. Applications include communication 
in high ambient noise fields and recording 
dialog in noisy surroundings. Prices: Model 
HS-1A, noise cancelling mike and head- 
band, $136.00. Model HS-2A, noise can¬ 
celling mike, earphone and headband, 
$150.00. 

Mini Mic Microphone 

The Mini Mic is a subminiature 
microphone that incorporates the 
latest advances in electret and 
transistor technology. Its unique 
design uses an extremely low cur¬ 
rent field effect transistor actually 
deposited inside the capsule. The 
frequency response is selected to 
perform ideally as a lavalier mi¬ 
crophone, but is not so radically 
adjusted so as to compromise its 
use as a “hidden” microphone in 
motion pictures, nor is it 
"peaky”, which could prevent its 
use in music recording. Prices 
start at $110.00. 

Q-Master Induction Receiver 

The Q-Master is a miniature receiver so small that 
it fits inside the ear and is invisible from any 
distance greater than a few feet. Its applications 
are endless. Some motion picture and TV uses 
include allowing the talent to listen to playback of 
pre-recorded material and perform without the prob¬ 
lems of loudspeakers leaking into the recording. On 
stage and in theaters it is ideal to cue actors. TV 
floor managers can hear the "PL” (intercom) with¬ 
out the bother of connecting wires. Paging and 
intercoms may be linked so only key people wearing 
Q-Masters will hear the page. Model R-l, which 
fits behind the ear and has a volume control, sells 
for $170.00. Model R-2, which is completely self- 
contained in-the-ear receiver, sells for $250.00. 

Mini Mic Mixer 

The new MX-4NVF Mini Mic Mixer is wireless micro¬ 
phone compatible, weighs only IV2 pounds and is 
51/4" wide, 4%" high and 2%" deep, making it 
extremely compact and lightweight. It features all 
integrated circuits, die-cast aluminum body with 
black wrinkle finish. The mixer has four female 
low impedance microphone inputs XLR-3-31, con¬ 
trolled by Alan Bradley pots, audio lever meter with 
sensitivity control and a monitor headphone jack. 
Power is from a built-in battery. The mixer comes 
with battery, neck-strap and connecting cable to 
Nagra recorder. Leather case is available. Price, 
$395.00. 

Zeppelin Wind Screen 

The Zeppelin insures perfect sound recording in all 
conditions where wind or air movement is present. Its 
aero dynamic design screens the microphone from wind 
velocities up to 60 knotts but lets sound in. The low- 
contrast blue color of the Zeppelin minimizes reflection 
problems. The Zeppelin weighs only eight ounces but is 
virtually indestructible, and features a rotatable end- 
cap for easy cable positioning with minimum strain. 
The Zeppelin can be handheld or boom-mounted and 
comes in two models, Z815 for Sennheiser 815 and 
similar microphones, $100.00, and Z415, for Senn¬ 
heiser 415 and similar microphones, $85.00. 

Fishpole Microphone Boom 

Lightweight but extremely durable, the AGE Fishpole 
Microphone Boom is an ideal accessory for filming on 
location or in tight quarters. Made of black anodized 
aluminum, the boom extends from a minimum of five 
feet to a maximum of twelve feet in three telescope- 
adjustable interlocking sections. Supplied with a built- 
in microphone cable that is secured to prevent cable 
noise. Price, $89.50. 

A-R Anti-Rumble Shock Mount 

The new A-R Shock Mount, selected after a six month 
test program evaluating four competitive and twelve 
new prototype designs, was the only one judged virtually 
free of boom rumble without low end equalization. Ad¬ 
justment for weight load in different microphone posi¬ 
tions Is easily made. This is an exclusive A-R feature. 
Model AR815, for Sennheiser and similar microphones 
is $55.00. Model AR415, for Sennheiser 415 and simi¬ 
lar microphones is $50.00. Both models can be used 
with Zeppelin windscreens or as separate units. 

SERVING THE WORLD 

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

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

Swintek Cordless Microphone Systems 
There is a Swintek system to fit every recording need. The Mark 750 UHF offers a choice of licensable UHF 
frequencies with broadcast quality audio and a hi-gain antenna system to minimize static, dead spots and inter¬ 
ference. The Mark 450 AC-DC unit meets the most exacting requirements of the professional cinematographer at a 
price to fit even the most stringent budget. The Mark 650 or "Hitchhiker” is designed to ride on the side of 
most professional single system cameras, including the CP-16A, General and Frezzolini, draws its power from 
camera or Nagra and weighs only IS'/z ounces. All Swintek systems guarantee the best quality sound available. 
Prices start at $1020.00. For more information on the complete Swintek line, call Frank Kelly, manager of 
our Sound Department. 

AGE Inc. carries a complete line of sound equipment, including Sennheiser, AKG, Sony and ElectroVoice microphones, Nagra tape recorders and much more. 
All items also are available for rental. Call or write for additional information. 

AMERICAN CINEMATOGRAPHER, JULY 1976 719 



if you don’t care what develops. 

This is a rapidly changing in¬ 
dustry. To stay on top, you must 
plan ahead. 

That’s why Hills film proces¬ 
sors are engineered and con¬ 
structed not only to meet the 
tough demands of today, but 
the technological advances of 
tomorrow. This Hills philosophy 
has worked successfully for over 

... right for today, ready for tomorrow 

century. And it’s still working 
today. 

So if you care about what’s 
developing, Hills will help you 
lead the way. 

Call or write for details on 
Flexamat 80 and Colortrac 100 
film processors. 

a quarter of a 
crrrrrrr HILLS MANUFACTURING CO., INC. 

ttFZfZ&aSXSr P.O. BOX 125, CHALFONT, PA. 18914 (215) 345-8590 
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To Our Friends and Customers, 

We hope you like ARRI News 
Update, our new approach to 
improved communications with 
you. 

For a long time we've felt the 
need to keep in touch with you 
in a manner other than the usual 
advertising pages. We trust ARRI 
News Update will fill this need. 

It will be published whenever 
there are important new Arriflex 
matters which we think you, the 
working professional, would 
quickly want to learn about. 

It will tell you about new Arri 
products and services, tools and 
techniques as well as interesting 
applications reported to us by 
Arri users from which others can 
benefit. 

We hope that ARRI News 
Update will serve you well and 
we invite your comments and 
participation. 

Cordially, 

VolkerW. Bahnemann 

V.B. using 1 6SR Arrifex at Olympic Games 
in Innsbruck, '76. 

THE 16MM ZEISS SUPER 
SPEED'S ARE HERE 

If you have a 16mm assign¬ 
ment coming up and you wish 
you had a set of new Zeiss lenses 
comparable to the Super Speed's 
on the 35BL, you can stop wish¬ 
ing. They're here and we have 
them. 

Designed for maximum perfor¬ 
mance at all light levels, and as 
an integral part of the new 16SR 
camera system, the new genera¬ 
tion 16mm Super Speed Zeiss 
lenses are now available. 

Embodying the same design 
philosophy as the 35BL Arriflex 
Super Speed lenses and built to 
the most advanced design param¬ 
eters, Zeiss has created a new 
standard of performance for 
16mm fixed focal-length motion 
picture camera lenses that will 
stand for years to come. 

Focal-lengths in the new Super 
Speed matched series, are: 

12mm Distagon F1.2/T1.3 
16mm Distagon F1.2/T1.3 
25mm Distagon F1.2/T1.3 

These lenses are multi-coated 
to reduce flare to an absolute 
minimum. They are mounted in 
a new, close-focusing, steel- 
bayonet-mount to assure long- 
lasting precision focus even at 
the largest apertures. 

Although the 16mm Super 
Speeds are standard for the 16SR 
Arriflex cameras, they can be 
purchased to update all earlier 
16mm Arriflexes with steel- 
mount turrets. 

For additional information on 
these new focal lengths, and com¬ 
prehensive technical data, contact 
our office, or your Arriflex dealer. 



Director Mel London of Vision Associates 
standing in front of construction site of a 
new coal-fired power plant in Emory, Utah. 

ON LOCATION WITH THE 
16SR ARRI 

Although we at Arriflex have 
always preferred to let our prod¬ 
ucts "speak for themselves", we 
feel you would like to know how 
film-makers are reacting to our 
16SR camera. Vision Associates 
Jon Fauer sent Camera Mart's 
Chick Hyman a three page letter 
after working with the camera. 
Here it is, thanks to Chick, slight¬ 
ly shortened because of space 
limitations: 

Dear Chick: 

Above all, / want to thank you for 
renting to us your Arriflex SR for the 
past two weeks. 

Our job was a two week documen¬ 
tary about Coat Energy for Electric 
Power. We travelled across the entire 
country, from New York to Madison, 
Wisconsin, to Salt Lake City to Dallas 
to the Grand Canyon to California. 

We filmed from helicopters, light 
aircraft, to deep inside coal mines, 
inside generators, power plants, con¬ 
trol rooms, strip mines. 

Temperatures ranged from 30 be¬ 
low zero to 75 above, from very dry to 
extremely humid conditions. 

Having stated the conditions under 
which the camera was used, / can un¬ 
equivocally say that the Arri SR is a 
dream camera which is a breakthrough 
in our 16mm documentary field. 

The features we appreciated most 
were: light weight, easy to carry, fan¬ 
tastic for hand-holding. 

Fibre-optic viewing system is excel¬ 
lent—bright and easy to focus. 

The orientable viewfinder enabled 
us to get a multitude of angles previ¬ 
ously unheard of: low shots at floor 
level, moving shots through control 
panels and along the inside of turbine 
generators. The director also appreciat¬ 
ed the viewfinder—he could view the 

scene while standing on camera right 
by flipping the eyepiece over. 

The flat bottom is very convenient, 
both for setting the camera down, and 
for shooting from desks, chairs, walls, 
etc. when a tripod is not available. 

The magazines are easy to thread, 
and the coaxial configuration very 
good—each side can be cleaned after 
each roll, which is very important 
when shooting with 7247. Changing 
magazines is a snap, and removing the 
magazine to check the gate for dust 
and dirt is easy. 

The APEC, once we got used to its 
simplicity, and were convinced of its 
accuracy, was very helpful, and speed¬ 
ed up the process from set-up to 
shooting. 

The whole camera is beautifully 
engineered and manufactured. We had 
not a single problem, not a single 
faulty part. The footage that has come 
back—about 12,000'—is very sharp, 
without a scratch, and very dean. 

It was a pleasure to have worked 
with the SR, and we look forward to 
purchasing one soon. 

Again, many thanks for all your 
help. 

Sincerely yours, 

Jon Fauer 

This letter is typical of reports 
coming into us from cinema¬ 
tographers and film producers 
working with the 16SR Arriflex, 
all over the world. 

New Arriflex 16SR camera. 

Over twenty-five (25) 16SR's 
were used to cover the recent 
Olympics at Innsbruck, Austria, 
without a single camera problem 
during the entire event, in spite 
of the sometimes rather rough 
handling and the extremely 
cold temperatures. 

Currently, 16SR's are in wide 
use in Europe and are starting to 
be delivered in the United States 
as well. A number of 16SR 

cameras are in major U.S. rental 
organizations, and we have 
already delivered many addi¬ 
tional 16SR's to film produc¬ 
tion companies who have 
purchased them. 

WQED-TV's Roy Brubaker and 
cameraman Norris Brock selected 
two Arriflex 1 GSR's for the film¬ 
ing of a National Geographic 
documentary tracing the migra¬ 
tion of the Polynesian Islands, 
sailing on a tiny double (catama¬ 
ran type) canoe. We'll bring you 
a report on this very interesting 
assignment as soon as the crew 
and equipment are safely back 
on land. 

35BL with Zoom housing, finder extender 
and 1000 ft. magazine. 

NEW ZOOM LENS HOUSINGS 
FOR THE 35BL 

This new accessory extends 
the use of the 35BL Arriflex, 
equipped with a zoom lens, into 
extremely critical, synch-sound 
applications. 

There are two housings design¬ 
ed for both the 25-250mm and 
the 20-120mm Angenieux zoom 
lenses, each new lens housing is 
precision built to couple zoom, 
focus and iris adjustments to 
external controls. 

Lenses can be mounted in the 
zoom housings quickly and eas¬ 
ily, and without tools. 

Price and delivery information 
can be obtained from our office, 
or any Arriflex dealer. Don't 
forget other important and use¬ 
ful recent additions to the 35BL, 
such as the 9” Finder Extender, 
the Variable Speed Accessory 
and the new "High Torque" 14.4 
volt HVA Batteries. 



APEC FOR 16S CAMERAS 

ARRI Precision Exposure 
Control, originally available only 
in the 16BL Arriflex cameras, 
can now be supplied as a factory 
installed option on new 16S/B 
cameras. APEC is also available 
for earlier 16S Arriflexes (serial 
numbers 12001 or higher), as a 
complete door assembly, for 
installation by Arriflex in the 
United States. 

The 16S APEC, like the 
16BL's, provides continuous 
exposure information in the 
view-finder area. Displayed next 
to the ground-glass on an ex¬ 
panded scale, APEC indicates 
optimum exposure, and up to 
two stops above and below. ASA 
film speed indexes range up to 
1000 ASA. 

Built into the reflex view-find¬ 
er, APEC provides true behind- 
the-lens measurements and auto¬ 
matically compensates for varia¬ 
tions in lens transmission, lens 
and filter factors. 

There is an unlimited variety 
of applications for APEC, and 
you will find it particularly 
valuable for extreme close-ups, 
macro and micro-cinematog¬ 
raphy, extreme telephoto and 
aerial filming. 

SKY'S THE LIMIT, 
ARRI-RENTAL, MUNICH 

It's up, up and away in 
ARRI's Munich rental depart¬ 
ment's latest acquisition, a Bell 
Jet Ranger. 

Stanley Kubrick, the 35 BL Arriflex, and 
Director of Photography John Alcott on the 
"Barry Lyndon" production. 

"A CAMERAMAN'S CAMERA" 
-JOHN ALCOTT 

The American Cinematog¬ 
rapher Magazine recently con¬ 
tained an interview with Director 
of Photography John Alcott, 
whose superb cinematography in 
Barry Lyndon won him an Acad¬ 
emy award. 

ARRI's new helicopter is 
equipped with Continental 
camera-mounts and an exper¬ 
ienced staff camera-pilot, to 
provide film-makers using the 
Munich Rental facility with the 
finest aerial-filming support. 

Being able to supply it's own 
aircraft and staff pilot empha¬ 
sizes the rental division's 
capability to totally equip a 
motion picture production. 

Producers filming abroad agree 
ARRI's rental department is one 
of the largest and best main¬ 
tained in Europe, and this coup¬ 
led with ARRI factory back-up is 
a winning combination, hard to 
beat. 

If you anticipate filming in 
Europe, write for the ARRI 
rental catalog. It can be obtained 
at either of the following 
addresses: 

ARNOLD & RICHTER KG/RENTAL 
DEPARTMENT 
CONTACT: HEINZ FELDHAUS 
8 MUNICH 40 WEST GERMANY, 
TURKENSTRASSE 89 

OR 

ARRIFLEX COMPANY OF AMERICA 
PO Box 1102 
WOODSIDE, NEW YORK 11377 

During the course of this inter¬ 
view, Alcott is quoted as saying, 
"Incidentally, we used the Arri¬ 
flex 35BL all the way through 
the picture." And when Alcott 
was then asked to give his im¬ 
pression of that camera his an¬ 
swer was, "I think it's a fantastic 
camera. To me, it's a camera¬ 
man's camera . . 

After all the years of design 
and development and testing that 
went into the 35BL, we are 
pleased to read reports like this. 
We think you would like to 
know that Alcott's opinion of 
the 35BL is shared by cinematog¬ 
raphers all over the world. 

The 35BL Arriflex was intro¬ 
duced only a little over four 
years ago, yet nearly as many 
35BLs are already on film pro¬ 
ductions as the total number of 
Mitchell BNC cameras ever man¬ 
ufactured. The BNC first became 
available in the late 1920's. 

A NOTE TO USED OR NEW 
EQUIPMENT BUYERS: 
Before purchasing a new or used 

Arriflex camera from a private party 
you have not dealt with before, it 
pays to check with our New York 
sales office to verify its legitimacy. 

Be sure the equipment has been 
properly imported through us and 
all applicable duties have been paid. 
Only if the camera is registered 
with us, are you protected for 
warranty service. 

We also carry a central file on all 
equipment that have been reported 
stolen over the years. 

So, protect yourself by making 
just one phone call to (212)- 
932-3403, Arriflex, New York. 



NEW LINE OF ARRI 
HI-TORQUE NI-CAD 
BATTERIES 

Representing the latest in 
advanced nickel-cadmium 
battery technology, the HVQ and 
8/16Q hi-torque batteries were 
designed especially for Arriflex 
cameras. They employ the latest 
G.E. premium gold-top C/3 heavy 
duty, high temperature cells to 
assure maximum power reliability 
in a wide range of environmental 
and temperature conditions. 

All cells are spot welded 
together and mounted onto a 
printed circuit contact plate. 
All contacts are silver coated for 
lowest resistance and against 
corrosion. The entire cell and 
contact block is encased in a slim, 
high-impact lexan case which 
is virtually indestructable under 
normal use. 

Both batteries can be fully 
recharged in 5 hours without 
being sensitive to over-charging. 

HVQ Battery 14.4V: This 
battery, measuring only IV2" x 
51/2" x 5", was specifically 
designed for use with the Arri 
35BL and 16BL cameras. It 
delivers about 20% more voltage 
than conventional 12V batteries 
of two or four times it's size, 
thus increasing motor torque 
significantly. This is especially 
important in low temperature 
environments or when large 
capacity magazines are being 
used. 

8/16Q Battery: The new 
8/16Q battery, designed the 
same way as the HVQ, is the 
smallest, lightest, and most 
portable power supply for both 

the Arriflex 3511C and Arriflex 
16/S-M camera systems. It 
delivers either 8V or 16V at the 
flick of a switch and can be 
recharged in the same quick 5 
hours as the HVQ. 

Both batteries have "charge- 
condition-indicators" in their 
respective holders as well as 
charge indicator lights in their 
chargers which operate from 11Q- 
120 and 220-240 volts 50/60 Hz 
power lines. 

ARRI DURO-PACK 8/12V N/C 
BATTERIES SPECIAL SALE 

Prior to the availability of the 
new high performance Q series 
batteries described above, our 
Duro-Pack batteries were top-of- 
the-line. 

They are one generation earli¬ 
er, in our continually advancing 
technology, but still an excellent 
product. These Duro-Pack bat¬ 
teries were designed to supply 8 
or 12 volts, giving them an extra 
advantage, and they are compat¬ 
ible with most 16mm and 35mm 
Arriflex cameras. 

We have a limited amount of 
these fine batteries left in stock, 
available at greatly reduced 
prices. This is an excellent oppor¬ 
tunity to pick up some spares at 
an excellent saving. 

8/12 VOLT 
BATTERY 
ELIMINATOR 

The Duro-Pack power supply 
offers a convenient way to oper¬ 
ate Arriflex cameras from an AC 

power line, on interior locations 
or other similar situations, elim¬ 
inating the need for batteries. 
It is solidly built, mechanically 
and electrically, and will perform 
reliably under hard production 
use. 

DC output is ripple free and 
well regulated. Voltage will not 
be significantly affected by vari¬ 
ations in camera load or power 
line changes. At $350.00, this is 
a very useful item. 

NEW MULTI-PURPOSE 
BRIDGE PLATE 

This new Arriflex bridge plate 
is a highly functional accessory, 
invaluable in all camera set-ups 
that involve long or heavy lenses, 
extra large magazines, or large 
studio-type matte-boxes. 

\ 

It accommodates any flat-bed 
Arriflex camera including the 
35BL with a zoom lens and 
1000-foot magazine. 

FILMING ABROAD? 
Before leaving for a filming 

assignment abroad, check with us 
for the address of the Arriflex 
agent closest to your projected 
location. He probably can save 
you time and frustration in the 
event you run into additional 
equipment requirements or 
production problems. 

The ARRI News Update is published 
periodically by the Arriflex Company of 
America. All inquiries for comprehensive 
technical information or additional copies 
of News Update should be directed to: 

ARRI 
Arriflex Company of America 
25-20 Brooklyn-Queens Expressway West 
Woodside, N.Y. 11377 (212)932-3403 
OR: 
1011 Chestnut Street 
Burbank, California 91502 (213) 845-7687 



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 its 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. We'll treat it right. 

A4 Movielab 
It's 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 



“Modular design works 
fine... if everything 

else is right” 

We’re hearing a lot these days about 
“modular design.” 

It’s a good concept. The manufacturer 
creates a basic “building block” and 
then repeats it as often as needed to 
get the desired result. 

Modular design is ideal, because it’s 
flexible. But, to work properly, it 
must have an equally flexible support 
system. 

For example, if you want a processor 
with more film capacity, you add 
more tanks, right? — But that’s not 
enough. In order for the unit to 
work properly, you must also lengthen 
the drive train, enlarge the drying 
capacity, add more power, etc. 

Get the picture? 

In other words, whenever a processor 
manufacturer changes the number or 
arrangement of modules, he has to 
change the support system itself to 
provide the proper base. If his 
system is flexible and designed so 
that parts can be added or removed 
without losing efficiency, you’re 
in clover. 

Otherwise, you’ll pay through the 
nose for a good concept, but a 
lousy operating unit. 

ENGINEERING, INC. r 

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.) 

Q\ would like to record on film a 
portion of a television program to 

be used in a picture I am making. I 
have seen this done many times in the 
movies and thought I would like to 
copy the idea in our school film proj¬ 
ect; how is this done? 

A This particular problem is cov¬ 
ered very nicely in our AMERI¬ 

CAN CINEMATOGRAPHER MANUAL 
in a rather comprehensive article 
written by Eliot Bliss. The following 
paragraphs are taken from that article 
but do not begin to cover all the vari¬ 
ables necessary to understand your 
task. 

“Since1 standard broadcast TV 
pictures occur at a rate of 30 frames 
per second and standard sound on film 
pictures occurs at a rate of 24 frames 
per second, it is obvious that the rate at 
which the TV pictures occur must be 
converted to “fit” the film system. Note 
that 24 is equal to 4/5 of 30. This is the 
basis of the methods of conversion em¬ 
ployed. Remember that a single field 
consists of every other scanned line 
from top to bottom of the picture. 
Therefore, one TV frame (two fields) 
out of every five TV frames (ten fields) 
must be thrown away (not photo¬ 
graphed) with the result that for every 
five TV frames, four motion picture 
frames will be recorded. 

“Because of the conversion from 30 
TV pictures to 24 film pictures per sec¬ 
ond, a splice may occur in the middle of 
every other film frame. The splice 
results from using the top half portion 
of one field to mate with the bottom half 
portion of a later field to make one 
complete field on that particular film 
frame. Systems which record all 30 
frames and skip print the negative to 
obtain 24 frames, or cameras which will 
pull down in blanking time and throw 
away (do not photograph) every fifth TV 
frame — avoid this problem. Skip print¬ 
ing, however, has an economic factor 
to be weighed because optical printing 
is considerably more expensive than 
continuous contact printing.” 

Ql see the term “flashing” used in 
articles from time to time and I 

would like to know what it is and why is 
it used? 

A “Flashing” is done to control 
contrast i n-the-negative. 

“Flashing” is providing an additional 
amount of overall exposure to the 
negative, either by pre-exposing it to a 
controlled amount of light before ex¬ 
posure or post-exposing it after ex¬ 
posure. This process is analogous to 
adjusting lighting ratio by the addition 
of fill light, where the addition of the fill 
does not change the basic exposure of 
the scene, but changes the brightness 
ratio between the lighter and darker 
areas to a more manageable or 
desirable one. In addition, flashing 
tends to make all the colors more 
pastel, as it adds an overall white light 
to all areas, thus lightening the values 
of all of the colors. 

QWhat splicing system would you 
recommend to give the least 

possible problems when using 16mm 
Ektachrome with magnetic stripe ap¬ 
plied prior to developing? 

A The correct professional method 
of splicing pre-striped 16mm 

Ektachrome Film is to use a Bell and 
Howell foot splicer (or equivalent) 
equipped with blades that not only 
permit scraping the emulsion from the 
film held in the left side but also the 
base side of the film which is clamped 
in the right side. The magnetic stripe is 
on the base and must be removed by 
scraping to permit a secure bond to be 
effected by the solvents which con¬ 
stitute the film “cement”. 

In the absence of a splicing machine 
equipped with appropriate blades on 
the right side as described above, it is 
possible to scrape the base side of the 
right-hand film by temporarily placing it 
emulsion down in the left-hand side of 
the splicing machine. It would be well to 
practice this technique under white 
light illumination with waste film before 
attempting to splice undeveloped film 
in the dark. (This question and answer 
has been repeated in this column due 
to repeated telephonic questions in the 
past few months.) 
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The Swinrek Wireless Microphone Sysrems ore purring o lor 
of disronce berween rransmirrer and receiver rhese days 
. . . up ro 1/4 mile on a clear channel. And oil wirh rhe 
urmosr in dependability and quality sound reproduction. 
Employing srare-of-rhe-arr solid srore, cir¬ 
cuitry, Swinrek has developed three new 
sysrems for versatility and adaptability — 
The Mark 6 Hirchiker, rhe Mark 3H (self- 
contained), and rhe new, broadcasr- 
licensable Mark 7. All rhree sysrems feorure 
a mini-sized rransmirrer weighing only five 
ounces which is capable of being con¬ 
cealed anywhere. The rransmirrer will ac¬ 
cept any microphone and con phonrom 
power rhe new electrer condenser mikes. 
The receivers con be installed on a variety of 

cameras, recorders and video bock pocks. Audio modula¬ 
tion, field strength and borrery condition ore prominently 
displayed on on LED front panel. 
The typical signal-ro-noise rorio wirh rhe Swinrek sysrems is 

over 60dB. And wirh a choice of Hi-bond 
frequencies from 150 ro 220Mhz, they ore 
virtually free of sroric, dead spots and inrer- 
ference. Swinrek also offers on exclusive 
crystal fronr-end, limiring inrerference and 
allowing rhe use of two or more units 
wirhin 50Khfz and within close proximity. 
So if you find yourself bridging rhe sound 
gap o lirrle too often, look inro rhe 
Swinrek Wireless Microphone Sysrems or 
one of rhese exclusive distributors. For 
pure sound and portability, you 
can'r bear Swinrek. 

SWINTEK. 
ALAN GORDON 

ENTERPRISES, INC. 
1430 N. Cahuenga Dlvd. 
Hollywood, Calif. 90028 

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

VICTOR DUNCAN, INC 
200 E. Onrario, Chicago, Illinois 60611 (312) 321-9406 

2659 Fondren, Dallas, Texas 75206 (214) 369-1165 
1 1043 Grarior, Derroir, Michigan 48213 (313) 371-4920 

MODI US CINE LTD. 
7 East 47rh Street 

New York, N. Y 10017 
(212) 758-3770 9 

Swinrek wireless microphones have been selecred by ADC, CDC, The Narional Film Board of Conodo, 
and The Olympic Radio and Television Organizarion for use or rhe 1976 Summer Olympiad, Monrreal 



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. 

Dli ART 
FILM LABORAIORIES, INC. 

the CLEAN way to 7247 answer prints 

ountr IAH 

CtHH* 

L_ 

i*AI» STAftl 

L 1  

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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AMY WAY YOU 

U.S. Pat. No. 3,274,476 German Pat. No. D.B.P. 1,264,001 

Film, video or lighting, wherever 
and whenever you need portable 
power, you can rely on Cine 60. 
For over a decade and a half, we’ve 
helped the industry film in“impos- 
sible” locations with battery power 
that’s so reliable, we’ve become 
the industry standard. Our 
rechargeable battery systems— 
from 6 to 30 volts and up to 7 
ampere-hours—have “liberated” 
camera people to shoot while sky¬ 
diving, skiing, cycling and spelunk¬ 
ing (to name but a few). 

Over the years, we’ve made a 
number of improvements, includ¬ 
ing higher capacity, dual-voltage 
charging, ruggedized cases and 
quick charging. And now, you can 
have Cine 60 performance in 
handy Power Packs, as well as our 
popular Power Belts. 

Whatever your need for power, 
talk to us—or send for our catalog. 
You’ll be very satisfied with the 
results. 

Cine 60 Power Belts and Power Packs for motion picture and video. Available in standard 
and quick-charging versions—6-30VDC, up to 7AH. Matching, focusing sun-guns available, with 

unique swing-away filter holder. Contact us for specifications and prices on these and other 
exclusive Cine 60 products. 

I INCORPORATED 

630 Ninth Avenue, New York 10036(212) 586-8782 
© 1975, Cine 60, Inc. 
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CINEMA 
By ANTON WILSON 

FIGURE 2 — Chart illustrating frequency ranges of various sound sources, including Key 
Rattling, Hand Clapping, Violin, Trumpet, Double Bass, Organ and Speech. While the range 
of 20-20,000 Hz. is considered the full human hearing range, most important audio infor¬ 
mation occurs in the lower frequencies. 

SOUND BASICS 

Some time ago we discussed the 
practical aspects of sound recording, 
including tape recorder alignment, 
microphone selection, bias adjust¬ 
ment, et cetera. Since that time I have 
received requests for a discussion of 
sound theory basics. A good under¬ 
standing of audio fundamentals will un¬ 
doubtedly improve the quality of re¬ 
cordings, as well as suggested solu¬ 
tions to specific problems that crop up 
on location. 

The most often mentioned audio 
specification must be “frequency re¬ 
sponse”. Whether it be an audio ampli¬ 
fier, speaker, or tape recorder, the 
question of frequency response will 
most probably be posed first. This 
specification alludes to the range of fre¬ 
quencies from the lowest notes to the 
highest that the piece of equipment or 
tape/track can handle. This speci¬ 
fication has little meaning if deviation 
limits are not given. For example, in 
FIGURE 1, both manufacturers claim 
20-20,000 Hz. frequency response, 
which is excellent and, for all practical 
purposes, the ultimate frequency 
range. Most adults can’t even hear 
frequencies as high as 20,000 Hz. and a 
range of 20-16,000 Hz. is in most cases 

considered perfect. However, a closer 
look at FIGURE 1 reveals that the curve 
for item B rolls off severely at the upper 
and lower ends of the frequency range. 
At 20 Hz. and at 20,000 Hz. the re¬ 
sponse is down almost 10 db. Item A, 
on the other hand, exhibits a very “flat” 
response curve. When response limits 
are quoted, the difference between 
these two items becomes apparent. 
Most often the response limits of 
professional equipment are ±1 or ±2 
dB. With limits of ± 1 dB. deviation, item 
B becomes only 100-10,000 Hz. ±1 dB, 
while item A remains at 20-20,000 Hz. 
±1 dB. 

The specifications of an item in¬ 
dicate only its maximum capabilities. 
There are cases in which a wide fre¬ 
quency response is not necessary or 

even desirable. The sound recordist 
must know the frequency range of the 
subject he is recording, as well as the 
frequency capabilities of the final 
product such as a 16mm optical track 
or a 35mm magnetic track, et cetera. 

FIGURE 2 shows the frequency 
range of several sounds and musical 
instruments. While the range of 20- 
20.000 Hz. is considered the full human 
hearing range, most important audio 
information occurs in the lower fre¬ 
quencies. With the exception of the 
organ and several deep bass instru¬ 
ments, most musical fundamentals 
occur in the 50-5,000 Hz. range. Even 
the violin, considered by most a “high 
frequency” instrument, only extends to 
3.000 Hz. in the fundamental range. 
Note also that speech fundamentals fall 
within a very limited range of about 
300-to-3,000 Hz. 

With few exceptions, the fre¬ 
quencies above 5,000 Hz. are essen¬ 
tially harmonics or “overtones” of the 
fundamental frequencies. I am not 
implying that these harmonics are un¬ 
important. The entire high-fidelity 
industry is based on preserving and 
reproducing these harmonics to the 
limits of audibility. These harmonics 
add to the unique “sound” of each par¬ 
ticular instrument. A “low-fidelity” 
system that did not reproduce high- 
frequency harmonics would sound 
relatively dull and flat. However, these 
harmonics are usually very low-energy 
signals compared with the funda¬ 
mental notes and, thus, comprise only 
a small portion of the overall signal for 
most instruments (usually only 5% to 
20%). While the loss of the high- 
frequency components of the signal will 
undoubtedly knock some of the “bril- 
Continued on Page 818 

FIGURE 1 — Both A and B claim 20-20,000 Hz. frequency response. However, with ±1 db tol¬ 
erance, A remains at 20-20,000 Hz., while B is actually 100-10,000 Hz. This diagram reveals 
that item B rolls off severely at the upper and lower ends of the frequency range. Item A, on 
the other hand, exhibits a very “flat” response curve. 



INTRODUCING THE CANON 
ULTRA-FAST ASPHERIC PRIME LENSES 
FOR 35MM CINEMATOGRAPHY 
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. 24mm (ii.6) 

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. 

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. 

55 mm (T1.4) 

35mm (T1.4) 

85mm (T1.4) 

The technological 
breakthrough 

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 filming 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. 

XR35 
Lightweight 

Studio Camera with 
Canon 55mm T1.4 Aspheric Lens 

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. 

f 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: 

OmSiiiiXs] 
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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w&mw 

/\j ANNOUNCES 
Its Appointment as 

MIXERS 

MM 
■ 

FOR MORE INFORMATION CALL OR WRITE: 

AUDIO SERVICES COMPANY 
S65 FHIhAve., New York, NY 10017 

TELE LIMITED DEALERSHIP AVAILABLE 
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WHAT WE 
DO FORYOU 

IN FILM, 
When it comes to motion picture equip¬ 

ment, more and more people are coming 
to Camera Mart. All, for their own reasons. 

Some come for the widest selection 
of equipment in the East. All the.major 
brands, with most of the latest models 
in stock. 

Others claim it’s our rental equipment. 
And the nit-picking way it’s maintained. 
Which is easier, truthfully, because the 
average age of our stock is younger than 
anywhere else. 

Still others come for our service 
department; a group 
of single-minded fanatics 
whose only redeeming 
trait is an equipment 
fetish. Which we 
encourage with several 
thousand dollars of test 
gear, and the latest 
factory-training cc 

Whatever else 
like about us, 
just about 
everyone 
agrees that 
the best thing 
about Camera 
Mart is our 
people: Smart 
Friendly. And1 

sharp with a 
pencil. Why 
not see 
what we can 
do for your 
motion- 
picture 
needs? 

Member Professional 
Motion Picture 
Equipment Association 

WE CAN 
DO FORYOU 

IN VIDEO. 

COMPANY . 

ADDRESS   
CITY STATE ZIP. 

PHONE   

Visit us, and you’ll find a huge selection 
of equipment, from the smallest portable 
VTR to network-quality camera chains. 
And just about everything in between. 
Whatever your needs, we can offer you 
off-the-shelf components, a special 
package... even a customized mini¬ 
system, tailored to special applications. 

As with our motion picture equipment, 
you’ll find we check out everything 
before you get it—rental or purchased)— 
to be sure you get all the performance 
you’ve bought. (And frankly, to keep 
you coming back for more.) 

Support and service? At least as 
good as film. And backed by more 
thousands of dollars invested in 

the most sophisticated test equip¬ 
ment there is. Run by 

knowledgeable 
people, committed 
to total quality 
control. 

Whether you’re 
a video “veteran” 
or new to the 
medium, talk to 
us before you 
buy or rent. 

We’ll give 
you good 
reasons to 

know us 
better. 

CAMERA 
MART MS 

The Camera Mart, Inc. 
456 W. 55th St. New York 10019 (212) 757-6977 
Yes, I’m interested...Tell me more about what you can 
do for me □ Film □ Video 

NAME  
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We also feature 

We Want 
YOUR 

Service Work 

SERVICE IN OUR SHOP 
ANGENIEUX LENSES. Zoom and fixed focal length. 
ANGENIEUX ELECTRONIC CAMERA LENSES. 

ARRIFLEX CAMERAS - BOLEX CAMERAS 
AURICON CAMERAS. All types of conversions. 

BELL & HOWELL FILMOS. Slotting and 
repairs. (2-day service, reasonable prices) 

CANON SCOOPIC CAMERAS. Authorized 
factory repair (both in and out of 

warranty); sound and silent. 

CP-16 CAMERAS. 

YODER CRYSTAL 16 CAMERAS. 

Super Speed Service for NEWS Operations 

SALES OF ALL MAJOR LINES OF MOTION 
PICTURE EQUIPMENT 

Competitive Prices. 

Complete Rental Department for 16mm Cameras; 
Nagras; Lights; Lenses and Necessary Accessories. 

AMPLIFIERS OF ALL KINDS. 

POWER PACKS OF ALL KINDS. 

REBUILD MAGNETIC HEADS 
OF ALL KINDS. 

JJW FORMERLY % 
PROFESSIONAl CINE PRODUCTS. INC. 

P.0. BOX 20296 

2911 LADYBIRD LANE 

DALLAS, TEXAS 75220 

(Area Code 214) 357-3045 or 357-2725 

THE BOOKSHELF 
By GEORGE L. GEORGE 

TECHNIQUES AND REFERENCES 
In awareness of the methods that 

hold the attention of movie audiences, 
INTO FILM authors Lawrence Gold¬ 
stein and Jay Kaufman range widely 
among the various elements of pro¬ 
duction. Their exploration stresses two 
particular stages, photography and 
editing, the key areas of creativity 
where the artistic imagination of the 
craftsman can reach its fullest scope. It 
is the authors’ thorough understand¬ 
ing of film mechanics and esthetics that 
makes their book both useful and 
stimulating. (Dutton $19.95) 

Charles Spencer’s study, CECIL 
BEATON: STAGE AND SCREEN DE¬ 
SIGNS, happily combines an appre¬ 
ciation of the artist’s work with a 
number of magnificently reproduced 
samples. Whether in subtle b&w or ex¬ 
quisite color, such successful crea¬ 
tions as the costumes and sets for the 
films Gigi and My Fair Lady testify to 
Beaton’s masterful touch. (St. Martin’s 
$17.50) 

The American Film Institute has just 
issued the second 2-vol. segment of its 
Catalog, an ambitious project to com¬ 
pile a definitive record of U.S. cinema 
history since 1893. FEATURE FILMS 
1961-1970 covers some 5800 movies 
produced or released in our country 
during that period, with full cast-&- 
credits, production and release data, 
literary origin, genre, and a plot synop¬ 
sis. This scholarly work is an indis¬ 
pensable and unequalled source for re¬ 
search and reference. (Bowker $90.) 

In the 1975-76 edition of F. Maurice 
Speed’s annual chronicle, FILM 
REVIEW, a comprehensive appraisal of 
the world’s production is offered in 
detailed articles, extended statistics 
and superb stills. (Transatlantic Arts 
$12.50) 

* * * 

THE DIRECTORS’CRAFT 

Admittedly the most original and the 
most unconventional among great 
contemporary directors, LUIS 
BUNUEL is discussed in a sensitive in- 
depth critical biography by Francisco 
Aranda. The Bunuelian concepts of vio¬ 
lence, religion, sexual aberration and 
surrealist imagery, recurrent in his 
films, are extensively analyzed in this 
classic study, now at last translated 
from the Spanish. (Da Capo $4.95) 
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A perceptive appraisal of Nashville’s 
director by Michael Wood appears in 
AMERICAN REVIEW 24. Entitled “The 
Two Altmans,” the article cleverly con¬ 
trasts the duality of the director’s 
presentation of the social reality of our 
country: its alternating lighthearted¬ 
ness and gloom. (Bantam $2.45) 

Joshua Logan, whose films (Picnic, 
Bus Stop, Camelot) and plays (South 
Pacific, The World of Susie Wong) have 
made him one of our more versatile 
directors, has written a frankly per¬ 
sonal autobiography, JOSH: MY UP 
AND DOWN, IN AND OUT LIFE. His 
public acclaim and his private torment 
— a manic depressive disorder — 
make his memoir an extraordinarily 
moving document. (Delacorte $10.) 

* * * 

PERSONALITIES PLUS 
Some of the late Howard Hughes’ 

peculiarities — in this instance a mild 
form of paranoia — are revealed in I 
CAUGHT FLIES FOR HOWARD 
HUGHES by Ron Kistler, his body¬ 
guard and general factotum for many 
years. The book is truly astounding in 
its revelations of the billionaire’s public 
behavior and private habits, some of 
them hardly fit to print, but certainly 
worth reading about no matter how 
incredible they may seem. (Playboy 
$7.95) 

Novelist James Baldwin also seems 
to have quite a few private demons to 
exorcise. In THE DEVIL FINDS WORK, 
he airs the deep traumas that plagued 
his youth, inflicted in the main by the 
racist slant of the movies he saw during 
his formative years, and the films he 
later became involved in during his 
brief Hollywood stint. Eloquent and 
denunciatory, the book reveals the 
anguish of a troubled soul. (Dial $6.95) 

The happy and immensely success¬ 
ful career and private lives of a cele¬ 
brated movie couple (not married to 
each other) is told in THE FILMS OF 
JEANETTE MacDONALD AND NEL¬ 
SON EDDY by Eleanor Knowles. 

This impressive and engaging volume, 
abundantly illustrated, follows the 
singers’ respective lives in elaborate 
detail, with full data on the 40 films in 
which they appeared. (Barnes $25.) 

Mary Martin, who grew up as a Texas 
tomboy and became a highly ac¬ 
claimed stage and screen musical star, 
has written an autobiography, MY 
HEART BELONGS, in which she 
reminisces about her career and her 
family life with delightful warmth and a 
touch of nostalgia. (Morrow $8.95) 

An enthusiastic admirer of Bing 
Crosby, freelance journalist Charles 
Thompson offers in BING an enter¬ 
taining biography of the crooner cele¬ 
brating 50 years of his hero’s popular 
career. Numerous pictures add to the 
book’s appeal. (McKay $8.95) 

In THE LIFE AND LOVES OF 
GABLE, Jack Scagnetti gives a person¬ 
alized account of the professional and 
romantic life of the star. Gable’s 61 
movies grossed $750-million, and his 
affairs of the heart afford even better 
copy, as the author makes abundantly 
clear. A big book, well illustrated, and 
easy to read. (Jonathan David $12.50) 

* * * 

MARILYN MYTHOLOGY (CONT’D) 

Legends need the element of specu¬ 
lation to sustain the worshippers’ faith, 
and Marilyn Monroe, the legend, is no 
exception. 

Her first husband James E. 
Daugherty, an ex-L.A. cop she married 
in 1942 at age 16 and divorced 4 years 
later, wonders in print whether they 
would still be together had fame not 
overtaken her. His simplistically senti¬ 
mental memoir, THE SECRET HAPPI¬ 
NESS OF MARILYN MONROE, offers 
genuine insights into their life together. 
(Playboy $1.95) 

Was Joe DiMaggio flying back to 
Hollywood to remarry Marilyn at the 
time she was committing suicide? Such 
is another speculative theory that 
Maury Allen embroiders upon in his 
lively WHERE HAVE YOU GONE, JOE 
DiMAGGIO? The story of Joe’s court¬ 
ship of the star and their bittersweet 
mdnage are evoked with an under¬ 
standing tinged by unabashed hero 
worship. (Signet $1.50) 

Despite new revelations appearing 
almost daily in the press, Tony Sciacca 
raised a legitimate question in WHO 
KILLED MARILYN? Names of high 
placed politicos are bandied about 
freely with enough evidence at hand to 
warrant the many conjectures put for¬ 
ward in this professionally-written 
volume. (Manor $1.75) ■ 

► To Classified Advertisers 

Copy deadline for classified ad¬ 

vertising is the 1st of months 

preceding publication date. Mail ^ 

copy and remittance to cover 

cost to 

AMERICAN. CINEMATOGRAPHER 
1782 No. Orange Dr. 
Hollywood 28, Calif. 

K. 

17 
of this 
year’s 

Academy 
Awards 

were won 
by films 
edited 
on a 

Unique, modular, extendable 
editing system—quickly inter¬ 

changeable for all formats. 

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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Programmed 
blowups at CFI 

State-of-the-art techniques, 
fast service and consistent quality, because 

every step is under one roof. 

Every step in the making of a blow¬ 
up affects, or is affected by, every 

other step. 

Fine Tuning 
Every function—sensitometric, 

chemical, chromatic, mechanical, elec¬ 
tronic and optical—must be fine-tuned to 
work best with the others. At CFI, there’s 
a department that does nothing but moni¬ 
tor the whole system, continually. 

Consistency 
A blowup made at CFI benefits 

from this in two important ways. Benefit 
One: since it all goes through the one 
tuned system, quality is consistently the 
best possible. 

One Light 
For example—nine out of ten CFI 

blowups can be printed one light. For us, 
that means the system’s working smoothly. 
For you, it means the job’s ready sooner. 

Computer punched tape auto¬ 
matically controls lamphouse 
timing settings during blowup. 

Save Time 
Benefit Two: faster service. Be¬ 

cause it’s all in-house, we can schedule 
every step whenever we choose — day or 
night. And our blowup machines are used 
only for blowups (not for titles, etc.). So 
they’re always set up, ready to go. 

Liquid Gate 
Hiding scratches: some blowup 

machines coat each frame with liquid just 

Rubber tubes pressurize liquid 
in glass gate. Film is fully im¬ 
mersed during entire exposure. 

before it enters the gate. That works well, 
if the abrasions aren’t too deep.. .At CFI, 
the film is completely immersed in a pres¬ 
surized, glass-enclosed liquid gate. 

Programmed 
After timing the original on an 

electronic video analyzer, we make a 
16mm first trial, which the timer corrects. 
A computer tape of his corrected timing 
is then fed into the blowup printer’s pro¬ 
gram input. 

Academy Award 
The printer combines a standard 

additive-head lamphouse with a patented 
multicellular optical system. For this com¬ 
bination, (plus the liquid gate and pro¬ 
grammed timing), the machine won an 
Academy Award. Here’s why: 

Subtle Control 
This optical system transmits a 

great deal of light. That lets us take 
advantage of the additive head’s subtlety 
(fifty timing settings for each of the three 
primary colors). And it lets us use a slow- 
speed finegrain intemegative—and still 
make a 10 minute blowup from A and B 
rolls in 2'/2 hours. 

More Awards 
Three of this year’s films nomi¬ 

nated for Academy Awards were blown 

up at CFI. A fictional short subject and 
two documentary features: Dawn Flight, 
California Reich and The Incredible 
Machine. 

Deadline 
“The Academy’s delivery deadline 

was Tuesday at 6 PM. We arrived at CFI 
on Monday morning, with 58 minutes of 
A/B rolls’’ says Walter Parkes, who co¬ 
produced California Reich with Keith 
Critchlow. 

Next Day 
“At 5:30 PM the next day,” says 

Mr. Parkes, “We picked up a 5,000 foot 
one-light 35mm print—and that’s what 
the Academy projected!” 

One Roof 
Irwin Rosten produced The Incred¬ 

ible Machine. “I had the blowup made at 
CFI because they’d done the 16mm work” 
he says. “The quality is very, very good!’ 

Service 
“We came in with a 750 foot work- 

print and uncut negative!’ says Lawrence 
Lansburgh, who produced Dawn Flight 
with Claire Wiles. “But you’d think we 
were CFI’s biggest customer.” 

Madman 
“Everybody was enthusiastic',' 

says Mr. Lansburgh.“The timer kept pol¬ 
ishing until I couldn’t see his changes. A 
real madman. And the blowup print actu¬ 
ally looks better than one made from the 
camera original’.’ 

SINCE 1924 

CONSOLIDATED FILM INDUSTRIES 
959 SEWARD STREET, HOLLYWOOD 
CALIFORNIA 90038 (213) 462-3161 



victor i/uncan says: 
I ”If you buy a new 

CyConnca* head from us 
before September 1st, 

well give you $150 
for your old head in 

trade, regardless of its 
make or condition? 

Guarantee 
“O’Connor is American 

made—which means fast factory 
service, on the rare occasion 
when it’s needed And it’s fully 
guaranteed for a year.” 

We have every O’Connor head, 
adapter and tripod 

stock now and available 
immediate delivery. 

Model 100 Head. 

VICTOR 
DUNCAN 

check and double check 

200 E. ONTARIO, CHICAGO 60611 
2659 FONDREN, DALLAS 75206 
11043 GRATIOT, DETROIT 48213 

Model 50 Head. 

tested every 
T ▼ brand you can buy,” 

says Victor Duncan. “In our 
judgement, the balanced, spring- 
loaded O’Connor fluid head is 
unequivocally the best.” 
RENTALS, SALES AND SERVICE: 

“For every camera size, 
there’s an O’Connor—and, in 
each category, it’s superior. Their 
heads can be used with any 
standard tripod. And their claw 
ball is a winner.” 

Call us: 
CHICAGO: (312)321-9406 
DALLAS: (214) 369-1165 
DETROIT: (313) 371-4920 

CHICAGO, DALLAS AND DETROIT 



MOTION PICTURE LABORATORY 
210 Semple Street, 

Pittsburgh, Penna. 15213 
Phone 412 687-3700 

COt&h 
FILM LABORATORIES, INC. 

640 N . Broad Street, 
Philadelphia, Penna. 19130 

Phone 215 236-9100 

TOMORROW S TECHNOLOGY NOW! 
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Vari-flector II 
We’ve made a good product even better!/ 

More versatile than 
any other reflector. 
More rugged and easy 
to use than ever before. 
The only reflector that rolls up 
into a compact case for storage 
and travel is also the only re¬ 
flector on the market with a flood 
control: the Lowel Vari-flector 
And now, we’ve improved it! 

New ease of assembly 
If you’re familiar with the Vari- 
flector, you already know it un¬ 
rolls like a roll-top desk 
becoming rigid by 
attaching two side 
channels and a cross 
bar. But now, the 
side channels open 
wide, making the 
reflector a cinch to 
insert. . 

New ruggedness 
The Vari-flector’s chan¬ 
nels now clamp shut like a 
vise. Which, with the added protection 
of a new cross bar locking lever, in¬ 
creases structural integrity ... 
even in high winds. 

As compact as ever 
The large Vari-flector II 
(model 404) and stand 
fit into a 42 x 7" case. 
And the smaller 
unit without stand 
(model 202) fits into 
a case only 24 x 41/2 ". Both units are compact 
enough to take to the most remote locations. 

Superior stand-mounting 
Rugged, lightweight Vari-flector stand 
(model VS) assures positive tilting, pan¬ 
ning and height adjustment, providing hori¬ 
zontal, vertical and diagonal reflection and 
flooding. Center spike can be forced into 
soft ground for added wind stability. Extend¬ 
able leg levels stand on uneven ground. (In 
cidentally, many gaffers have taken to using 
our VS stand for large lights, cutters, etc.) 

Exclusive flood control 
Vari-flector’s brilliant, 
extremely even light 
pattern can be in¬ 
stantly softened and 
spread out (as much 
as 3:1) with its finger- 
operated cam lever. 
You can continuously adjust the 
degree of flood to prevent “washing 
out” subjects as they approach the 
camera. 

Works indoors, too 
Vari-flector is an excellent studio or 
location “source”, reflecting artifical 
or window light. And it’s especially 
useful where space and/or power 
restrictions exist. 

Cleans with soap and water 
The aluminized surface resists 

stains and scratches; eliminates 
frequent, expensive resurfacing. 

Choose from two sizes 
Model 404, measuring 42 x 27" 
opened, and model 202, 24 x 18". 

For more information 
.. visit your Lowel dealer, and 
try the Vari-flector II for yourself. 

For his name, or further informa¬ 
tion, contact us. 

omel 
Lowel-Light 
Photo-Engineering 
421 West 54th Street 
New York, N.Y. 10019 
(212) Cl 5-6744 

U.S. Patent No. 3,254,207 
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Eclair at the 
Eclair 16 mm ACL has been selected by O.R.T.O. 
(Olympics Radio and Television Organization) 
as official motion picture documentary camera 
for the 1976 Olympiad in Montreal. 
Some of the qualities of the ACL: 
- Instantaneous snap-on of 200 foot or 400 foot 

magazine. 

Olympiad 
- Built-in exposure indicator by L.E.D. 7 

- Multy-duty motor 8-12-24-25-50-75, crystal 
controlled, always stops with mirror shutter 
in viewing position. 

- Right of left eye viewfinder, upright image. 

For further information write to : 
SOREMEC-CEHESS 
Dept. Eclair International 
41, rue Galilee - 75016 PARIS (France). 



The three ingredients that make a great lab. MPL has an abundance of all three. People with 
years of film experience dedicated to serving your needs. Quality of unmatched excellence 
throughout the industry. Service that's fast, accurate, personal. At MPL we care... about your 
film... your deadline... your budget... and you. 

PROCESSING: B & W Reversal, B & W Neg/Pos, Color ECO and EF, 
Color Interneg/Pos, Reg. & Super 8, also 

SOUND: Original Recording, Rerecording, Mixing, Interlock Screen¬ 
ings, Sound Optical Transfers, Music Libraries 

PRODUCTION SERVICES: Editorial, Conforming A/B Rolls, Titling, 
Film Treatments, Film Lubrication, Scripting 

PRINTING: B & W Interneg/Pos, B & W Reversal, Color Interneg/Pos, 
Kodachrome Prints, Ektachrome Prints, Printing Masters, Reg. & Super 
8, also 

SPECIALSERVICES:ColororB&WVideotapeto Film Transfers, 35 mm 
to 16mm Optical Reductions, 16mm Opticals with Effects, 16mm to 
8mm Reductions 

RENTAL, SALES, and REPAIRS: Camera and accessories rented. 
Repair service and factory warranty work performed. 

f(Y\ 

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

(901)774-4944 

MOTION PICTURE LABORATORIES, INC, Piedmont 
Division, 2517 South Boulevard, Charlotte, North 
Carolina 28203 

CINE-CRAFT LABORATORIES, 8764 Beverly 
Boulevard, West Hollywood, California 90048 
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CENTURY PRECISION CINE/OPTICS 

ANNOUNCES 

A BICENTENNIAL SALE 

10% OFF 
ALL CENTURY PRODUCTS 

DURING THE MONTH OF JULY 1976 ONLY 

INCLUDING OUR WORLD FAMOUS DUPLIK/NS, 

SUPER WIDE ANGLE LENSES AND CENTURY TELE-ATHENARS 

CALL OR WRITE FOR A FREE CATALOG 

SUPER SPECIAL 

BRAND NEW* ANGENIEUX ZOOM LENSES 

12.5-75MM, F/2.2 WITH V-30 VIEWFINDER 

WITH 7Y2" OR 10" VIEWFINDER 

12.5-75MM, F/2.2 FOR ARRIFLEX, ECLAIR OR CP-16R 

FOR BOLEX RX OR "C" MOUNT 

TYPE A LENSES CUSTOM MOUNTED BY CENTURY 

*WITH ONE YEAR WARRANTY BY CENTURY ONLY 

LIMITED QUANTITIES 

$1,450.00 

$1,250.00 

$ 950.00 

$ 875.00 

precision cine/optics 
A DIVISION OF CENTURY PRECISION INDUSTRIES, INC. 

10661 BURBANK BLVD., NORTH HOLLYWOOD, CALIFORNIA 91601 TELEX: 66-2419 • C213) 766-3715 
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THE END OF HALF OF YOUR 
EDITING PROBLEMS. 

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

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

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

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

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

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

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

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

NAME  

COMPANY. 

ADDRESS 

CITY  

STATE ZIP. 
c 1974. Camera Mart 

CAMERA MART 
THE CAMERA MART, INC. 

456 W. 55th St., New York, 10019 (212)757-6977 
SALESSERVICERENTAL 



DON’T RENT IT 
UNLESS YOU’RE PREPARED 

TO OWN IT. 

It's that good. And 
that flexible. As a con¬ 
ventional f/2.2 
zoom, the Canon Macro 
provides superior per¬ 
formance, thanks to its 
advanced design, in¬ 
cluding an artificial fluo¬ 
rite element that reduces 
chromatic aberration to 
near-theoretical limits. 
Providing the kind of 
sharpness you'd expect 
from the finest primes. 

But that's just the begin¬ 
ning. As a macro, it pro¬ 
vides the closest closeups 
yet, focusing tot millimeteit!) 
from its front element. And if 
it did nothing more, the 
Canon Macro would prob¬ 
ably be the most versatile 
16mm lens available. Yet, there's 
more. 

With this remarkable lens, you can 
rack focus from extra-closeup to 
distant subject, simply by rotating the 
macro ring, giving you enormous creative pos¬ 
sibilities. And by using the zoom control, 
you can actually achieve the effect of 
dollying without moving the camera— 

changing focal point 
while maintaining con¬ 
stant field size, tracking 

a moving subject. 
But don't take our word 

for it. Take advantage of 
our introductory offer. Fill 
in the coupon, bring it to 
one of the participating 

Canon dealers listed 
below, and get a $10 dis¬ 

count on your first rental of 
the lens. But don't say we 

didn't warn you: to rent one 
is to want one for yourself. 

Canon 
Professionol Motion Picture Division. 
10 Nevada Drive, Lake Success. 
N Y 11040 *123 Paularino Avenue East, 
Costa Mesa, Ca 92626 
3245 American Drive, Mississauga, 
Ontario. L4V 1B8, Canada 

$10 INTRODUCTORY RENTAL OFFER 
This coupon is good fa a $10 discount on normal rental rates from 
participating Canon dealers. Offer good until Dec. 31,1976. Offer 
only good on initial rental of a Canon 12-120mm Macro Zoom, and 
may be revoked at dealer's discretion. 

NAME  

PARTICIPATING 
DEALER LIST 
Adolph Gasser, Inc. 
San Francisco, Calif. 
(415) 495-3852 
AFER 
Atlanta. Ga. 
(404) 633-4101 
Alan Gordon Enterprises 
Los Angeles, Calif. 
(213) 466-3561 
Brenner Cine Sound 
Washington, D.C. 
(202)244-3800 
Camera Mart Inc. 
New York, N.Y 
(212) 757-6977 

F&BCeco 
New York, N.Y (212) 586-1420 
Los Angeles, Calif. (213) 466-9361 
FERCO 
New York, N.Y (212) 581-5474 
San Francisco, Calif. (415) 957-1787 
Gordon Yoder, Inc. 
Dallas, Tex. 
(214) 357-3045 
Helix Ltd. 
Chicago, III. 
(312) 944-4400 
Image Devices 
Miami, Fla. 
(305) 945-1111 
LaDel Inc. 
New Orleans, La. 
(504) 581-5250 

MobiusCine Ltd. 
New York, N.Y 
(212)758-3700 
Maritz Labs 
Minneapolis, Minn. 
(612) 920-9300 
Motion Picture Lab 
Memphis, Tenn. 
(901) 774-4944 
Oscar H. Hirt 
Philadelphia, Pa. 
(215) 629-8564 
Photomart 
Orlando, Fla. 
(305) 851-2780 

Sawyer Camera 
Los Angeles, Calif. 
(213) 466-6113 
Skinner Studios 
San Francisco, Calif. 
(415) 986-5040 
Standard Theatre Supply 
Greensboro, N.C. 
(919) 272-6165 
Victor Duncan Inc. 
Dallas, Tex. (214) 369-1165 
Chicago, III. (312) 321-9406 
Detroit, Mich. (313) 371-4920 
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WORK ON THE ORIGINAL 

Guarantee for one year 

Vertical screen with high brigthness - Picture 210 x 160 mm without 
closing - Extremely silent running - Mechanical seconds counter - Electro¬ 
magnetic clutch of the sound and picture units - Synchronous forward 
running at exactly 25 frames per second — Forward-backward running at 75 
frames per second - Instantaneous stop on the frame at synchronous 
speed - Reversal running with automatic advancement - Manual search 
with ratio 1 to 1 - Exact sound reproduction - 3 W power. 

transmission 
Designed to take 600 m reels, with tables equipped with two speed 
reduction motors and coupled to the different feed units by electro-magnetic 
clutches and notched belts. Extremely silent running is brought about by 
these techniques - 1-2 or 3 magnetic sound tracks. 2 frames and 2 magnetic 
sound tracks. 

other productions 
Animation table - Displacement carriage - Editing units - Checking tables 
Electrical winders - Moving belt synchronous title readers-rhythmic 
projector. 

u. 
OL 

v^t 1- P n 
CINEMATOGRAPHIC EQUIPEMENT 
17, Rue du Port — 94130 Nogent/Marne 
Telephone 871.06.37 + 

16 mm Editing Table 
Type B 132. 2 sond tracks 

Options 

Picture projection 
on screen 

• 

Optical viewer 
and magnetic reproduction 

from coated track 
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Canadian nlm-theatre-tv May June 75c 

This Issue reattires: (a«adm»FHm 

Canadian film theatre tv .fan Feb u:o LWJ 
This issue features < 

PORTRAfT OF FRENCH CANADIAN FILMMAKERS 

r 1 

iiwisn tdro - theatre-tv 

kfcJL,. • 

vo!« mo 4 number 5 

^DMidlnatni 
ilm Dondlysftirw 
MOTION Magazine is Canada's largest cinema trade 
publication. 
Through our paid subscribers and our controlled 
distribution, we reach every area of the professional 
sector of the industry. Production and optical 
houses, labs, producers, directors, cameramen, film 
editors and every advertising agency across the land. 
We also realize the importance of reaching the young 
filmmaker. Therefore our mailing list includes every 
college, university and high school in the country, 
and selected areas of the United States. 
If you have a message, an idea, or a product to sell 
to Canadians — you know you can reach them 
through us. 
MOTION Magazine. In touch with Canada's film 
industry. 

Canadmn Fttm - theatre - tv volume u numaer ) monon 
Hi - Hi HI Hi HI HI H 

volume 5 number 1 

for more information write: 
MOTION MAGAZINE P.O. BOX 5558 
STATION 'A'TORONTO CANADA 
or phone (416) 961-3391 
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Only one can be best. In vital editing 

equipment look at the true picture. 

5539 

A Subsidiary ol Craig Corporation 

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

magnasync moviola 

M-86A 

1. The only truly FLICKERLESS 

picture head in production. 

2. Time-prcved Moviola engineering 

and construction quality. 

3. Time-proved Moviola dependability. 

4. Moviola world-wide factory service. 

5. ...and Moviola will still be around years 
from now to back up our equipment! 
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"INDEPENDENCE" WHERE IT HAPPENED 

At Independence Hall, cradle of America’s nationhood, top 
actors and technicians of the film industry gather to pay 
tribute cinematically — and find the experience great fun 

PHOTOGRAPHING 

By OWEN ROIZMAN, ASC 
Director of Photography 

It was some time last spring that I 
received a letter from the Department 
of the Interior and another letter from 
John Huston asking me to photograph 
“INDEPENDENCE”, a half-hour picture 
to commemorate the American Bicen¬ 
tennial. Everybody engaged for the 
production would be working for union 
scale and the aim was to get together a 
very highly qualified cast and crew. 
Naturally, I accepted, because I loved 
the idea of working with John Huston 
(whom I’d never met), plus the fact that 
I felt it was an opportunity to do some¬ 
thing for my country, as we all did. 

I met with Huston once and we 
scouted locations in Philadelphia, 
mainly around Independence Hall. 
John said to me: “Come up with some 
unique photographic style for the 
picture.” 

I wracked my brain to try to think of 
something that would be new and 
different, but it seemed like everything 
had been done before. I experimented 
with different filters to get ghostly 
effects, because the characters to be 
represented in the picture — Benjamin 
Franklin, Thomas Jefferson and 
George Washington, among others — 
were to appear somewhat mystically. 
For this reason, we didn’t want them to 
look contemporary at all. Keeping that 

in mind, I made tests and came up with 
dozens of different things, none of 
which seemed to be very exciting. 

John Huston arrived the night before 
we were to begin shooting, having been 
heavily involved in editing “THE MAN 
WHO WOULD BE KING”, and we had 
another meeting at which he decided to 
shoot everything before sun-up or after 
sundown. When the people from the 
Production Department heard that they 
came apart. Their mouths fell open, 
and their wallets, as well. A quick 
meeting was held about the feasibility 
of doing the project that way and it was 
decided that it was absolutely not pos¬ 
sible financially. So John said to me: 
“Well, come up with something, Owen. 
See you in the morning.” 

I spent the night thinking about it. 
The next morning I took a combination 
of filters I’d experimented with, plus 
some others, and looked at them by 
eye. Then, as so often happens on the 
spot, I made a decision about what to 
use. I decided on a certain combi¬ 
nation of filters and then, as we pro¬ 
ceeded into the project and saw dail¬ 
ies, I became bolder and went even 
heavier with the filtration. I finally hit on 
one combination that through the lens 
looked like mush. You couldn’t see 
anything. But on the screen it was just 

right, so we continued along those 
lines. 

I did vary the filters from scene to 
scene, depending upon the situation, 
but I stuck with basically three combi¬ 
nations. I used all Harrison filters, 
starting off with a combination of a #2 
Low Contrast and #4 Diffusion. Then, 
when I wanted to go a little bit softer 
later on, I went to a #2 Low Contrast 
plus a #5 Diffusion, but the combi¬ 
nation that I used the most throughout 
the filming consisted of a §2 Low Con¬ 
trast, a #2 Fog and a #4 Diffusion. While 
I decided on this combination strictly by 
eye, I knew what the filters would do 
because of the tests I’d made up front. 
These were the ones that pleased me 
the most. 

The filter pack varied somewhat 
depending upon whether it was a 
cloudy day or a sunny day, whether we 
were shooting in backlight or over¬ 
head light (which was the case very 
often, because it was summertime and 
we had straight-down sunlight) or 
whether it was an interior and windows 
were involved or not involved. 

We had decided at the start to use 
smoke outside and for certain scenes 
inside, as well. Of course, when you 
work with smoke you have to worry 
about wind and it seemed that we 
always had wind. Not only that, but the 
wind seemed to change directions 
constantly in the Independence Hall 
area. We’d have a special effects man 
with a smoke machine really inundate 
the background with smoke and just 
when we were ready to go the wind 
would come up and blow it right out of 
the scene. Or he would spot the smoke 
at a certain distance, figuring that it 
would blow directly into the shot at the 
right time. Very often that worked, but 
sometimes, just as the smoke started to 
drift into the shot, the wind would blow 
it out again. Consequently, because it 
was a low-budget project and we 
couldn’t wait for the right light or the 
right density of smoke all the time, we 
often had to live with what we were able 
to get. Under such conditions there was 
inevitably a problem of matching. How¬ 
ever, the nature of the piece dictated 
that matching wasn’t that critical, so we 
didn’t worry about it that much. 
Continued on Page 800 

Lining up for a close shot in Philadelphia’s Independence Square, a site alive with American 
Revolutionary history. The film “INDEPENDENCE” was funded by 20th Century-Fox as the 
company’s tribute to the Bicentennial. It will be shown only in a special small theater at Inde¬ 
pendence Hall and, being timeless, is expected to be presented for the next 20 years. 



(LEFT) Since there were constant changes of light, ranging from full overhead sunlight to heavy overcast, Roizman had to check his exposure 
constantly. He boldly used an extremely heavy combination of low contrast, fog and diffusion filters, together with smoke, in order to achieve 
the “mystical” effect that Director Huston wanted. (CENTER) Setting up a long dolly shot. (RIGHT) Director and cinematographer worked 
together very closely to give the film its unique and effective visual style. 

(LEFT) Director of Photography Owen Roizman, ASC, cinematographer on such top features as “THE FRENCH CONNECTION” and “THE 
EXORCIST”, confers on the set with the film’s famed director, John Huston. (CENTER) One of the many dolly set-ups used to maintain a 
“fluid” camera. Note wet cement in foreground. It was necessary to wet the cement down before every shot in order to make the mist more 
realistic. (RIGHT) Checking exposure with Minolta Spot Meter. 

(LEFT) Because of the uncertain weather conditions and constantly changing light, careful pre-planning was required to shoot various scenes 
at the optimum time of day. Huston would have preferred to shoot everything before dawn or after sunset, but economic considerations made 
this impossible. (CENTER) Huston explaining essentials of scene to Roizman, while Producer Lloyd Ritter listens. (RIGHT) Roizman checks 
the light balance for a low camera angle. 

(LEFT) Rehearsing one of the long and intricate dolly shots for “INDEPENDENCE”. Note the 12 x 12-foot white muslin scrim used to bounce 
arc light into the scene for fill light. (CENTER) A crew of top actors and technicians worked hard on a very short schedule to shoot the picture, 
but it was an enjoyable experience for all of them. (RIGHT) Roizman takes a light reading next to Eli Wallach, who plays the role of Benjamin 
Franklin in the film. 
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To achieve the greatest possible impact in cinematic celebration of 
the American Bicentennial, IMAX, the world’s largest film format, 
captures the sweep of the nation’s history up to its 200th Birthday 

By GREG MacGILLIVRAY and JIM FREEMAN 
Producers-Directors-Photographers 
MacGiWivray I Freeman Films, Laguna Beach, Calif. 

(ABOVE RIGHT) Often two IMAX cameras were used in filming “TO FLY”, each photographing a different angle or with a different lens, in 
order to minimize the expense of many takes — one reason the film came in on schedule and under budget. (BELOW LEFT) The film opens 
with the image occupying only 1/6th of the huge IMAX screen, as a balloonist in 1831 prepares to ascend and float above early America. As he 
lifts off, the screen opens up to its full size in an explosion of color and movement. (RIGHT) The balloonist launches himself into the sky, as 
Jim Freeman photographs the scene. 

Several years ago, the Smithsonian 
Institution envisioned a beautiful 
theatre for their new National Air and 
Space Museum located on the mall in 
Washington, D.C. They wanted this 
theatre to be an experience of visual 
and aural effects that would go far be¬ 
yond normal movie viewing. In order to 
achieve this goal, they decided on the 
IMAX system using 70mm film run hori¬ 
zontally through camera and pro¬ 
jector. The huge IMAX frame size, 
equal to nine 35mm frames, provides 
the sharpest, most steady motion pic¬ 
ture image. This incredibly sharp 
image, projected on a screen the size 
of a five-story building, combined with 
a 6-track sound system emanating 
from 11 different strategically placed 
speakers, more than fulfills the origi¬ 
nal vision of the most awe-inspiring 
motion picture experience. 

On July 1, 1976, the motion picture, 
“TO FLY”, opens to the public. It pre¬ 
sents one of the most uniquely told 
stories of the American Bicentennial. 

The film is not so much an historic 
epic as it is a visual, aural experience. 
In order to produce such a motion pic¬ 
ture, Francis Thompson Inc. of New 
York selected our company of Laguna 
Beach to produce, direct, photograph, 
edit and co-script this philosophical 
story of America. After months of pre- 
production meetings in New York City 
with the Thompson organization, Conti¬ 
nental Oil Company (the financial bene¬ 
factor), and the Smithsonian Insti¬ 

tution, the guidelines and story were 
conceived which would take our com¬ 
pany on a year-and-a-half pilgrimage 
through the vertical and horizontal 
dimensions of the American experi¬ 
ence. 

THE STORY 

It is significant that IMAX, a com¬ 

pletely new way of experiencing film, 
should be chosen as the format for the 
story found in “TO FLY”, for its theme 
is also that of a new way of seeing. This 
unique film relates how we as Ameri¬ 
cans have come to have a fresh per¬ 
spective on ourselves from our various 
stages in casting off gravity’s tight 
bonds. 



The film begins in 1831 as one of 
America’s first aeronauts prepares to 
ascend in a gas balloon, float free of 
earth’s gravity and explore the country 
from a completely novel vantage point. 
In order to give this early airborne ven¬ 
ture from earth its just dramatic im¬ 
pact, the film opens with a limited, con¬ 
fined viewpoint, utilizing only 1/6th of 
the huge screen’s surface. Then, once 
the aeronaut rises into the sky, the 
screen opens to its full size, exploding 
with color and movement, as we, too, 
experience the unfolding of a new way 
of seeing: “It was like the opening of a 
new eye.” The balloonist views a world 
of expanded horizons, a world com¬ 
pletely transformed. Our world in the 
theatre has also expanded, as our 
senses are aesthetically assaulted by a 
richness of image and sound never be¬ 
fore experienced. 

The film’s story continues in the full 
IMAX format, swiftly following the 
American journey across the wilder¬ 
ness in a Conestoga wagon, stage¬ 
coach, train and automobile: knowlege 
constantly expanding, concepts of dis¬ 
tance and time shrinking. However, not 
until the arrival of the airplane do time 
and space telescope as never before, 
drawing the whole world closer. The 28 
minutes of “TO FLY” end with our ven¬ 
ture into space, where we have finally 
severed our earthly ties and accepted a 
new vision, permitting us totally dif¬ 
ferent perceptions of ourselves. 

In these vast deeps we may learn a 
new tenderness for our tiny and 
fragile earth, and gain the deepest 
and most valuable knowledge ... 
the light we may bring back from the 
stars. 

A NEW WAY OF SEEING 

Since the theme of “TO FLY” deals 
with a completely new way of seeing, 
the IMAX film format, with its own 
unique standards of visual aesthetics, 
becomes the most logical film format. 
Producing a film in IMAX is completely 
different from producing a film in any 
conventional format. It’s a whole new 
way of making movies, because it’s a 
whole new way of seeing movies. The 
screen at the new Smithsonian Institu¬ 
tion is five stories high and 75 feet wide. 
The audience literally sits immersed in 
the screen as the “furthest” row from 
the immense canvas of image is only 75 
feet away. Every seat in the theatre is 
placed to optimize this immediacy with 
the moving image. The rows of seats 
are steeply raked, giving each seat a 
totally unobstructed view of the huge 
screen. (Just imagine the head of the 
person in front of you now being on a 
level with your feet, exposing the whole 
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(ABOVE) Freeman takes a light reading in preparation for the shooting of a simulated flight 
of the 1907 classic Curtiss Pusher. The illusion of “in-flight” motion was created by shooting 
against the sky, with the plane’s engine revving in the background and the camera moving in 
and out on a “rough” dolly. The shot was later intercut with actual flight scenes, in which the 
plane’s owner, famed movie stunt pilot Frank Tallman, did the flying. (BELOW) In sharp con¬ 
trast, Freeman prepares to lift off to shoot helicopter shots with the IMAX camera. 

screen for your own private viewing 
world.) 

The screen size is so enormous that 
a whole novel set of filming rules 
needed to be developed, while the old 
ingrained rules regarding film pacing, 
camera mobility, framing, the tradi¬ 
tional long, medium and close-up shot 
combination, and other conventional 
camera techniques needed to be 
temporarily set aside. 

IMAX forces development of at least 
four new cardinal rules of filmmaking. 
First, because of the extreme 
sharpness and size of the image, the 

long shot (wide angle) normally used 
for audience orientation, can be 
framed even wider. 

In IMAX, the extreme long shot is 
used as both traditional long-shot and 
medium-shot, and instead of pro¬ 
gressing in the conventional fashion 
from long-shot to medium-shot to 
close-up, a condensed movement re¬ 
sults from extreme long-shot to 
medium close-up. 

Similarly, the wide-angle lens as¬ 
sumes a role of crucial importance, 
since the viewer has more room for eye 
travel to various positions of con- 
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(LEFT) Only by carefully storyboarding every scene could the producers anticipate problems and 
plan the tight shooting schedule. Here Greg MacGillivray completes a preliminary paste-up in the 
Laguna Beach studio. (CENTER) The colored storyboard elements were presented to the clients, 
so that no communication difficulties would emerge after shooting. (RIGHT) Jim Freeman films 
from the fast-moving camera car as a stagecoach traverses the countryside. 

(LEFT) The New York City skyline at sunrise — a beautiful scene seldom appreciated. (CENTER) The Niagara observation needle. (RIGHT) 
The dazzling colored light show of Niagara Falls at night. “TO FLY” depicts the history and progress of America in a combination of scenes 
depicting the vitality and inventiveness of the American people and the scenic grandeur of the country that inspired them. 

% ■ t** - 

centration within the immense IMAX 
image, intensifying the viewer's involve¬ 
ment. 

The second new rule of IMAX goes 
hand-in-hand with the first. Once again, 
because the viewer is able to scan the 
screen, isolating different portions for 
the focus of his attention, it becomes 
imperative that the pacing vary from 
the traditional standards. Each cut 
needs to be longer in IMAX to allow the 
audience to fully assimilate the vast 
image before it. 

IMAX is involvement cinema and the 
third rule underlines the importance of 
the camera being in motion at all times. 
In “TO FLY” we used as many dif¬ 
ferent subjective motions as possible. 
A partial list includes cherry pickers, 
dolly tracks, the side of a train, the 
wing-tip of Art Scholl’s Chipmunk aero¬ 
batic plane, beneath a helicopter, from 
the door of a helicopter, from the belly 
of a 747 and underneath a Blue Angels 
jet. The IMAX format is ideal for 
allowing the audience to intimately and 
viscerally identify with a moving, sub¬ 
jective point of view. 

New considerations regarding 
framing complete the list of the four 
basic IMAX principles of photography. 
Because the audience sits lower in 
relation to the screen in an IMAX 
theatre, the new center lies approx¬ 

imately one-third up from the bottom of 
the screen. Therefore, all scenes need 
to be framed with this in mind, but par¬ 
ticularly the closeup. Plenty of head- 
room is needed in all closeups (in 
IMAX, the medium closeup) so the 
audience can establish comfortable 
eye-contact. 

In order to use these new rules as a 
guideline for filming of the story, the 
preparation of an extremely well- 
detailed storyboard becomes crucial. 
Each scene needs to be planned out in 
terms of its length, positioning and 
movement, always bearing in mind the 
tremendous psychological effect of the 
enormous image that will eventually be 
on the IMAX screen. 

PHOTOGRAPHIC STYLE AND 
TECHNIQUE 

For the photographic style of the 
story, we decided on a straight¬ 
forward, unfiltered, naturalistic look. 
We wanted the bright, contrasty colors, 
which we were able to achieve with the 
65mm film stock 5254. We shot every¬ 
thing using a standard 85 filter, without 
using any other filters, such as dif¬ 
fusion, star or fog. In order to achieve a 
natural dramatic quality, especially 
important with wide vistas and outdoor 
shots, we used lighting which is either 
cross-back light or simply cross light. 

In this way, we were able to achieve an 
increased sense of depth, dimen¬ 
sionality and a greater sense of move¬ 
ment. We tried to avoid straight front 
light, since the lack of contrasty refer¬ 
ence points in the frame diminishes the 
dramatic effects of the moving camera. 

The lenses used ran all the way from 
a 30mm fish-eye through the 35mm, 
40mm, 50mm, 80mm, 150mm, 250mm, 
400mm, and 600mm lenses. The 
scenes over New York City, with the 
camera looking straight down upon the 
towering skyscapers, were done with 
the 30mm lens. This lens caused a 
fascinating edge curvature and image 
distortion which gave this normally 
interesting scene incredible visual im¬ 
pact. Other closeup and wide-angle 
shots were done with the 35mm lens, 
which was developed specifically from 
a Pentax 6x5 lens by Century Optics’ 
Steve Manios, to provide less dis¬ 
tortion, while yielding nearly the same 
angle coverage as the 30mm lens. The 
other lenses were originally built for 
Hasselblad cameras, with the shutters 
removed and the lens mounts modi¬ 
fied to fit the IMAX camera. 

Because of the extreme weight and 
bulk of the IMAX camera, lenses and 
magazines, it was necessary to use a 
beefed-up, larger than normal tripod 
Continued on Page 792 
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(LEFT) Assistant cameraman Philip Schwartz checks the 65mm negative for possible scratches. Because the film runs through the camera at 
336 feet per minute, possibility of scratching was great, but not one foot of the 150,000 feet exposed during filming was damaged. (CENTER) 
Freeman lines up the 600mm lens on an approaching 747, which lifted from the ground 150 feet from the set-up. (RIGHT) Cherrypickers were 
used to support the basket of the balloon and also for the camera filming it. 

(LEFT) Larry Barton of Tyler Camera Systems readies the communications modules so necessary to the successful filming of intricate air-to- 
air sequences. (CENTER) To simulate the POV of the ballonist narrowly missing a new England church steeple, the camera was moved along¬ 
side the steeple in a cherrypicker. (RIGHT) Greg MacGillivray directs the scene, while Jim Freeman shoots. The team has proven over 15 
years and more than 50 films and commercials a successful collaboration in which both partners contribute ideas and direction to their proj¬ 
ects. 

(ABOVE LEFT) The Saturn 1B rocket for the Apollo-Soyez link-up was filmed blasting off, for the first time in IMAX, through special 
permission granted MacGillivray/Freeman. (CENTER) The Statue of Liberty, as seen by the vibrationless under-helicopter camera devel¬ 
oped for “TO FLY”. (RIGHT) The aerial view of Niagara Falls, as seen by the balloonist. (BELOW LEFT) Actors rehearse for a dolly shot in the 
barn-raising sequence. (CENTER) “THE BLUE ANGELS”, U.S. Navy aerobatic team, fly in formation, as the camera ship trails behind. 
(LEFT) Bob Wills, world’s foremost hang-gliderist, soars along the Hawaiian coastline. 
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LASER ON IMAX-THE IMAGE FANTASTIC 

By JIM PALMER 

Experimentation with effects for the space sequence of “TO FLY” 
results in the first use of a laser in any 65mm/70mm film format 

An Evolution 

The Laser: A source of coherent light 
so powerful as to precisely cut alloy 
steel plates in milliseconds with paper- 
thin accuracy. Since its conception by 
Theodore Mainmon in 1960, the laser 
has, until recently, been confined to the 
realm of Buck Rogers, carefully locked 
away in laboratories or sealed behind 
doors with a top-secret industrial or 
military application. 

Slowly, secrets leaked. As the phe¬ 
nomenon of coherent light became well 
understood, the mechanics and 
economics of lasers gained com¬ 
mercial attraction: CBS laboratories 
developed the first practical videotape- 
to-film transfer system. MCA 
developed a videodisc playback 
system for home use. Artistic possi¬ 
bilities emerged: Ivan Dryer still 
operates his highly-touted “Laserium” 
live light-show at the Griffith Obser¬ 
vatory in Los Angeles and elsewhere. 
Small groups, working independently, 
mostly in Los Angeles and New York, 
made primitive efforts to combine laser 
images and film. Their efforts have 
been generally limited to 16mm educa¬ 
tional or “underground” outlets. 

The Revolution 

Greg MacGillivray and Jim Freeman 
had been intrigued by the possibilities 
of harnessing a powerful laser light 
source and the gigantic 70mm IMAX 
film for use in the final space sequence 
of their film “TO FLY”. Greg and Jim, 
along with myself and my good friend, 
Barney Kaolin, developed the first laser 
image-to-IMAX transfer system. This 
represents the first use of a laser with 
the IMAX or any other 65mm/70mm 

film format. Barney, a laser expert, had 
done basic research utilizing the laser 
as a visual medium while Barney and I 
were still students at Loyola/Mary- 
mount University of Los Angeles. 
Barney’s exclusive Viewsic® process 
modulates a laser beam by the use of a 
sophisticated acousto-optical trans¬ 
ducer driven by proprietary electronic 
means. Viewsic, devised originally for 
live concert presentation, possesses 
the capability to generate complex 
visual laser images in precise syn¬ 
chronization with a musical program 
source. 

Transfer to 65mm IMAX 

A transfer of a modulated laser beam 
to a film surface presents an oppor¬ 
tunity for simplicity: namely, the use of 
a kind of lensless photography. Since 
the beam is already precisely col¬ 
limated, it is possible to write directly 
on the film with no lens or optical ele¬ 
ment required. (See FIGURE 1). 
Conventional practice would indicate 
the use of three-color separations or 
YCM’s as an intermediate duping 
material. However, since we were film¬ 
ing in the IMAX format, we were faced 
with a rather unique problem: a step- 
contact or 1:1 optical printer to make 
IMAX-to-IMAX dupes does not exist. 
Therefore, we were forced to create all 
effects in the camera and to use the 
regular 65mm 5254 color negative 
emulsion, as it was the only stock avail¬ 
able to us. Our first step was to expose 
a series of step wedges using Pola- 
color type 107 film and adjust the 
number of N.D. filters placed in front of 
the beam. We found that even with a 
small two-milliwatt Helium-Neon laser 

FIGURE 1 — How laser patterns are recorded directly onto IMAX film without a lens. 

the beam was amazingly bright. Our 
basic exposure was a N.D. 3.2 at 1/25 
sec on 5254 developed normally. 

We were able to produce a veritable 
potpourri of patterns by making certain 
frequency adjustments in our 
electronic black box. We were able to 
generate shapes ranging from simple 
lissajous patterns to much more 
complex shapes, such as an inverted 
cornucopia. By shooting at 3 fps we 
were able to capture subtle changes of 
form only barely visible to the naked 
eye. 

The Future 

We look forward to the time when we 
will be able to develop more sophis¬ 
ticated equipment for laser-film 
transfer. The IMAX format has incred¬ 
ible potential. The screen is incredibly 
bright. By combining the excitement of 
the laser and the flexibility of film in the 
IMAX format it will be possible to create 
a whole world of images, as exciting as 
a live show, but infinitely more refined. 
We are but standing on a threshold. ■ 

MOVING? 
PLEASE NOTIFY US 

6 WEEKS IN ADVANCE 

Miss/Mrs./Mr. 

Name (please print) 

New Address Apt. No. 

City State Zip 

MAIL TO 
AMERICAN 
CINEMATOGRAPHER 
P.0. Box 2230 
Hollywood, Ca. 
90028 

ATTACH LABEL HERE for address change or 
inquiry. If you are receiving duplicate copies of 
AMERICAN CINEMATOGRAPHER, please send both 
labels. If moving, list new address above. 
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FILMING THE SPACE SEQUENCES FOR “TO FLY” 
With no hope of equaling the special effects of ‘ 2001" on their tight 

By JEFF BLYTH budget, film-makers use ingenuity to create a dazzling trip into space 
Associate Producer, MacGillivray/Freeman Films 

It was felt from the earliest concep¬ 
tions of “TO FLY” that the film would be 
incomplete without a sequence depict¬ 
ing not only our present ventures into 
space, but portents of the future, as 
well. The whole motion picture repre¬ 
sents an outward expansion from Early 
America and that motion had to con¬ 
tinue through the rest of the film. 

The space sequence was originally 
designed as a series of stills showing 
views of our solar system, galaxy and 
the universe. None of us ever thought 
that would really be acceptable and in 
our earliest pre-planning we decided 
that money saved on the other se¬ 
quences would be earmarked for a 
more ambitious space sequence. 

Unfortunately it is not possible to 
make a large-screen film on space with¬ 
out automatic comparisons to “2001”. 
Needless to say we didn’t have the mil¬ 
lions of dollars necessary to equal or 
surpass “2001”, but we still had the 
comparisons to live with, unfair or not. 
The volumes of material written about 
the production of that picture were a 
starting point in our research. We 
found that there were many things they 
had worked out by trial and error that 
we could incorporate or expand upon. 
For example, we were forewarned that 
our most difficult task would be the 
filming of starfields that looked correct 
both in 70mm IMAX and later in 35mm 
release. Many times our 35mm print- 
downs showed no stars whatsoever, 
while the corresponding IMAX negative 
looked normal. When the stars looked 
normal in our 35mm print-downs they 
looked like basketballs in IMAX. 
Obviously the answer was a com¬ 
promise of very narrow limitations. This 
was a problem that plagued us 

throughout the filming of the se¬ 
quence. 

The other major thing we learned 
from “2001” was the use of movement. 
Not only is there constant movement of 
spacecraft in that film, but the back¬ 
ground starfields are constantly 
moving as well. 

We had some very severe limi¬ 
tations in the manner in which we could 
shoot the space sequence. The most 
conventional full-screen optical effects 

are not possible in IMAX, not even 
acceptable dupes. The camera would 
not single-frame or run in reverse 
which meant we couldn’t use stop- 
motion photography of models or 
registered mattes, etc. All of our effects 
had to be accomplished on the original 
camera negative. We could, however, 
reliably film as slow as 3 fps., and we 
shot most of the scenes at 6 and 12 fps. 

Another serious problem was light: 
Continued on Page 796 

HORIZON 

FISH-EYE 
LENS 

IMAGES 

MOTORIZED 
DRIVE 

IMAX CAMERA TURNED 
SIDEWAYS 

30’ K0DALITH 
ARTWORK 

OVERHEAD 
PROJECTOR 

ARTWORK MOVES 
IN TRACKS 

Diagram of the “Discount Slit-scan” rig used to create outer space effects for “TO FLY”. Indi¬ 

vidual pieces of artwork photographed on Kodalith were matched to create an 8-inch by 30- 
foot piece of art. Using an overhead projector with a specially designed track, and motor¬ 
ized mechanism, the artwork was pulled very smoothly across the glass surface of the pro¬ 
jector. The images were projected onto a very large reflective white card. The IMAX camera, 
with fisheye lens, was set close to the edge of the card and perpendicular to the axis of the 
projector. 

(LEFT) Associate producer Jeff Blyth, shown with the “Starship”, which was designed, then approved by the Smithsonian Institution, then 
constructed by MacGillivray/Freeman Films from many model kits. (RIGHT) Blyth adjusts the bellowed closeup lens on the IMAX camera. 
The geared Worrall head was used for smooth motorized pans and tilts. 



“VIRGINIA... 

By DANIEL GUNTZELMAN 

One of the most successful players in 
the big money game of amusement 
park operation is Taft Broadcasting’s 
Family Leisure Centers. With parks in 
Cincinnati (Kings Island), Richmond 
(Kings Dominion), and Charlotte (Caro- 
winds), they possess a track record of 
steady profits and judicious growth. 
One of the hallmarks of their opera¬ 
tions philosophy is constant reassess¬ 
ment, renewal, and addition. Each and 
every year something new is added, 
something unexpected appears, to the 
delight of the millions of returning pa¬ 
trons. 

One such commitment (or to be 
more exact, three such commitments) 
was the decision to build special- 
format, audience-involving motion pic¬ 
ture theaters in each park. These 

PURSUIT OF HAPPINESS” 

A great state celebrates America’s 200th Birthday and its own 
prideful history with an exciting 12-minute film presented in 
70mm wide-screen and six-channel stereophonic surround sound 

theaters have 70mm projection 
systems with six-channel stereo sur¬ 
round sound, that is, six-channel 
systems with speaker placement 
altered from the customary five chan¬ 
nels behind the screen and one sur¬ 
round channel to three channels 
behind the screen and three in the 
house. The seating area is from fifteen 
to forty feet from a screen sixty feet 
wide by twenty-five feet tall. In short, 
the audience is literally in the middle of 
the presentation, surrounded by visual 
and audio inputs. 

Of course, the films made for these 
theaters have to be as unique as the 
theaters themselves, taking advantage 
of the three-hundred-and-sixty-degree 
sound system, as well as the propor¬ 
tionately overly large wide screen. In 

addition, the length of the production 
cannot exceed fifteen minutes so that 
three showings per hour are possible. 
For the premier grand opening of Kings 
Dominion, this meant a tour de force 
presentation about the state of Virginia: 
past, present and future. 

VIRGINIA . .. PURSUIT OF HAPPI¬ 
NESS began in concept as the mid¬ 
point between a patriotic Bicentennial 
product and a film loaded with visual 
thrills, where the audience gets to 
experience many varied points of view. 
Through early meetings with repre¬ 
sentatives of the F & M Bank (the 
sponsor of the film), Jack Rouse and 
Keith James of Kings Productions (pro¬ 
ducers of the film), and John Gunsel- 
man and myself of Alliance Pictures (in 
charge of production), a treatment and 

(LEFT) “VIRGINIA ... PURSUIT OF HAPPINESS” Director John Gunselman discusses the action with soon-to-take-off crop duster Bruce 
Stoehr. The Mitchell Mark II camera has been turned around to shoot a reverse view of the pilot’s face, as he goes about his dangerous job. 
Needless to say, this view was not sighted. (CENTER) Cinematographer Dan Guntzelman and Director John Gunselman shoot a crop duster 
pass that seemed a bit too thrilling at the time. (RIGHT) A reverse view of the crop duster pass — only a little less hair-raising to film. 

(LEFT) John Gunselman inspects his helicopter mount. The camera rides on a new cross-member bridging the struts of the copter. By being 
set as far as possible from the main body of the aircraft, vibration is minimized and the view is free. (CENTER) The Stindt dolly pauses during 
a rehearsal of one of the literally hundreds of camera moves used in the production. Many of these were only possible because of the small 
size and light weight of the Stindt dolly. (RIGHT) The Mitchell Mark II goes for a ride through the streets of Williamsburg. 
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(LEFT) Cinematographer Dan Guntzelman discovers the wrong way to go on a hayride. Sometimes the speed of production can be equated 
with muffler burns and saddle sores. (RIGHT) John Gunselman checks the composition of a shot that was part of the “bones” sequence, 
taking place on the deck of the “Marr Page”, a small fishing boat. 
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general overview was gradually devel¬ 
oped. This was concept development 
by committee, and all of us who had to 
go out and actually make it happen felt 
a little insecure. 

Nevertheless, the composite treat¬ 
ment read well and promised a good 
result. What we had in mind was a 
Bicentennial film with more life and 
vigor than is normally found in such a 
subject. There would certainly be 
patriotic moments, but with an added 
edge of reality, humor, and honesty. 
The twelve-minute production would 
move with only sixty seconds of 
narration, held together by an original 
musical and vocal score based on the 
traditional folk hymn, “Simple Gifts”. 
There would be good times, plain folks, 
and several interludes of strong visual 
drama. And all of this would crescendo 
in a promise-fulfilled look into the 
future. It was quite a treatment. 

During the early pre-production 
scouting trips throughout Virginia, it 
became overwhelmingly clear that a 
lifetime could be spent capturing a 
representational view of the state on 
film. And of course, as with most 
exciting assignments, a lifetime was not 
available. To be sure, due to financial 
considerations, only twenty-five days 
were allotted for production and these, 
due to the contracted delivery date of 
the picture, had to be set in the month 
of October. 

So my first problem as cinematog¬ 
rapher was a question of logistics and 
stamina. We had a production 
schedule and a subject that called for 
great flexibility dictated by events hap¬ 
pening pell mell within the state and, of 
course, the weather. Yet we had a 
severely limited amount of production 
time. To further complicate the 
situation, the finished product should 
not look as if it were shot only in 
autumn. Luckily, blue skies and the 

natural fir greenery cooperated with 
tight composition in overcoming this 
seasonal obstacle. 

As with our previous special- 
purpose films for Kings Productions, 
the overall visual quality had to be 
extremely high, for the eventual forum 
would be that huge screen in Kings 
Dominion. There was definitely no 
room for faulty camera moves and 
hesitant corrections. But unlike our 
previous special-purpose productions, 
VIRGINIA . . . PURSUIT OF HAPPI¬ 
NESS was documentary in nature. 
Where before we had shot from 
specific scripts, very much like 
theatrical production, we now faced an 
open treatment that called for real 
people doing real unstaged things. If 
ever a subject seemed totally wrong for 

35mm production, especially 35mm 
production that is limited in time and 
money, this was the one. 

The subjects of image sharpness 
and definition became sacred during 
this pre-production period and 
throughout production, with the even¬ 
tual picture flow dictated completely by 
these considerations. A squeezed 5247 
color negative was blown up first gen¬ 
eration to a 70mm flat positive release 
print, bypassing the CRI step (a CRI 
was made for protection), producing 
the cleanest 70mm prints from a 35mm 
negative that I have ever seen. (At the 
dubbing session at Todd-AO, I con¬ 
tinued to be startled at the ultra-fine 
image quality when a medium view of a 
fisherman came on the screen and it 
Continued on Page 806 

The Mark II rides again — this time on a ship loading crane in Norfolk’s International 
Terminal. “VIRGINIA ... PURSUIT OF HAPPINESS” began in concept as the midpoint 
between a patriotic Bicentennial production and a film loaded with visual thrills, during 
which the audience gets to experience many varied points of view. 



Sachtler GmbH 
Filmtechnische Cerate 
OsterwaldstraBe 10 
8000 Munchen 40 
Telefon 0 89/36 40 65 
Telex 215 340 
Western Germany 

The new >superfluid 35< 
Send us your Sachtler gyro 
or fluid head 16 or 35, with 
DM 2.200 - we will send 
your superfluid 35 by return 
post. 
This exchange is limited till 
the end of September 1976. 

The new >superfluid 35< 
has technical advances to 
satisfy the most demanding 
professional, 2x4 speeds 
with 16 combinations, easier 
handling, yet the most 
secure locking devised. 
Mobility and precision - 
from fast sports to macro 
swing - are the keynotes of 

the superfluid 35. If you 
see it - you can get it. 
Want a new experience? 
Should you just be 
considering a once in a 
lifetime investment, with no 
exchange, the price is just 
DM 3.200. 
Get your new experience 
now! 



miCRODEM/IND 
im FILM TRANSPORT SYSTEM 

B FULLY PROTECTED BY U S. & FOREIGN PATENTS 

One of five 320 f.p.m. Filmline 
Color processors installed at 

Technicolor, Hollywood, California. 

Typical medium size 
Filmline processor available 
in speeds from 7-200, f.p.m. 

Micro-Demand is a patented exclusively different 
concept in demand drive film transport systems. 

Micro-Demand is a dynamically tension-controlled 
friction film transport system that operates effectively 
at minimum tension and with complete reliability. When 
used with Filmline Feather-Touch film spool “tires” it 
transports 35mm, 16mm and single strand 8mm film 
interchangeably and without adjustments even when 
these films are spliced back-to-back. 

Once optimum tensions are set there is no need for 
further adjustments, yet the design allows easy and 
rapid, dynamic adjustment of film tension while the 
machine is running. 

Micro-Demand has a broad band of self-compensa¬ 
tion, is of functional construction and requires minimum 
maintenance. 

There are no fragile, plastic spring bushings, no 
wobble rollers. No elaborate articulations, of any type. 
Just sound engineering and the highest quality mate¬ 
rials and workmanship. 

No other competitive processor or film transport 
system commercially available has ever achieved the 
operational speeds and proven reliability of Filmline 
Micro-Demand Processors. 

Versatility 

Reliability 

Flexibility 

Dependability 

Credibility 

Maintenance 

Performance 

SIGNIFICANT MICRO-DEMAND FEATURES: 

Any speed, any process. 

Rugged construction, quality materials and sound 
engineering. Always ready when you are! 

Any format 35mm, 35/32mm (1-3), 35/32mm (1-4), 
35mm 5R S8, 16mm — 70MM-105MM etc. 

Can stand the gaff of long, continuous, top 
speed runs with “Zero-down-time.” 

Ask the labs who own them. Most of them own 
not one but several. 

Exclusive Maintenance Monitor tells when and 
where the machine needs attention. Significant 
savings assured. 

Every Filmline machine is backed by a superb 
performance record compiled in over 25 years of 
continuous service to the industry. Twenty five 
years in the forefront of processing machine 
design and innovation. 

□ Push-Button operation, and reliability allows operator to 
perform other functions while the machine is running! 

□ Automatic compensation for elongation and contraction of film 
during processing cycle. 

□ Virtually eliminates all film breakage, scratches and static marks. 
□ All film spools use standard bearings or bushings. 
□ Entire upper film shaft/roller assemblies easily removed. 

No tools needed. 
□ Stainless steel construction used throughout. 
□ Proper operation can be determined at a glance, while 

machine is running. 
□ Submerged developer racks. 
□ Pumps for recirculation and agitation of all required systems. 
□ Professional spray bars. 
□ In-line filters on all required systems. 
□ Professional air and wiper squeegees. 
□ Temp-Guard Temperature Control System. Thermistor sensing 

and transistorized controller. 
□ Film-Guard dry box with dual heat input and dial thermometer. 
□ Individual switches for all control functions. 

“Filmline Engineering and Consulting Services for Complete Laboratories are Available Worldwide.’’ 

Filmline Continuous Film Processors are used 
throughout the world by: Deluxe-General, Tech¬ 
nicolor, Inc., Capital Film Labs, Byron Motion Pic¬ 
tures, JVC Labs., Movielab, Radiant Laboratories, 
Guffanti Labs, Precision Film Labs, Bellevue-Pathe, 
ABC, CBS, NBC Network TV, NASA, General Motors, 
RCA, IBM, AEC...and thousands of others. 

• “When you buy quality, Filmline costs less’’ 

Filmline Corporation, Dept. AJ-76 
Milford, Connecticut 06460 
Area Code 203-878-2433 



This ultra-lightweight reflector is part 
of the ROSCOFLEX series of Light 
Control Media. Its unique properties 
put it in a class by itself, and make it a 
most useful tool either in the studio, or 
on location. 

FEATHERFLEX was designed specifi¬ 
cally for situations requiring a light, 
highly flexible yet efficient reflecting 
surface. It is not primarily a blanket, or 
a radar reflector, although it will satisfy 
both of those uses. As it comes from 
the roll, it has a slightly textured, bright 
silver appearance. For a more diffuse 
reflecting surface, crumple the material. 
Various degrees of “softness” can be 
achieved by varying the amount of 
crumpling. This action changes the tex¬ 
ture without decreasing the basic re¬ 
flecting properties of FEATHERFLEX. 

Although extremely tough and tear re¬ 
sistant a full 100 sq. ft. roll weighs only 
a few ounces. The material may be put 
in place easily with gaffers tape, thumb¬ 
tacks or even ordinary cellophane tape. 
A reflecting surface can be placed any¬ 
where that can be reached. 

FEATHERFLEX will withstand rough 
handling, since the vacuum-deposited 
aluminum reflector is on tough polyes¬ 
ter film. It can be washed, hosed down, 
scrubbed, cleaned, crumbled into a bag 
and straightened out again and again. 
FEATHERFLEX is applied in any 
situation where it is useful to have a 

reflecting surface for bounce light, es¬ 
pecially in difficult and cramped quar¬ 
ters like automobile interiors. FEATH¬ 
ERFLEX can be taped to a sun visor to 
bounce-fill a performer’s face from a 
light placed below the back of the front 

seat, or taped under the dashboard for 
creating that glow on the floorboards 
with a small hidden light. 

Tape FEATHERFLEX to the ceiling- 
wall corner of a room, and back light 
actors from the front when it is im¬ 
practical to place fixtures on the wall. 
Cover the entire ceiling and make the 
room into a “softlight” by bounce, light¬ 
ing for general fill. 

Since the roll is 56" wide an entire wall 
can easily be covered and turned into a 
reflector. 

FEATHERFLEX is so light and com¬ 
pact you can take it anywhere—Once 
you have it with you, new uses seem to 
occur all the time, such as taping it to 
a gobo for a spot of light, or improvis¬ 
ing a reflector for a light. 

Small wonder FEATHERFLEX is be¬ 
coming standard equipment for the 
camerman. 

FEATHERFLEX is available in either 
56 inch rolls or as F-PAK, in a 56"x48" 
sheet, large enough for a majority of 
the day to day applications, packed in a 
small handy plastic pouch. 

For additional information, data sheets, 
swatchbooks of the complete system 
and samples, contact your Rosco dealer, 
or write: 

© 
36 Bush Avenue, Port Chester, N .Y. • (914)937-1300 • Telex: 131472 

11420 Ventura Blvd., Studio City, Cal. 91604 • (213)980-0622 • Telex: 691123 
69/71 Upper Ground, London SE19PQ • 01-633-9220 
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The reflector board is one of the oldest 
lighting tools used by cinematographers. 
It allows the use of natural sunlight for 
exterior lighting, without power, noise or 
cables. The boards have traditionally been 
surfaced with paperbacked foil and sign 
painters leaf (“hard” and “soft” sides). 
Leaf application required skill, controlled 
conditions and much time. They are not 
durable surfaces, degrading very rapidly 
in salt air or high humidity, they cannot be 
dusted off or washed and need to be re¬ 
placed every few days. 

Rosco, in cooperation with leading cam¬ 
eramen, developed ROSCOFLEX in order 
to overcome these problems. The ’FLEXES 
are made up of a tough plastic backing 
and clear polyester facing, with a vacuum- 
deposited aluminum reflector sandwiched 
between them. The result is a rugged, 
tear-resistant, washable composite mate¬ 
rial, with stable and repeatable reflecting 
characteristics. These materials are not 
affected by environmental conditions. They 
can be dusted, scrubbed, hosed down and 
are not affected by salt air. 
Mounting of the ’FLEXES is a simple op¬ 
eration which can be performed in the 
field, particularly if the new ROSCO- 
BOND adhesive is used. This is a solvent- 
free, non-toxic, water-thinned adhesive 
system which does not require special ven¬ 
tilation during application. It is available 
in quarts and gallons. 
ROSCOFLEX-H has the characteristics of 
the traditional “hard” side. It is used for 
long throws or situations requiring punch. 
ROSCOFLEX-S matches the “soft” side, 
offering wider coverage at shorter throws. 
In using reflectors, sometimes the sun is 
not in the right place for a shot relative to 
immovable scenic elements such as build¬ 
ings and geographical features. 
ROSCOFLEX-M, (Mirror) provides a mir¬ 
ror surface for relaying the sun into the 
reflector boards in such situations. It is 
also applicable as a longthrow reflector. 
Some cameramen would never use the old 
type reflectors at all, feeling that even the 
“soft” side produced too harsh a look. 
ROSCOFLEX-SS, (Super Soft) has be¬ 
come popular with many of these people 
due to the very soft character of the re¬ 
flected light, and the extremely wide field 
it produces. It is about IV2 to 2 stops 

lower reflection compared to the ROSCO¬ 
FLEX-S. It allows the placement of the 
reflector board close to the action, where 
desirable. It’s the reflection for the cine¬ 
matographer who won’t use a reflector. 
These four basic ROSCOFLEX reflecting 
materials are only part of the Rosco Cine- 
gel Light Control Media. They provide 
light control by reflection, with varying 
degrees of “reflection/diffusion”, without 
changing the color balance of the reflected 
light. 
ROSCO also offers the cinematographer a 
set of three media with “reflection/filter¬ 
ing” properties. The filter, in these mem¬ 
bers of the ’FLEX family, is actually the 
protective cover film of these laminated 
materials. 

ROSCOFLEX-C, (Cool). Regular sunlight 
reflectors reflect only the sun component 
of daylight, and not the sky, resulting in 
fill light that is warmer than daylight. Par¬ 
ticularly in the early morning and late 
afternoon, ROSCOFLEX-C is used to 
avoid a “warm” fill. It gives a soft reflec¬ 
tion combined with a light blue filter. This 
corrects the reflected sunlight for a better 
match with daylight. 
ROSCOFLEX-G, (Gold) a soft reflector 
similar to gold leaf boards suitable for the 
early or late in the day look ... or just to 
get a “warm” lighting quality. 
ROSCOFLEX-D, (Daylight) provides “day¬ 
light conversion” by reflectance. Put a 
3200 light on, get 5000 off. 
It is designed for bounce-lighting applica¬ 
tions. When incandescent light is reflected 
from this material, it is suitable for day¬ 
light fill. Where an even cooler look is 
desired, Rosco Tough VA or V2 Booster 
Blue can be put on the light source. 
ROSCOFLEX-D is used to line low watt¬ 
age Soft-Light to provide “Daylight shad¬ 

owless fill”, higher efficiencies than when 
using a transmission filter on the front. 
These seven materials are all supplied in 
64 inch wide rolls, and represent a com¬ 
plete family of Light Control Media. Each 
with a distinct reflecting characteristic and 
purpose. 

To mount the reflection media Rosco de¬ 
veloped: 
ROSCOBOND—A water-based liquid ad¬ 
hesive specially developed to meet the 
need for a pressure-sensitive, safe adhe¬ 
sive to bond plastic films to non-porous 
surfaces such as metal, smooth surfaced 
foams, plastic sheet or completely sealed 
wood. Roscobond contains no solvents, so 
it may be used in non-ventilated areas 
without the need for special clothing or 
ventilating equipment. 
Besides the basic seven reflecting media 
there is: 
ROSCOSCRIM is a dual purpose material. 
It has the same sandwich type of con¬ 
struction, as the other ’FLEXES, except 
that it is perforated. The front has ap¬ 
proximately the same reflection charac¬ 
teristics as the ROSCOFLEX-S. When 
used as a scrim it reduces the transmitted 
light 2 stops. It is also an excellent sun¬ 
shade for equipment and personnel. 
Mounted on boards it produces less in¬ 
tense reflection than regular reflection ma¬ 
terials, minimizing eye strain, tearing and 
squinting by the actors. 
The rolls are 54 inch wide. 
For additional information, data sheets, 
swatchbooks of the complete system and 
samples contact your Rosco dealer, or 
write: 

36 Bush Avenue, Port Chester, N .Y. • (914)937-1300 • Telex: 131472 
11420 Ventura Blvd., Studio City, Cal. 91604 • (213)980-0622 • Telex: 691123 

69/71 Upper Ground, London SE19PQ • 01-633-9220 
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GlOfflOGBffl! BIBOS 
Once again the American Society of Cinematographers encourages 
America’s film students by rewarding excellence in cinematography 

On the evening of May 24th, at a gala 
dinner held at the A.S.C. clubhouse in 
Hollywood, student cinematographer 
Philip Earl, Jr., of the University of 
Southern California Department of 
Cinema, won the second annual Ameri¬ 
can Society of Cinematographers 
award for the best photographed col¬ 
lege film of 1975. 

Film star Greer Garson presented 
Earl with a specially designed trophy in 
recognition of his highly professional 
photography of “THE PREPAR¬ 
ATORY”, a 24-minute film portraying a 
young student’s trials and tribulations 
at a Jesuit boys’ school. 

A second trophy was presented by 
Miss Garson to Dr. Bernard Kantor, 
head of the USC Department of 
Cinema. In his absence, the trophy was 
accepted on behalf of the University by 
USC Cinema Professor Mel Sloan. 

Plaques of achievement also were 
awarded by A.S.C. president Lester 
Shorr to four other students and 
universities, named as nominees by the 
Society. 

These were: Jerry Feldman, New 
York U., for the film, “JUST PASSING 
BY”; Brian England, Northwestern U., 
“LIGHTHOUSE”; Alan J. Ritsko, Boston 

U., “FALLING”; and Ken Burns, Hamp¬ 
shire College (Mass.), “WORKING IN 
RURAL NEW ENGLAND”. 

Event chairman Stanley Cortez noted 
that 125 universities across the nation, 
participated in the event. 

In welcoming those in attendance, 
A.S.C. President Shorr said: “From its 
inception, the A.S.C. has remained 
interested in encouraging young, 
enthusiastic students of cinematog¬ 
raphy. Our journal, American Cinema¬ 
tographer, is read by student film¬ 
makers the world over and our A.S.C. 
Manual, considered a ‘bible’ of cinema¬ 
tography, is used as a textbook by a 
great many cinema students. Many of 
our members have conducted semi¬ 
nars and lectures at colleges and 
universities throughout the country, 
passing on their know-how of the 
industry to the students.” 

Adding to these remarks, Contest 
Chairman Stanley Cortez, ASC, said: 
“The preliminary and final entries in 
this competition were screened, judged 
and voted on by a panel of 40 A.S.C. 
members, many of whom are Acad¬ 
emy Award winners or nominees. The 
films entered were mostly made in 
16mm color, and the running times 

(LEFT) Flanked by A.S.C. President Lester Shorr and Contest Chairman Stanley Cortez, the 
gracious Miss Greer Garson addresses the capacity crowd attending the gala awards ban¬ 
quet. (RIGHT) Philip Earl, Jr., winner of the top award for his outstanding photography of 
“THE PREPARATORY”, student film produced by the University of Southern California 
Department of Cinema. 
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ranged from 10 minutes to 150 min¬ 
utes. 

“These awards symbolize a tradition 
long associated with the American 
Society of Cinematographers, that of 
encouraging young people with crea¬ 
tive talent. This, we sincerely hope, will 
help ensure the future of our great film 
medium.” 

A bit later, comedian (and A.S.C. 
Associate Member) Edgar Bergen, 
acting as Master of Ceremonies, ad¬ 
ded his warmth and wit to the evening. 
He commented: “I can look back with a 
lot of sentimental memories of the pic¬ 
ture business. We refer to them as the 
‘Good Old Days’ — when we weren’t so 
good because we weren’t so old. I find 
that as the years go by I’m getting a 
little more spiritual. I started forsaking 
sin at just about the time that sin 
started forsaking me.” 

Bergen was then joined by his long- 
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time wooden sidekick, Mortimer Snerd, 
and they delighted the crowd with their 
banter. 

Having been introduced by Presi¬ 
dent Shorr, Miss Garson expressed her 
delight at being reunited with several of 
those who had been her cameramen 
during the 15 years that she was a 
reigning star at MGM Studios, paying 
special tribute to George Folsey, ASC, 
and Joseph Ruttenberg, ASC. 

Said the gracious Miss Garson: “I 
cannot allow this wonderful oppor¬ 
tunity to go by without paying tribute to 
all of you — you who indeed represent 
the elite of the motion picture industry 
and its arts and sciences. This beauti¬ 
ful clubhouse in which we gather to¬ 
night is a citadel of taste and high 
standards ... and I know that you are 
passing on to the Directors of Photog¬ 
raphy of tomorrow your own high 
standards, interesting these young 
students in what is beautiful and what is 
best... 

“I should like to write a book about 
my experiences and say how much we, 
as performers — and directors, writers 
and producers — owe to the man who 
sits there watching, composing, 
controlling the lights and telling the 
story in the language of pictures that 
move. Whether you are photographing 
Miss Elizabeth Taylor coming in on an 
elephant — which is quite an entrance 
on quite a large canvas — or photo¬ 
graphing the spirit and thoughts and 
the soul of a human being through the 
eyes and the muscles that tighten 
around the mouth, the range of your 
artistry and know-how is quite ex¬ 
traordinary . . . 

“Speaking for actors and actresses 
— and especially for the ladies — I 
should like to tell you how much we 
owe you. It’s a wonderful experience to 
watch the rushes and see oneself with 
all the little fretful lines of anxiety or 
petty cares magically erased from 
one’s face, so that one sees the image 
of one’s self as it ought to be — at its 
most ideal. I used to come away often 
tremendously moved, watching those 
figures on the screen that were ideal¬ 
ized. 

“Of course, these days it’s different. 
Candid photography is the trend, and 
we are, I am sure, made to appear 
much worse than we are in real life, in 
many cases, i know artists are sup¬ 
posed to hold the mirror up to nature, 
but I think that surely we belong to the 
generation that tilted the mirror kindly 
upwards to catch a little more golden 
sunshine — brighter and more tender 
and more beautiful than life itself. This 
gave people two hours in which to 
forget their troubles, and they went out 
of the theater feeling much better than 

when they went in. Isn’t that our func¬ 
tion? I think so... 

“Anyway, thank you for concen¬ 
trating, as you do, on interpreting the 
beauty, the goodness and the 
inspiration that is in life. You do it 
for each one of us. You do it for the 
wide world. You are the beating heart, 
the essence, the center of cinema, 
whether it is on the big screen or the 
little screen. Your influence is enor¬ 
mous. Each one of you here has a 
tremendous responsibility and you dis¬ 
charge it with such generosity and with 
such taste that I am privileged to be in 
your company and to have so many 
here that I can thank all at once.” 

After having received the top award 
from Miss Garson and her congratu¬ 
lations, Philip Earl, Jr., remarked: 
“When I was shooting this film, I never 
thought that this was going to happen 
to me. Receiving this award from the 
top professional people in the busi¬ 
ness has been a tremendous thrill and 
everybody on our crew who worked so 
hard on this film can share this recog¬ 
nition with me tonight. I would like to 
make special mention of our writer- 
director, Terence Cahalan. From the 
very beginning he expressed to me the 
feeling and the look that he wanted for 
the film, and we worked very closely to¬ 
gether to try to maintain a consistency. 
He is an individual who never com¬ 
promises and I learned a tremendous 
amount from him. 

“I would also like to pay tribute to the 
American Society of Cinematog¬ 
raphers for holding this competition 
which, I feel, inspires all the beginning 
film-makers in the universities. I know it 
inspired me tremendously — especial¬ 
ly tonight. 

“I’d also like to thank my wife, who let 
me quit a career in computers and start 
a new one in film-making. It’s worth it 
tonight. Thank you very much.” ■ 

Talented comedian (and A.S.C. Associate 
Member) Edgar Bergen served as the witty 
Master of Ceremonies and joined with his 
wooden sidekick, Mortimer Snerd, to enter¬ 
tain the audience. 

(ABOVE RIGHT) Miss Garson embraces a dear friend, four-time Academy Award winning 
cinematographer Joseph Ruttenberg, A.S.C., who photographed many of her best films 
during the 15 years that she was a top star at MGM Studios. (BELOW) President Shorr and 
Chairman Cortez congratulate the winner, Philip Earl, Jr. 



We’ve Qorw a long way, baby! 

From here, nearly three decades ago... 
A small group of expert technicians with a common goal 
combined their talents at Cinema Research Corporation. 
The name reflected their conviction that they could 
overcome many existing problems and create film 
technology, processes and equipment to better 
serve the special effects field. 

Over the years this expanding group has made 
good the promise, leading to new specialized 
lenses, registration equipment, Academy Award 
winning optical printers, color timing and laboratory 
techniques. Cinema Research specialized in color 
blow-ups, reduction negatives, optical printing of three 
color separations, wide screen techniques, liquid gate 
scratch removal and diffuse light techniques. These have 
all become standard procedure in the industry. 

To here ... 
Some of our customers insist we are the best optical 
house in the business. We are proud of our modern plant 
facilities and equipment (we designed and built most of 
it ourselves)... PLUS the talent: a combined working 
experience of over 250 years in the industry... all 
specializing in optical printing and title techniques! Our 
service capability is complete. Titles are created in our 
own studio, photographed, developed and combined on 
optical printers with your film to create outstanding 
effects and commercials. Cinema Research would like to 
make you a satisfied customer, and stands ready to 
accept your work in any 16/35mm format (there are quite 
a few, including anamorphic) and deliver in any format. 
Color timing on an A/B gate Hazeltine is included. 

Ours is a service business; next year is our 30th 
year of providing services to the motion picture industry! 
Survival and reputation are based on excellent quality, 
speedy delivery, courteous service, creative special 
effects direction and competitive prices. We pledge to 
continue giving that same quality service in the 
coming years. 

Try us ... give us a call. 

Phone or write: 
6860 Lexington Avenue 

Hollywood, California 90038 
Phone (213) 461-3235 

Ask for Jack Glass or Hal Scheib 

Technical services to the motion picture and TV producers 

< CINEMA 

Since 1947 
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The TeJezooro fOR the CP-1(5R convents 
the 12-120mm Angenieux zoom to24-240mm 
and the P.5-95 to 19-lPOmm. The BNC-R Tele¬ 
zoom convents Angenieux 25-250 to 50- 
SOOmrn and 20-120 to 40-240mm, and dou¬ 
bles the focal length of most pnime lenses. 

Compact and handy, all extendens slip on 
and off quickly fon fast use. 

& SAWYER. INC. 
SUPPLIERS TO THE MOTION PICTURE INDUSTRY — SINCE 1954 

1026 North Highland Avenue o Los AngeJes, Californio 90038 
Cable BIRNSAW (213) 466-8211 TELEX 673280 

CP16-R Extender, Cat. No. 1410, 
$199.50 

BNC-RExtender,Cat. No. 1384, 
$795.00 

B & S has intROdaced neco Telezoom Ex¬ 
tendens fon the CP-16R aod the BNC-R — cora- 
plementing the thousands op B & S ARRI and 
EclaiR EztendeRs noco in successful use. 

B 8c S EztendeRs aRe nagged, pRecision engf- 
neeRed. ShaRp, supeRb COIOR Resolution and 
coRneR to coRneR cooeRage. 

The neco BNC-R EztendeR pits both spin¬ 
ning miRROR and pellical Mitchell cameRas as 
coell as Mitchell and ARRI HaRd-FRonts and the 
XR35. 



THE NINTH MOTION PICTURE SEMINAR OF THE NORTHWEST 

By HERB A. LIGHTMAN 

Seattle’s annual two-day film-making forum enjoys a top roster 
of speakers and the largest attendance in its nine-year history 

A few of the more than thirty distinguished speakers appearing on the program of the Seminar this year. (Left to right): Eminent film critic- 
historian-cinema professor Arthur Knight; Academy Award-winning cartoon artist-director Chuck Jones; Academy Award-winning Director 
of Photography Conrad Hall, ASC; “THE THE PRESIDENT’S MEN” Director Alan J. Pakula; top film editor Verna Fields, winner of this year’s 
Academy Award for “JAWS”. The fourth Academy Award winner appearing on the program was F.R. “Budge” Crawley, producer of “THE 
MAN WHO SKIED DOWN EVEREST”. 

enjoy American Cinematographer. The 
Kiana Lodge is a marvelous place — 
with all the buildings and art executed 
in the authentic style of the Indians and 
Eskimos of the Northwest. 

The Seminar, held in the 1,000-seat 
Playhouse of attractive Seattle Center, 
gets underway early the next morning 
with Continental Breakfast served on 
the patio. For me, it’s like “Old Home 
Week”, because so many of the 
speakers and exhibitors are old friends 
from Hollywood and elsewhere. 

Space limitations preclude com¬ 
ment on each and every item on the 
schedule, so I shall simply skim the 
highlights: 

WRITING TO SUCCESS — Rob 
Thompson, a young, ex-Seattle writer, 
tells about his struggles for success, 
and how it happened with his first 
feature screenplay, “HEARTS OF THE 
WEST”. 

WIRELESS MICROPHONE TECH¬ 
NIQUES — Veteran Hollywood sound 
technician Frank Kelly discusses how 
the newest cordless pickups are used 
in the film industry. 

RECENT DEVELOPMENTS OF 
PROFESSIONAL APPLICATIONS OF 
SUPERS — Julie Mamolen (one of 
three guest editors who compiled the 
American Cinematographer special 
issue on Professional Super-8) talks 
about the latest state-of-the-art 
developments in the narrow-gauge 
format. 

ANIMATION IS AND ANIMATION 
WAS — Academy Award-winning 
cartoon artist/director Chuck Jones 
(creator of Wile E. Coyote and the 
Roadrunner) gives a humor¬ 
ous/serious talk on film cartooning in 
today’s changing markets. 

HMI LIGHTING — Don Matthews, of 
Braun Electric Canada Ltd., tells about 

SEATTLE, Washington 

When the good folks from Seattle 
called to ask me to be Moderator of the 
Ninth Motion Picture Seminar of the 
Northwest, to be held in their fair city, 
my first reaction was: They must be 
gluttons for punishment — my reason 
being that I had served in the same 
capacity three years before, and I 
should have thought they would have 
wanted to quit while they were ahead — 
or only slightly behind. 

At any rate, I’m glad they called and 
I’m happy to be back in Seattle be¬ 
cause rarely have I encountered a 
group so absolutely hooked on film. 
Not only is the turnout inspiring, but the 
quality of the people attending is first- 
rate. They are a mixed bag of film stu¬ 

dents, professional film-makers and 
highly knowledgeable movie buffs — of 
all types and ages, but with the accent 
on youth. They hail from the several 
northwest states of America, plus west¬ 
ern Canada. 

On the evening before the Seminar 
officially begins, there is a cruise 
across Puget Sound to the Kiana Lodge 
for a salmon barbecue. This is intend¬ 
ed as a kind of “ice-breaker”, with 
those registering for the Seminar 
invited to “socialize with the Seminar 
speakers in a relaxed social at¬ 
mosphere.” It turns out to be — as 
advertised — “five hours of beauty, fun 
and good food.” I’m surprised at the 
number of people who come up to talk 
to me, or simply tell me how much they 

Taking a break during the Ninth Motion Picture Seminar of the Northwest, outside the Play¬ 
house at Seattle Center, the spacious parklike complex of facilities where the Seattle World’s 
Fair was held. The Seminar draws an attendance of most enthusiastic film students, profes¬ 
sional film-makers and dedicated movie buffs of all ages, but with the accent on youth. They 
come from all of the northwest states of America and western Canada. 



the amazing new 5600°K light source 
that delivers, by far, the most lumens 
per watt. 

“STEADICAM” — THE MOUNT OF 
THE FUTURE — Garrett Brown 
demonstrates the revolutionary new 
camera stabilization device which he 
invented and does the “Garrett 
Gavotte”, as he gallops about the stage 
to illustrate its incredible versatility. As 
proof of the pudding, he shows clips 
from recent features utilizing the 
device, including “BOUND FOR 
GLORY”, “THE MARATHON MAN” 
and “ROCKY”. This part of the pro¬ 
gram turns out to be a real conver¬ 
sation piece and the hit of the show. 

DIRECTING A FILM ABOUT A 
COUPLE OF REPORTERS — Alan J. 
Pakula, director of the “hottest ticket” 
among current film releases, “ALL THE 
PRESIDENT’S MEN”, provides a 
fascinating personal behind-the- 
scenes view of the filming. 

That evening there is a three-hour 
showing of the Best in Northwest Pro¬ 
duced Films. There are a couple that 
make you wonder how they got into the 
program, but most are very well exe¬ 
cuted. The ones I personally like best 
include: “SORRY PARTNER, YOU 
LOSE” (Dan Biggs Productions, Port¬ 
land, Oregon), “WHISTLING SMITH” 
(National Film Board of Canada, Van¬ 
couver, B.C.), “MOUNTAIN MUSIC” 
(an extremely clever and technically in¬ 
tricate clay animation short by Will 
Vinton Productions, Portland, Oregon) 
and “COOPERAGE” (Rocky Mountain 
Films, Vancouver, B.C.). Regarding the 
last-mentioned: Who would have 
though a how-to-make-a-barrel short 
could be so fascinating? 

One other film on that program bears 
mention, mainly because it evokes 
such mixed emotions. Titled “CHAL¬ 
LENGE AT ALYESKA” (Roy Hayter 
Productions, Vancouver, B.C.), it was 
commissioned by a company that 
manufactures mobile home-type struc¬ 
tures used as accommodations and 
field offices for the building of the 
Alaska pipeline. Superbly photo¬ 
graphed and technically impeccable, it 
is, nevertheless, saddled with such a 
ridiculously overdramatic “DRAGNET”- 
type narration that it sparks audience 
laughter in all the wrong places. 

Highlights of the program on the 
following day include: 

MAINTAIN YOUR EQUIPMENT — 
SOME PROBLEMS — SOME AN¬ 
SWERS — Diane Saba, who runs a 
camera repair service in Hollywood, 
discusses how preventive main¬ 
tenance of equipment can spare the 
film-maker much grief. 

FILM SOUND — THE SILENT 
PARTNER — Walter Murch, whose 

credits as a sound technician include: 
“THE GODFATHER I & II”, “AMERI¬ 
CAN GRAFFITTI” and “THE CON¬ 
VERSATION”, talks about how sound 
can be used to add extended dimen¬ 
sions to the visual image. 

REGIONAL FILM-MAKING — Film 
critic-historian-cinema professor 
Arthur Knight makes the telling point 
that simply the fact that a picture is shot 
in a certain area doesn’t necessarily 
make it a “regional” film — unless the 
content of the film centers on the 
people or activities of that region. 

FROM 1942 TO 1976 — Top Holly¬ 
wood film editor Verna Fields, who 
recently won the Academy Award for 
her editing of “JAWS”, talks about her 
work on that film (showing a clip of a 
suspenseful sequence) and details the 
steps leading up to her appointment as 
a Vice President at Universal. 

LIFE AND TIMES OF CONRAD 
HALL, ASC — Wincing a bit at the title 
given his talk when he was busy else¬ 
where, the Academy Award-winning 
cinematographer (“BUTCH CASSIDY 
AND THE SUNDANCE KID”) talks very 
little about his life or times, concen¬ 
trating intead on the opportunities for 
student cinematographers, the use of 
the STEADICAM on John Schlesinger’s 
“THE MARATHON MAN” (which he 
has just finished photographing), and 
the relationship between actors and 
cinematographers. 

The highlight of the day is the 
appearance of producer/director 
Robert Wise as keynote speaker for the 
luncheon held in the vast exhibition hall 
of Seattle Center. It is a “sold-out” 
event, drawing the largest crowd since 
the Seminar was inaugurated nine 

years ago. 
In my introduction of Wise I say: “I 

can think of no film-maker in Holly¬ 
wood who is so much admired, re¬ 
spected and liked by his crews as 
Robert Wise — which says it all.” 
Always underplayed, Wise’s direct¬ 
ness and honesty, both as a man and 
an artist, comes across to the crowd. 
He impresses for exactly what he is: the 
complete film technician (he is highly 
knowledgeable in every phase of pro¬ 
duction) and a consummate perfec¬ 
tionist — with heart. After the luncheon 
is concluded he is surrounded by a 
crowd of people eager to talk with him. 

That evening, and concluding the 
Seminar, there is a screening session 
that lasts until almost 2 a.m. — with the 
entire audience remaining in place 
fascinated until the very end. The pro¬ 
gram leads off with “METROLINER”, a 
film by Victoria Hochberg, made with 
the aid of an American Film Institute 
grant. I have mixed emotions about this 
one. While it features many striking 
images of the crack train from which it 
draws its title, and is technically most 
professional, the film-maker appar¬ 
ently could not resist dragging in every¬ 
thing including the kitchen sink. Effect 
is piled upon effect; there is much repe¬ 
tition of ideas; some of the scenes and 
sequences (in an apparent attempt at 
avant garde chic) are totally irrelevant 
to the subject. This kind of cinematic 
overkill — sadly — results in loss of 
impact in a film which, had it been 
shorter and more crystallized, could 
have been a stunner. 

Next comes a screening of the de¬ 
lightful early-Hollywood comedy, 
Continued on Page 824 

Attendees flock around producer/director Robert Wise, keynote speaker at the Seminar 
luncheon held in the Seattle Center exhibition hall. Their eagerness to talk to him and ask 
questions following his speech is indicative of the tremendous interest in film and film- 
making that exists in the Northwest. Seattle’s West Coast proximity to Hollywood, plus the 
warm hospitality extended by the local people, draw many of the top technicians of the Holly¬ 
wood film industry to appear at the Seminar. 



SERVICE? GOSH, 
I HADN'T THOUGHT ABOUT THAT! 

Fortunately, we hove. Who? We're the original 
CP-16 distributors . . . you know, the folks who 
hove sold and serviced more 
CP-16 cameras than any of the 
"Johnny-come-latelies." 
Service is something to think very 
seriously about whenever you're 
buying a technical piece of 
equipment. The CP-16 camera 
has established on enviable 
reputation os the most rugged 
and reliable news and 
documentary camera ever built. 

When down-time means money (and ratings) 
it's nice to hove that added assurance. 

But what about the occasional 
time something goes wrong? It 
will, you know, Murphy's Low 
soys so. If it does, you're in luck. 
We hove the expertise and 
service technicians to get your 
CP-16 bock to work in a snap. 

Think About That, 
If You're Thinking 
EJ or Brand X. 

THE 
CAMERA MART, INC. 

456 W 55rh Srreer 
New York, N.Y 10019 

(212) 757-6977 

ALAN GORDON 
VICTOR DUNCAN, INC ENTERPRISES, INC. 

200 E. Onrario, Chicago, Illinois 60611 (312) 321-9406 1430 N. Cohuengo Dlvd. 
2659 Fondren, Dallas, Texas 75206 (214) 369-1165 Hollywood, Calif. 90028 

11043 Grorior, Derroir, Michigan 48213 (313) 371-4920 (213) 466-3561/(213) 985-5500 



Only Beaulieu builds Super-8 
motion picture cameras to the 
standards usually associated 
with professional 16mm 
cameras like Eclair and ARRI. 
The price is correspondingly 
high, about what a professional 
would expect to pay for 
professional equipment. Which 
one of them is the finest? That 
depends on what you need. 
There are small but 
significant differences 
between the two cameras. 
The new 5008S has both 
single and double system 
sound capability. Its single 
system records high fidelity 
sound directly on the film. 
(Frequency response: 
50-12,000 Hz ±1.5 dB at 24 

fps; distortion: less than 
0.75%; signal to noise ratio: 
57dB; wow and flutter, 
attenuated peak: less than 
0.4%.) That should make it a 
TV news cameraman’s dream, 
weighing in at about six lbs. 
with lens. If you prefer 
double system sound, you can 
plug your Nagra, Stellavox, 
or Super-8 Sound Recorder 
into either camera model. 
The 4008ZMII has double 
system sound capability and 
if you don’t need single 
system mode, you can save 
some money. The 5008S is 
shown here with fl.2, 
6-to-80 Angenieux zoom lens 
(a 13-to-l zoom ratio). The 
4008ZMII has the Schneider 
fl.8, 6-to-66 zoom lens. They 
both have C mounts which 
will enable you to use many of 
the lenses you now have for 

16 or 35 mm. Now that 
Super-8 has grown up and 
turned pro, it’s worth your 
while to give it a look. Take 
the time for a leisurely 
demonstration at a franchised 
Beaulieu dealer. Or write to 
Department AC, Hervic 
Corporation, 14225 Ventura 
Boulevard, Sherman Oaks, 
CA 91423 for information 
and complete specifications. 

Beaulieu incontestably the finest 

One of these 



mm 
Producer/directors today exercise much firmer control 
over their finished pictures than they ever did when this 
famed film-maker began his directing career 33 years ago 

(EDITOR’S NOTE: The following is ex¬ 
cerpted from the luncheon keynote 
address by producer/director Robert 
Wise at the Ninth Motion Picture Semi¬ 
nar of the Northwest, held in Seattle, 
Washington.) 

When I was considering what to talk 
to you about today, it occurred to me 
that you might be interested in that cer¬ 
tain “changing of the face” of Holly¬ 
wood that has transpired since I start¬ 
ed directing thirty-some years ago. 

I was particularly reminded of that 
phenomenon by a little scene that took 
place in January when I went over to 
MGM Studios to begin a new project. I 
had been at Universal Studios since 
1970 and had made three pictures 
there, but the new one would be made 
for United Artists, so I went over to 
MGM to see about getting some office 
space. I knew that lot well because I 
had worked there before and when the 
Studio Manager headed for a certain 
familiar section of the lot, I asked 
myself: “Am I going to be taken to that 
old Makeup Building where I had 
offices the last time I was here?” Sure 
enough — that was it. We got into the 
elevator and he took me up to the third 
floor. I thought to myself: “Surely he 
isn’t going to take me to those very 
same offices.” But, by George, he did! 

He took me to the same suite of offices 
I’d had when I was at MGM from 1954 
to 1957. 

But now there was a big difference, 
even though the offices were the same. 
At that time I was under contract to 
MGM making MGM pictures. Now I was 
coming back to make a picture not for 
MGM, but for United Artists, and it 
wasn’t even a sure thing that I would 
make the picture on the MGM lot. 
When you work with United Artists, you 
go where you can get the best deal for 
facilities, in order to make your picture 
for the least money. 

However, that experience started me 
thinking about how much things have 
changed since I started directing — 
and why those changes have taken 
place. I arrived at the conclusion that 
conditions in Hollywood are the best 
that they have ever been for the indi¬ 
vidual director or producer/director. 

When I started my directing career 
with “CURSE OF THE CAT PEOPLE” 
in 1943, the studios were all churning 
them out. We made about 50 or 60 
pictures a year at RKO, at least half of 
which were “B” pictures. It was a kind 
of factory, and that was true of all the 
major studios. I was given a standard 
seven-year contract — something 
which I don’t hear of anymore. I’m sure 
there are still a few around, but it was a 

A segment of the record crowd that packed the Seattle Center to attend the luncheon of the 
Ninth Motion Picture Seminar of the Northwest, at which Hollywood Producer/director 
Robert Wise was the keynote speaker. The annual seminar draws heavily from the several 
northwestern states of America, as well as from their neighbors in western Canada. This 
year’s event was the best attended to date. 
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standard thing at the time. It was an 
interesting kind of contract, because 
the first year was in six-month incre¬ 
ments, with an option at the end of each 
six-month period. They were required 
to give me 20 weeks of work out of the 
26, but it was at their option as to 
whether I would stay on. I had no voice 
in it. If I wanted to leave, but they 
wanted to pick up the option, that was 
it; I was stuck. Under the seven-year 
contract there were two six-month 
options, then two one-year options (40 
weeks out of the 52 guaranteed), with 
the remaining two options for two-year 
periods each. 

I wanted very, very much to direct 
“THE SET-UP”, which was coming up 
for production at RKO, but I wanted 
equally to escape from my contract and 
get out of that studio, because Howard 
Hughes had bought it not long before 
that time and I could see it going no 
place. I got my wish for once. I made 
the picture, but they didn’t pick up my 
option, and I escaped. 

My next situation offered me more 
freedom. After getting out of my RKO 
contract, I signed a non-exclusive con¬ 
tract to do two pictures a year for 20th 
Century-Fox, but with the right to do 
outside pictures, as well. I worked 
under that arrangement for three years, 
doing some pictures for 20th and some 
for Warners. During that period I also 
went over to MGM for the first time to 
do “EXECUTIVE SUITE”. After that I 
went abroad for Warners to do “HELEN 
OF TROY”, but in the meantime, 
“EXECUTIVE SUITE” had been pre¬ 
viewed and the people at MGM were 
very excited about it. As a result, they 
offered me a kind of fantastic contract 
— a straight three-year contract with 52 
weeks of work a year. So I went over to 
MGM to direct pictures and was set up 
in the offices to which I was now return¬ 
ing. 

Before the expiration of that contract 
I got into a tiff with MGM over what I 
considered a lack of promotion on a 
film I’d made, and I secured my release 
— except that I still owed them one film, 
which I later made, “THE HAUNTING”. 
However, that marked the last time I’ve 
been under contract to a major studio 
— or any studio. All of my films — every 
one since then — have been made as 
individual projects, even when I stayed 
at a particular studio for several years. 
For example, I had a spell at 20th 
Century-Fox in the ’60s when I made 



“THE SOUND OF MUSIC”, “THE 
SAND PEBBLES” and “STAR!”. People 
were under the impression that I had a 
multiple-picture deal with 20th, but I 
didn’t have. I had chosen to remain 
completely independent and select my 
own projects and work my deals out 
individually on each one. The same was 
true at Universal, where I made three 
pictures in a row. They’ve all been indi¬ 
vidual projects. 

I’m not the only one who works that 
way. It has become the trend for most 
of us, in contrast to the old days when 
you were under contract and directed 
and that was it. “ODDS AGAINST 
TOMORROW” was the first picture on 
which I got the chance to function as 
my own producer — to both produce 
and direct — and I’ve had that arrange¬ 
ment on all my films since then. It’s a 
marked change from the old days. 

Even after I had left RKO and was 
working with MGM or 20th as a direc¬ 
tor, I had no say about the release of 
the picture, about the publicity, about 
the promotion, about what was done 
with my film after it was finished. Usual¬ 
ly I didn’t even know when it was going 
to open until I picked up the Los 
Angeles Times and read that it was 
running at the Pantages Theater. That 
was it; you were just cut off. 

During the period of the last 10 or 15 
years, all that has changed remarkably 
for those of us who have gotten into the 
position of being our own producers 
and working independently with the 
studios who put up the money and do 
the distribution. Now our contracts 
stipulate that we get involved with our 
pictures after they are finished. I don’t 
have the right to control the adver¬ 
tising, but I must be consulted about it. I 
must be brought along the way. I must 
have ideas thrown at me. I must have all 
the kinds of thrust they are thinking of 
made available to me. I must be able to 
react and to make suggestions myself. 
Now, sometimes I may not agree with 
them completely, but at least I’ve been 
consulted. The same thing happens 
with the release pattern — when the 
picture is going to go out, what kind of 
pattern, where it is going to play, what 
theaters. I can’t tell you what a marked 
difference it is for the film-maker to 
have that kind of continuity and to be 
able to have a voice in what happens to 
his film once he finishes it and turns it 
over to the company. 

I’ve found just in the last few weeks, 
however, that this kind of opportunity 
also brings with it responsibilities and 
that sometimes your pictures will never 
let go of you. You fight very hard to get 
your editing rights and controls on your 
film. I finally got the right to “final cut” 
on my film, “THE ANDROMEDA 

STRAIN”, and that’s the first time I had 
such clear-cut control — not only for 
theatrical release, but for TV release, as 
well. 

The film had been sold to NBC a few 
years ago for two runnings on tele¬ 
vision and, at that time, I had agreed to 
make a few censor cuts (about 50 sec¬ 
onds out of the film) in order to satisfy 
the network’s Standards and Practices 
office. A few weeks ago I got an urgent 
call from an executive at Universal, who 
told me that they’d sold the film to ABC 
for two additional runnings, but that 
they had a problem. They wanted to run 
the film on a Monday night at 8:30, 
which meant that there would be a half- 
hour still remaining of the “Family 
Hour”. They said that they were going 
to have to make more cuts in the film in 
order to accommodate the Family Hour 
spot, but they realized that they had to 
consult me first because I had the 
editing rights. Well, I can only tell you 
that I’ve had phone calls and sessions 
and rage and emotions going on in the 
last few weeks the likes of which I 
haven’t had in this business for many 
years. They came out with the most 
ridiculous, nonsensical cuts I had ever 
seen, in order to accommodate this 
Family Hour. We had a line in the pic¬ 
ture where they’re approaching the 
desert facility and Kate Reid says: “It’s 
a great place to grow pot.” Out for the 
Family Hour! She makes a funny crack 
about not being bothered by red lights 
because she once worked in a bor¬ 
dello. Out for the Family Hour! It was 
absolutely insane. 

I told them that I couldn’t work with 
them on that because I was so angry 
and emotionally upset by the whole bit, 
the ridiculousness of it. I accused them 
of not living in any world of reality, be¬ 
cause it just didn’t make any sense in 
terms of what I knew was going on in 
the world. But I thought that because 
we’d made a few cuts in the NBC 
version, I might be required to at least 
have a go at making these added cuts 
for ABC. I called my lawyer and he 
looked at my contract and said: “You 
don’t have to cut a damned thing. You 
don’t have to cut anything for them; it’s 
as straight out as can be. The only cuts 
you might have to make for censorship 
reasons may be in the foreign market.” 

This put a whole new complexion on 
the thing, and I was able to send a wire 
saying: “Please cease and desist. Don’t 
do it, under threat of restraint and law¬ 
suit.” 

We finally resolved the whole thing. 
They came back to me after having 
taken the whole list they’d had to a 
higher executive and they immediately 
pulled back on three-fourths of the 
things they’d originally planned to cut 

out of the film. Suddenly it was alright 
to say “pot”. Suddenly it was alright to 
say “bordello”. And it was alright to do 
this and that. 

I hate to think what would have 
happened if I hadn’t had editing con¬ 
trol. All of those nonsense things would 
have been done. But finally, in a very 
professional and responsible way, we 
worked it out. I allowed them to make a 
few cuts that I didn’t think would hurt 
the film. They made their point in 
regard to how the 8:30 p.m. spot would 
be a good time-slot because of the 
ratings the film might get if it went on at 
that hour. So we eventually resolved it, 
but I find it interesting that the network 
should show such a lack of responsi¬ 
bility to the artists’ work that they would 
send this nonsensical, emasculating list 
of cuts to be made — cuts which, in the 
final analysis, really didn’t have to be 
made. We actually made about 20% of 
the cuts they’d originally asked for. 

The fact is that all of that goes along 
with what you take on when you get 
yourself into the position of being your 
own producer, as well as director, and 
getting clauses regarding your creative 
rights into your contract. It does require 
a continuity of involvement with your 
films. “THE ANDROMEDA STRAIN” 
was released in 1971, but here it is five 
years later and I’m still working on it — 
and I suppose the same thing will 
happen five years from now. 

That’s about all I want to talk about in 
terms of any formal statements, but I’d 
be very happy to answer any questions 
about anything I’ve talked about — or 
anything else. 
Continued on Page 780 

Academy Award-winning Producer/di¬ 
rector of such film classics as “WEST SIDE 
STORY” and “THE SOUND OF MUSIC”, 
Wise was obviously a favorite of those at¬ 
tending. 
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MAKING A FILM ABOUT TWO REPORTERS 
A fascinating behind-the-scenes view of “ALL THE PRESIDENT’S MEN” 

By ALAN J. PAKULA presented at Seattle’s Ninth Motion Picture Seminar of the Northwest 
Director 

I was out of town and unreachable 
when I was supposed to be asked 
about the title of my talk today. When I 
arrived here I was told it had been given 
the title: “Making a Film About Two Re¬ 
porters”. That amused me, because 
somebody else had called the film the 
same thing. Ron Ziegler, President 
Nixon’s press secretary, went to an 
early preview of the film and, when 
asked what he thought about it, said: 
“Well, it’s just a picture about two re¬ 
porters.” I was amused to see that the 
Ninth Motion Picture Seminar of the 
Northwest had confirmed his state¬ 
ment. 

In many ways the title is apt, because 
to me the essence of the experience of 
the film is the whole Walter Mitty fan¬ 
tasy of what it would have been like to 
have been Woodward and Bernstein. 
These two reporters, when they dis¬ 
covered the Watergate mysteries and 
broke through the cover-up, affected 
all of our lives and our whole society. 

When Bob Bedford asked me to 
direct “ALL THE PRESIDENT’S MEN” 
— it was Bob’s idea to make the film — I 
said: “The experience of making the 
film fascinates me. How to do it I have 
no idea at this point, but since I’ve 
always been a producer, and have 
always produced the films I’ve directed, 
let’s make damned sure we agree 
about the kind of film we want to make 
— and let’s start out by saying what 
kind of films we don’t want to make out 
of this book.” I went on to say: “The first 
film we don’t want to make would be 
‘Sundance Woodward and Butch Bern¬ 
stein laughing their way through the 
east, as they bring down the President 
of the United States.’ There are fail¬ 
ures you can live with and failures you 
can’t. That’s one we can’t.” 

The other thing we couldn’t do would 
be an overall montage of all of the his¬ 
torical implications of Watergate. It 
would have been the longest montage 
in history. So we sat down to see what it 
would be like to be these two re¬ 
porters, Woodward and Bernstein. It’s 
been a fascinating adventure, re¬ 
creating two men’s lives. The whole ex¬ 
perience was colored by the fact that 
they are very much alive. 

I went to the Washington Post and 
spent months at Bob Woodward’s 
desk. He was upstairs doing “The Final 
Days” with Carl Bernstein. I had Bob 
Woodward’s desk in the newsroom and 
I had my own Walter Mitty fantasy. I was 
a reporter for the Washington Post. I 

would attend all the meetings. It was 
marvelous. 

There was another problem in direct¬ 
ing this picture and that was that you 
could hear the drums rolling in the 
background, signifying that this was an 
important event. There is no way of 
writing importance and there is no way 
of directing importance and there is no 
way of acting importance. We were 
going to do a film that would show what 
it was like, and it had to be totally 
unselfconscious. I was very con¬ 
cerned that the actors might hear a 
symphonic orchestra playing John 
Philip Sousa every time they walked 
onto the set, thinking: “Here is our 
great contribution to American history!” 
So I tried to lessen the environment so 
that it was as if we were all play-acting 
after school, because actors would 
come onto the set and they would say: 
“I must give my all for this film.” The 
fact is that most actors’ “all” is just too 
much. Laurence Olivier once said that 
an actor should hold something in 
reserve, and some actors should hold a 
lot in reserve. It was a problem I’ve 
never had to this extent in any other 
film, and I don’t think I ever will again, 
because of the very nature of the event. 

Everything portrayed in the film was 
dictated by trying to make it an im¬ 
mediate experience, trying to say what 
it was like at that time. Originally Bob 
Bedford had seen the film as possibly 
being made in black and white, in what 
I suppose you would call “a classic 
documentary style”, but I didn’t want to 
do that. To me “documentary” does not 
necessarily mean black and white; it 
does not necessarily mean grainy; it 
does not necessarily mean hand-held 
cameras. Or, at least, “reality” does not 
mean that to me. 

I felt there had to be a very, very 
specific visual storytelling approach to 
this film. I wanted to use color, and 
from the time that I first walked into the 
Washington Post newsroom, I knew we 
had to use color — because reality just 
gives you wonderful, wonderful gifts. 

Woodward and Bernstein were enor¬ 
mously helpful, but there was that diffi¬ 
culty about the fact that they were alive, 
and I would say to them: “You know, 
Bob and Carl, it would be a lot easier if 
this had happened 100 years ago and 
you were long since gone — not that I 
wish you that.” 

. But there is always the danger, when 
dealing with living people, of oing a 
Wax Museum of a film — of getting 

such perfect imitations that there is no 
essence of reality. I made anybody with 
a major part in the film who was sup¬ 
posed to work at the Washington Post 
spend time at the Washington Post. 
Bob Bedford had been there long 
before I had, and Dustin Hoffman went 
out on his own investigative reporting 
case. It’s amazing that when Dustin dis¬ 
appeared into the newsroom it would 
take me ten minutes to find, him, 
because he looked like every other re¬ 
porter there. He’s extraordinary that 
way. 

The most important thing was to 
learn how to be a good reporter. In 
many ways, it’s a “how-to” picture. I 
accused Bob Bedford of making “how¬ 
to” pictures. With ‘‘DOWNHILL 
RACER” it was how to be a good down¬ 
hill racer. In “THE CANDIDATE” it was 
how to be a successful candidate — or 
an unsuccessful one. In “JEREMIAH 
JOHNSON” it was how to survive in the 
wilderness. And now, in “ALL THE 
PRESIDENT’S MEN”, it was how to be 
an investigative reporter. 

After the research was done, the 
most important thing was to make it our 
own, and at that point I had to say to 
Woodward and Bernstein: “Look — 
you’re wonderful. You’re terrific, but we 
have to make it our own and if you 
watch over us, you are going to be the 
real people and we’ll just be doppel- 
gangers, and these actors will keep 
thinking of themselves as imitations of 
real people.” 

So we built the set of the Wash¬ 
ington Post in California and that was 
quite wonderful, because when Ben 
Bradlee came from Washington to visit 
our set, he was a visitor to our Wash¬ 
ington Post. The real Ben Bradlee of 
our Washington Post was Jason 
Robards, and Bradlee was just a 
visiting Ben Bradlee. This was terrific 
for the actors. It gave them a sense of 
security to make it their own. If I had 
had other actors playing Woodward 
and Bernstein, I would not have looked 
for the same performances. I did not 
want imitations. You use things in Bob 
Bedford; you use things in Dustin Hoff¬ 
man; the parts become an integration 
of the actors and the characters. It’s the 
only way I know how to work with 
actors. 

Fortunately for us, the Washington 
Post had just moved into its new news¬ 
room six months before Woodward 
and Bernstein started their investi¬ 
gation. It was a relentlessly fluorescent- 
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lighted room, huge and totally white — 
a very hard white. The colors of the 
chairs were poster colors — hard elec¬ 
tric blues, hard oranges and reds, hard 
greens. The lighting was ruthless and 
for a world of investigation it was just 
marvelous, because it was a world with¬ 
out shadows, a room in which nothing 
could be hidden. That was the essence 
of the visualization of the whole activity 
of trying to expose things that people 
were trying to hide, and that became 
the visual focus of the film. This room 
with its glaring light was the hub of the 
film and from there we would go out 
into the dark places with their dark 
secrets. 

For me there were fascinating ironies 
in this. Most detective stories take 
place in seedy environments; they take 
place in dark worlds where nympho¬ 
maniacs and alcoholics are huddling. 
But here we were going into a world 
where the sun always shines on the 
people, the world of well-kept lawns 
and well-kept houses, where the 
people pay their taxes on time. 

The Director of Photography, Gor¬ 
don Willis, and I worked for visual 
counterpoint. For example, there is a 
scene with Jane Alexander, who plays a 
bookkeeper — a perfectly wonderful 
actress — and Dustin is interviewing 
her. We shot this in a tiny little house in 
suburban Maryland. It’s a set we could 
have built in any studio, but it also had 
a porch and it had those wonderful 
eastern trees. We shot a second se¬ 
quence between Woodward and Bern¬ 
stein and her, in which they are ques¬ 
tioning her and asking her all of these 
really tatty questions about the 
scandals, the cheapest kind of human 
activities being explored. But against 
her fear, through the screened porch, 
it’s all sunlight. It could be an Impres¬ 
sionist painting. It’s incredibly 
romantic-looking. The world looks 
perfect, but inside it’s all crumbly. 

Visually, we constantly made 
counterpoints in this way. We went 
inside the home of Hugh Sloan, who 
was Treasurer of the Committee to Re¬ 
elect the President, and we photo¬ 
graphed it in a very formal tableau. 
There is this young man sitting in an 
18th-century winged chair, like a 
modern version of a Virginia squire, 
with all of that American Dream back¬ 
ground behind him, everything formal 
and everything in place, but everything 
that comes out of his mouth deals with 
decay. We tried to get that kind of 
visual counterpoint. 

Gordie Willis and I had worked on 
two other pictures together before 
“ALL THE PRESIDENT’S MEN”. They 
were “KLUTE” and “PARALLAX 
VIEW”. He had also worked with Fran¬ 

Distinguished Hollywood film-maker Alan J. Pakula spent more than a year preparing and 
filming “ALL THE PRESIDENT’S MEN”, adapted from the best-selling book by Washington 
Post investigative reporters Bob Woodward and Carl Bernstein. Pakula’s other credits 
include (as producer): “TO KILL A MOCKINGBIRD”, “LOVE WITH A PROPER 
STRANGER”, and “UP THE DOWN STAIRCASE”, plus (as director): “THE STERILE 
CUCKOO”, “KLUTE”, and “PARALLAX VIEW”. 

cis Ford Coppola on both of the “GOD¬ 
FATHER” films. After “GODFATHER II” 
a critic in Minneapolis had called him 
“The Prince of Darkness” because of 
his reputation for very dark, moody 
photography. But we needed a “Prince 
of Light”, as well, on this film. Before I 
asked him to do the film, I talked to 
Gordie about my problem of wanting to 
see lots of counterpointed action, lots 
of scenes with action going on in 
several planes deep into the back¬ 
ground. It meant much use of wide- 
angle lenses. It meant a lot of the total 
opposite of all the flare photography 
that is being done today. It meant going 
back to a crisp, hard, sharp style of 
cinematography. 

Visual style in films is always dic¬ 
tated by content, and in this case it was 
to represent how reporters see and 
how they look at things and their per¬ 
ceptions. In order to achieve that style, 
Gordie used a lot of split-diopters, 
which are essentially bifocal glasses, in 
a lens sense. Split-diopters make it 
possible to shoot with enormous depth, 
but they make it very difficult for the 
actors. For example, Bob Bedford has 
a six-minute scene filmed straight 
through in one set-up, with no cuts. The 
camera moves imperceptibly. It starts 
on a medium closeup of him and in the 
background there is a group of people 
in the newsroom watching McGovern 
on television as he dumps Eagleton 
from the ticket. In the foreground there 
is Bob Bedford obsessed with his own 
story and finding out how money that 
was given to the Committee to Reelect 
wound up in a Mexican bank account. 
He pursues his story, going from one 

phone call to another and another. We 
wanted that counterpoint of action in 
several planes, which meant using a 
split-diopter. Bob had his plane in 
which he was in focus, but if his hand 
moved half-an-inch too far he would be 
out of focus. The prospect of this 
disaster didn’t thrill him, but it was very 
important to the style of the film for us 
to be able to watch him shut out the 
whole world. That’s the obsession of 
the investigative reporter, an absolute 
obsession for exposing the secrets that 
people in power want to hide. 

“ALL THE PRESIDENT’S MEN” is 
not a moralistic film, despite the fact 
that it is an incredibly heroic story in 
outline. It deals with the power of the 
individual — in this case, two indi¬ 
viduals, two really unimportant repor¬ 
ters who bring down the most powerful 
people on earth. Their reasons were 
not heroic. Investigative reporters are 
quite amoral. They are obsessed just 
like people are who climb mountains 
“because they are there.” They are ob¬ 
sessed with exposing untruths in high 
places. I have my own little tacky theo¬ 
retical hypothesis about why. I call it the 
“Catcher in the Rye” syndrome, that 
syndrome of the adolescent when he 
gets to that age when he suddenly 
realizes that Daddy is imperfect, with all 
of his Achilles Heels, and suddenly the 
great disappointment that comes out, 
and the enormous anger and dis¬ 
illusionment that is expressed. There is 
something about investigative 
reporters constantly exposing the 
untruths and hypocrisies of the people 
in power that relates to that. 
Continued on Page 819 
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An Authorized Bicentennial Program of 
American Cinematographer 

YOU HAVE ONLY ONE 
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 
celebrate them, so does the Bi¬ 
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 

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! 

I 
I 
I 
I 

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. $7.76 each. 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. 

c/o U.S. Bicentennial Society 
vlwffiw&Sk* and Main Streets ^ssjjSP^Sjsr 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 

Enclosed is my check or money order for $ 

$ .50 

Name  
Address. 
City  .State. .Zip. 

Residents of Virginia add 4% sales tax. 
Please make checks payable to U.S. Bicentennial Society. 

I 
I 
I 
I ■ 



A real sweetheart. 
It’s easy to love this 

new Houston processor. 
Exceptionally small and 
compact for such a great 
performer. Takes less than 
22 sq. ft., of floor space and 
stands just 55" high. She’s 
gentle, too —and good 
looking. 316 stainless steel 
throughout, except titanium 
in the bleach. Besides, she operates in the 
daylight. 

This is one of the new series of Houston 
Compac-Line™ Processors, an advanced 

concept in efficiency 
and dependability, 

with 46 years of 
Houston know¬ 
how built in. 

Considerably smaller than 
other machines that do the 
same job, they offer all 
the same Houston operating 
features and precision con¬ 
trols that assure optimum 
quality results. And they are 
designed to handle a wide 
variety of films, film sizes 
and processes. All priced 

considerably under comparable machines. 
Call or write Houston Photo Products, Inc., 
655 E. 20th St., Yuma, Arizona, 85364. Phone: 
(602) 782-3677. Telex: 669-450. European sales 
and service: Jos DeJonghe, 8500 Kortrijk, Belgium. 
Phone: 56/2117.10. Telex: 85.185. 



FIRST USE OF STEADICAM-35 
ON“BOUND FOR GLORY” 
Continued from Page 791 

QUESTION: Specifically how did you 
use the STEADICAM-35 in photo¬ 
graphing “BOUND FOR GLORY”? 

WEXLER: I used it a number of times. 
The most spectacular usage was a 
combination shot which started with the 
camera high up on a Chapman crane to 
show a huge camp of migrants in the 
Thirties, poor people who were 
camped out in a sort of shantytown. 
The camera craned down to find David 
Carradine, who plays Woody Guthrie, 
sitting on an old car. He gets up off the 
car as the camera crane reaches 
ground level and the cameraman steps 
off the crane with the STEADiCAM in 
hand and follows Carradine underneath 
tents and through narrow passage¬ 
ways and crowds of people until he 
reaches another actor. They then have 
a scene where they back through more 
crowds of people. The camera moves 
as if it has no limitations, which, in a 
sense, it doesn’t have, because it 
travels over rough terrain where you 
couldn’t lay dolly tracks — and even if 
you could lay dolly tracks, they would 
appear in the picture. It’s quite spec¬ 
tacular. We used it in a number of other 
places where it was impossible to lay 
tracks, but where we wanted some fast 
movement. 

QUESTION: I’ve seen footage shot 
with the STEADICAM-35 and that, of 
course, is the proof of the pudding — 
but when you merely hear its capa¬ 
bilities described in words it sounds a 
bit like science-fiction, don’t you 
think? 

WEXLER: That’s true. Usually when a 
new device comes out there are over¬ 
statements. People say: "This is the 
greatest thing ever! This is a break¬ 
through! It will change the way motion 
pictures are made!” But I do think that 
this particular device will significantly 
increase the fluidity of the camera. It 
will, perhaps, be overused until people 
settle down to knowing how and where 
to use it, but it definitely is an exciting 
new working tool. 

QUESTION: What camera did you use 
on the STEADICAM-35? 

WEXLER: The camera we used was an 
extensively modified Arriflex 2C, with a 
2/3” video camera coupled to the 
viewing system to provide full reflex 
viewing. I understand that Cinema 
Products will sell it as a complete 
package, camera included, because 
the camera is very delicately balanced 
to the stabilizing device. One of the 
problems with the first prototype was 
how to follow focus. Someone had to 
reach out and touch the camera, with 
the possibility of disturbing its smooth¬ 
ness. Obviously, a camera that is so 
delicately balanced as to be able to 
float that way can’t have some assis¬ 
tant’s big meat hook on it, because 
every time he would touch the camera 
to change focus he would run the risk 
of affecting its steadiness. On the test 
footage that Garrett Brown shot he had 
a lens with sufficient depth of field to 
carry, but for regular production work it 
is necessary to be able to follow focus. 
When I was in Sweden a few years ago I 
bought a remote-control follow-focus 
device from a man named Hdden. It 
had a small servo motor like a zoom 
motor, except that it was attached to 

A hand-held Arriflex 35BL is used to put the audience right into the middle of a fracas taking 
place inside a boxcar, while the Panaflex (at left) covers it from another angle. “BOUND FOR 
GLORY” depicts an era in which poverty, and the desperation which it engendered, some¬ 
times led to violence, and such action is best captured with the hand-held camera. 

At a railroad crossing, the camera on a 
Chapman crane soars above the action. 
Dolly and crane shots throughout helped 
maintain a “fluid” camera. 

the focusing mechanism. From that 
servo motor a cable went to a box 
which had calibrations on it, so that the 
assistant could change focus without 
actually touching the camera. I 
mentioned that to Ed DiGiulio and he 
thought that some such provision 
would be perfect for the STEADICAM 
— so the second time I used it, on 
"BOUND FOR GLORY”, it had this 
remote focus control which helped us 
do much more elaborate shots. Now 
Cinema Products has carried the 
concept a step further and I under¬ 
stand that the production model has a 
wireless focus and f-stop remote- 
control which is completely unat¬ 
tached to the camera. 

QUESTION: Aside from the obvious 
thing of running up and down stairs 
with somebody, what do you think 
might be some of the other uses for 
this device in feature production — or 
even in the filming of commercials? 

WEXLER: Connie Hall, who is a good 
friend of mine, recently photographed 
a picture called "THE MARATHON 
MAN", starring Dustin Hoffman, with 
John Schlesinger directing. In that 
picture Hoffman had to do a lot of fast 
movement through the streets of New 
York — and New Yorkers are not 
known for being very cooperative when 



A flatcar providing a platform for the Panaflex camera, the director and camera crew is used 
to make a “trucking shot” of a steam locomotive moving along the tracks. In evolving a 
photographic style for the film, Director of Photography Haskell Wexler, ASC, opted for 
muted color that would have an implied black-and-white feel to it, while retaining the real¬ 
ism of a world which, after all, does exist in color. 

someone is pointing a camera in their 
direction. With no crew around at all, 
Dustin would take off down the street 
with Garrett Brown and his STEADI- 
CAM either ahead of him or behind him 
and, because he was not looking 
directly through the camera, people 
didn’t know exactly who was shooting 
where. In this way they were able to get 
some spectacular fast-action shots for 
"THE MARATHON MAN" right in the 
city streets of New York. The device will 
undoubtedly be used a lot in the film¬ 
ing of commercials because of the 
spectacular nature of it and the fact that 
the producers of commercials are 
always striving to make them more and 
more unusual. Tm most excited about 
what we call "combination shots”, 
where the camera and the device start 
off on a dolly or crane, with the 
operator then stepping off to go 
through a doorway or do some elab¬ 
orate twisting or turning that could not 
be done on a dolly. Certainly, on pro¬ 
ductions where there isn’t a big grip 
crew or where time doesn’t allow for the 
laying of dolly tracks, the STEADICAM 
could be substituted. 

QUESTION: How did the video view¬ 
finder system work out for you? 

WEXLER: It produces a super-bright 
image that doesn’t seem to be dimin¬ 
ished by external light falling upon it, so 
it worked fine. The STEADICAM, with 
its video viewfinder and possibility for 
TV monitoring, represents a sort of 
marriage of the film and video media. 
The thought now is to include a small 
transmitter that will send the video 
image to a Sony tape recorder so that it 
will be possible for the director, or any¬ 
one else who is interested, to see the 

shot on video tape immediately after 
the camera operator has made it. 
That’s already been done on an experi¬ 
mental basis. 

QUESTION: How difficult is the 
STEADICAM to operate? I mean, can 
just about anyone with normal intel¬ 
ligence and dexterity pick it up and go 
with it? 

WEXLER: It’s not that simple. Garrett 
Brown is the cameraman who invented 
it and he’s a regular ballet dancer with 
it. But I think that any other camera 
operator will have to spend two, three 
or four days practicing in order to 

become adept with it. It’s just not some¬ 
thing you put on and instantly start to 
shoot stuff as good as what you see on 
the sample reel. I tried it and I was 
about 30% as good as Garrett Brown. 
Connie Hall tried it and said he was 
about 50% as good. It is a device that 
requires the development of a personal 
skill on the part of the operator — and a 
certain amount of stamina. But, as I 
said before, the STEADICAM is an 
exciting new tool for the film-maker, 
and it’s interesting to me that a camera¬ 
man on his own in New York — through 
his own fiddling and mechanical knowl¬ 
edge — was able to do the basic 
development on it. m 

(LEFT) An intricate action scene is shot along a railroad siding. (CENTER) Cinematographer Wexler shown with Director Hal Ashby, whose 
most recently released film was the highly successful “SHAMPOO”. (Right) Backed against the wall in one of the small location interiors 
utilized during the filming, Wexler lines up a shot with the Panaflex camera. Veteran of many a documentary shoot under similar cramped con¬ 
ditions, he took it all easily in stride. 
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“THE NEW HOLLYWOOD” 
Continued from Page 771 

QUESTION: Were the cuts demanded 
in “THE ANDROMEDA STRAIN” only 
in the 30-minute portion of the film that 
would be shown during the Family 
Hour? 

WISE: No, they were throughout the 
entire film. The first thing I said to them 
was: “Okay, let’s look at the first half- 
hour." But the policy is that if a film 
starts in the Family Hour, the regu¬ 
lations must be enforced throughout its 
entire running time. The reasoning runs 
that a lot of children will stay up to see 
the entire film, so it has to be ad¬ 
dressed as if the whole thing were 
running in the Family Hour. 

QUESTION: When you sent the tele¬ 
gram to Universal to cease and desist, 
did they do it? 

WISE: I haven’t had to do that with Uni¬ 
versal. The telegram I mentioned went 
to ABC. I want to say that Universal 
stood by me 100% in this — backed me 
up completely. They told ABC: "This is 
between you and Bob. He has all the 
rights. We gave them to him, and we 
knew what we were doing when we put 
that clause in the contract.” They 
backed me all the way and they 
couldn’t have been better, in the 
professional sense. 

QUESTION: Do you have any idea of 
what the latest trends in the feature 
film might be? For example, are we 
getting away from the “disaster” film 
and moving toward something else? 

WISE: I really don’t know. I’m not a very 
good trend-spotter, I guess. Although 
there are more "disaster” films on the 
drawing boards, I sense that this cycle, 
to a degree, is drawing to a close. 
Nevertheless, we’ll see "JAWS PART 
IT’ and a couple more like that. There 
still seems to be a trend toward period 
pieces — nostalgia — but beyond that I 
really don’t know what the current trend 
is. 

QUESTION: What do you consider the 
film you would least like to have made, 
and what happened to make it un¬ 
successful? 

WISE: I’ve had a fair number of those 
(they never get mentioned by moder¬ 
ators), but I suppose that for every¬ 
thing that went into it, the film would 
have to be "STAR!”. When I say "every¬ 
thing that went into it”, I mean the 
tremendous amount of money and all 
the high hopes for it and all the feelings 
we had that it would be successful and 
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well-received. I’m often asked why it 
didn’t work — why it didn’t take off. I 
have no better answer for that than 
anyone else. Maybe the audience didn’t 
want to see Julie Andrews in that kind 
of material. Maybe they expected a 
different sort of thing out of the life of 
Gertie Lawrence than we wanted to 
make, which was not the definitive 
biography of the lady, but a look at her 
in certain situations, with certain 
people, and a sweep of the times. I 
suppose that’s the film I regret making 
the most. 

QUESTION: How closely do you work 
with the film editor on post-produc¬ 
tion? 

WISE: Very closely. I don’t do any 
editing myself. I don’t breathe down his 
neck, but I’m there and I run the 
footage with him and I suggest and I 
change and we try things. I follow my 
films through completely — all through 
the editing, through the sound, through 
the music, through the scoring, the 
dubbing, back into the lab, checking 
the initial prints, trying to get the right 
release prints, and following right on 
through. But I do work closely with the 
editor. When I first started directing I 
would occasionally get in and do some 
editing myself. I remember that when I 
did "THE SET-UP", which was five 
years after I’d started directing, I did cut 
most of the fight sequences because I 
found myself getting impatient with 
what was happening and the film was 
kind of fascinating — but I haven’t done 
any actual editing for 20 years. 

QUESTION: Do you believe that the 
editor should be on the set during 
shooting? 

WISE: No, but he can be, if he wants to 
visit. It all depends upon the individual 
case. In my case, there is really no need 
for it. Before I started directing, how¬ 
ever, I worked with Garson Kanin, who 
was new to film, and he always had an 
editor with him. I think it provided a lot 
of help to him. So I think that under 
circumstances where people are not 
familiar with the techniques and the 
possibilities and the coverage, having 
an editor on the set is fine. But in my 
own particular case I really don’t feel 
it’s necessary. Occasionally I'll call the 
editor up] if he’s not around for a 
certain sequence, and ask: “Do you 
think you will need this shot or that 
shot?" But I don’t feel that I need him 
there all the time. 

QUESTION: What are the steps you 
take in deciding what properties to 
make? 

Like other guest professionals of the film 
industry, at the seminar, Wise was sur¬ 
rounded by many eager to ask questions 
following his talk. 

WISE: And that, by the way, is the major 
decision that any of us must make on 
every project — when you say: "That’s 
what Tm going to make into my next 
film.” None of us can escape the 
strengths or weaknesses of that basic 
decision. Some of us might do better 
than others on that score, but it’s 
always with you — and that goes for the 
director, the writer, the actors, the star 
or anyone else involved. First, the story, 
in whatever form it may be — a play, a 
book, an original screenplay — must 
grab me as a reader and as an audi¬ 
ence. I must get very caught up in it and 
almost forget that Tm reading it as pos¬ 
sible screen material. Second, if I 
become caught up in it, I analyze it as to 
whether I could bring something to it in 
terms of cinematic handling. Number 
three — and very important: Is there an 
audience for it? Granted that I am going 
to make the greatest film in the world 
out of it, is there potentially a large 
enough audience for it, enough people 
who are going to come to see it? Not 
infrequently you have to shake your 
head on that one and put the property 
aside. And fourth: What is it going to 
cost? That’s very closely related to 
Number Three. At this point Tm think¬ 
ing of what it might cost in terms of a 
top-of-the-head guesstimate — some¬ 
thing I can approximate without any 
official input, but strictly on the basis of 
my years in the business. If I don’t ask 
myself that, Tm going to have egg on 
my face when I go in to talk to the studio 
executives. That’s the first thing they’re 
going to ask: “What do you think it’s 
going to cost, Bob?” So Three and Four 
— how big the audience and how much 
it’s going to cost — are closely related 
and of critical importance. Those are 
Continued on Page 826 
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PSI Film Laboratory introduces free advice 

800-827-3188 
At most film labs, talk is cheap. But at PSI, it’s free. 
Because we now have a toll free service... the first in the business. 

So you can call about a bid from Biloxi, the dailies from Dubuque, 
or your print order from Prairie View without wasting your production 
budget. Or without wasting your time. 

Because when you call PSI, you get right through to one of our 
experienced Customer Service Representatives. They can answer your 
questions fast. And they can answer them good. Of course, you get a lot 
more than free phone calls from PSI. 

You get one of the most modem processing and printing labora¬ 
tories in the country. You get our experienced people. And you get speed. 

We offer one-day tum-around service for processing and dailies on 
the entire family of 16mm Ektachrome films, and the new 7247-5247 East¬ 
man Color Negative. Two working days “in-house” on clean, sharp, beau¬ 
tifully color corrected first trial prints with optical sound. 

Large release print orders handled in less time than you ever 
thought possible. And, of course, the same fast service applies to Super 
8mm reduction printing with film treatment and cartridge handling 
“in-house.” Want to hear more? 

800-527-3188. (In Texas, call 
800-492-5108.) After all, you h; 
nothing to lose when you fly PI; 
Not even your dime. 

Talk to one of our Customer S( 
Representatives now, toll free; 

214-631-5670 
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HOW TO MOVE MOTION PICTURE EQUIPMENT 
AND FILM ACROSS INTERNATIONAL BORDERS 

A detailed rundown on the various pitfalls inherent 
in transporting equipment and film while shooting abroad, 
and some very practical tips on how to avoid them 

By MICHAEL SAMUELSON 
Samfreight, London 

The time was 1 o’clock in the 
afternoon — the telex in our office at 
Cricklewood Broadway started to 
chatter — the message read “Urgent, 
Urgent, Urgent! Will Michael Samuel- 
son please come to the telex.” 

From Addis Ababa, Ethiopia, came a 
plea from a desperate Production 
Manager who explained he was part of 
an American Broadcasting Company 
team making a television epic about 
Africa. The telex went on that at 12 
noon tomorrow they had an audience 
to film with the late Emperor, but, alas, 
they had just this moment had an 
accident with their camera. No way 
could they risk missing such an im¬ 
portant interview. What could we do in 
London to get a replacement camera to 
deepest Africa within 23 hours? 

They filmed the Emperor on time, 
thanks to a helpful Vice President of 
TWA who arranged to delay the only 
flight from Europe to Addis that day. A 
courier grabbed a camera in London 
and made a dash to Frankfurt, where 
TWA’s Airliner waited one hour for him. 
Seven hours later a very relieved Pro¬ 
duction Manager met him at the 
Airport. ABC got their scoop. 

Then again, on another occasion, we 
received a cable as follows: 

“19.35 Valletta, Malta, 
Have just dropped your Mitchell 
camera in sea, please send 
another STOP signed John 
Shackleton, Merryman 
Productions.” 

The day staff were leaving for home. 
The Production Manager did not 
apologise nor send his regards which, 
I’m afraid, is the “norm” in the camera 
rental industry. By 7 a.m. next morning 
the unit was back in business. We 
found there was a midnight holiday 
flight from Gatwick, and we were able 
to check-out and send a complete 

replacement outfit. 
• As the unit returned to base at the 

end of the day’s shooting, their boat 
had capsized and ended up in the sea. 
They did not lose one hour’s shooting 
time, as the new equipment was with 
them for first shot next morning. Such 
is the urgency of the film freight busi¬ 
ness, and that is why we have our own 
frieight handling organisation, Sam- 
freight Limited, based at London’s 
Heathrow Airport. Their mission in life 
is to put their foot in the door of an 
aircraft so that we can make a flight 
which would otherwise be impossible. 

This enables us to give a unique 
service to the Industry — something we 
call “Instant Flight and Waybills”. They 
come just like the coffee, “Instant”. 
When somebody from an overseas 
production phones, desperately 
requiring a piece of equipment, either a 
new piece of equipment or a replace¬ 
ment, whilst they are talking to us, our 
freight office selects a flight and hands 
us a waybill and these details are im¬ 
mediately passed on to the unit whilst 
they are still talking to us. Information 
with which they are able to reassure 
their unit that the equipment is on Its 
way. 

Today film-making is more interna¬ 
tional than ever before. Heretofore, 
films were mainly shot in studios, 
incurring vast expenses in set 
construction and studio overheads. 
Today, if you want to film a Spanish 
village you do not build it in a studio in 
Hollywood, Rome or London, you go to 
Spain and find the village best suited to 
your needs. This means that in 1976 
very much more production is carried 
out on location than ever before and, in 
fact, most films have none or very few 
studio sequences in them. If it is a big 
production in such faraway places as 
Asia, South Africa, or Australia, the 

cost of transport alone frequently goes 
well over the quarter-million-dollar 
mark. 

For “THE WILBY CONSPIRACY” 
made in Kenya a couple of years ago, 
we flew out a 1,000-amp silent 
generator, which weighs 121/z tons, 
together with a Sam Mobile, a 
specialised vehicle for film equipment. 
For this production, one of the world’s 
largest types of plane — a Galaxy — 
had to be specially chartered. The cost 
was very high but, of course, this was 
offset by the additional hire charges 
which would have been incurred had 
sea shipment taken place. 

Samfreight is currently working on 
Joe Levine’s “A BRIDGE TOO FAR”, 
the story of the Arnhem Battle. For this, 
between 300 and 400 World War II 
vehicles will have to be transported to 
Holland. As many of them are no longer 
able to move under their own power 
and are currently situated all over 
Britain, a large sea-going car ferry will 
be chartered to make a trip around the 
British Isles collecting armoured cars 
and trucks at various ports of call. 

It is a very specialised job handling 
such large productions, and such Film 
Industry/Shipping specialists are to be 
found in most of the world’s film 
capitals. There are only three or four 
UK freight agents capable of handling 
the many ramifications of a big location 
production. 

“Dailies” exposed in Spain today, 
can be back in Spain tomorrow, having 
been to London for developing and 
printing overnight. Provided that the 
flight lands by 10 p.m. tonight at Lon¬ 
don’s Heathrow Airport, the film can 
clear customs and be in the laboratory 
by midnight. It can be processed, 
printed and ready for collection by 8 
o’clock tomorrow morning, and on a 
flight back to the location within 2 or 3 

(LEFT) Large mobile crane assists hydraulic lift in positioning SVz-ton 1,000-amp silent generator onto aircraft pre-entry platform. (CENTER) 
An anxious moment, as cables of the mobile crane are slackened and the 1,000-amp mobile generator prepares to enter fusilage of the mas¬ 
sive cargo air freighter. (RIGHT) Success! Nine-and-a-half tons of mobile generator safely stored inside the freighter aircraft, en route to a 
foreign location. 



THE LONDON CHAMBER OF COMMERCE & INDUSTRY 
(Issuing Association)   
/Association &mettrice) 

ATA/GB/LO 
INTERNATIONAL GUARANTEE CHAIN  I W I A.T.A. CARNET No. 
CIIAINE DE QARANTIE INTERNATIONALE \ B. I, C. C. / CARNET A.T.A. No. 

CARNET DE PASSAGES EN DOUANE FOR TEMPORARY ADMISSION 
CARNET DE PASSAGES EN DOUANE POUR [.’ADMISSION TEMPORAIRE 

CUSTOMS CONVENTION ON THE A.T.A. CARNET FOR THE TEMPORARY ADMISSION OF GOODS 

CONVENTION DOUANIERE SUR LE CARNET A.T.A. POUR L’ADMISSION TEMPORAIRE DE M ARCH AN DISEX 

(Before completing the carnet, please road notes on page 3 of the cover) 
(Avant de remplir le carnet, lire la notice page S do la couverture) 

CARNET VALID UNTIL   INCLUSIVE 
CARNET VALABLE JUSQU’AU INCLUS 

ISSUED BY The London Chamber of Commerce & Industry, 69-75, Cannon Street, London, E.C.4.N. SAB. 
DELIVRE PAR 

HOLDER   
TITULAIRE 

REPRESENTED BY*)   
REPRESENTS PAR*) 

Intended use of good: /Utilisation pr6vue des marchandises    

This carnet may be used in the following countries under the guarantee of the following associations: /Ce carnet est valable duns 
les paps ci-apr&s, sous la garantie des associations suivantes : 

hours. With production on a feature 
sometimes costing tens of thousands of 
dollars a day, it is essential that the 
Director know exactly what material he 
has before moving on to new scenes 
and sets. 

This is all part of the big movie 
freight business service. But don’t think 
the specialist agent is only there to look 
after the multi-million-dollar 
production. Their bread-and-butter 
business comes more from the 
individual or small company involved in 
television commercials, audio-visual 
presentations, or any other part of the 
many-sided media industry. They are 
there to help them all. 

Costs, of course, are often as impor¬ 
tant as time. Depending on the urgency 
the agent will advise the best way of 
sending a shipment. It could be by Air, 
Road, Rail or Sea. In the Film Industry, 
Air is the most widely used mode of 
transport and not necessarily the most 
expensive. It is often possible to 
consolidate a shipment with other 
people, so that you obtain a cheaper 
rate for a much heavier load. A big 
saving, should the shipment be going 
somewhere as far as Australia. If you 
can reduce the per-kilo rate by up to 
50% by consolidation, it obviously 
makes a vast difference in the cost. On 
the more popular routes the consoli¬ 
dators publish time-tables utilising 
scheduled flights; such shipments can 
be as quick as those handled by the 
airlines direct, but you must check their 
schedules out very carefully if your 
goods are very urgently needed. 

In certain emergencies sometimes 
even Airfreight is not quick enough and 
items have to be flown out as baggage 
accompanied by a courier. This can be 
really expensive, as every kilo which 
exceeds the normal free baggage 
allowance is calculated at 1% of the 
outward one-way first class fare. 
Obviously, the big advantage with this 
system is that the items get personal 
supervision all the way along the line 
and instant customs attendance at both 
ends of the flight; this consequently 
saves valuable time. Here in London 
many of our staff carry their passports 
with them at all times in the hope that 
they will spend an evening in some 
exotic city rather than sit at home with 
their television supper! Recently we 
have had a secretary who unexpectedly 
dined in the Swiss Alps and a projec¬ 
tionist who rang his wife to say that he 
wouldn’t be home within the hour, as he 
was boarding a flight for South Africa. 
On both occasions the reason for the 
trips was to get a piece of equipment to 
a unit... fast! 

For the same reason, sometimes it 
pays to charter a whole aircraft — not 

AUSTRALIA 
The Melbourne Chamber of Commerce, Melbourne. 

AUSTRIA 
Bundeskammer der Gewerblichen Wirtschaft, Vienna. 

BELGIUM & LUXEMBURG 
Federation Nationale des Chambres de Commerce et d'lndustrie de 
Belgique. Brussels. 

BULGARIA 
Bulgaria Chamber of Commerce, Sofia. 

CANADA 
The Canadian Chamber of Commerce, Montreal 128, Quebec. 

CZECHOSLOVAKIA 
Ceskoslovenska Obchodni Komora, Prague. 

DENMARK 
Kobenhavns Handelskomrrer, Copenhagen. 

FINLAND 
The Central Chamber of Commerce of Finland. Helsinki. 

FRANCE 
Chambre de Commerce et d'lndustrie de Paris. Pans 

GERMANY 
Deutscher Industrie-und Handelstaq Bonn. 

GIBRALTAR 
Gibraltar Chamber of Commerce, Gibraltar 

HONG KONG 
The Hong Kong General Chamber of Commerce 

HUNGARY 
Magyar Kereskadelmi Kamara, Budapest 

ICELAND 
Iceland Chamber of Commerce (Verzlunarrad Islands) Reykjavik. 

IRELAND 
The Dublin Chamber of Commerce, Dublin. 

ISRAEL 

ITALY 
Unions Italiano delle Camere di Commercio Industrie e Agricoltura 
Rome. 

IVORY COAST 
The Ivory Coast Chamber of Commerce, Inc. Abidjan. 

JAPAN 
Japan Chamber of Commerce. Tokyo. 

NETHERLANDS 
Komer van Koophandel en Fabrieken voor S-Gravenhage. 
'S-Gravenhage. 

NORWAY 
Oslo Chamber of Commerce, Oslo 

POLAND 
Polish Chamber of Foreign Trade. Warsaw. 

PORTUGAL 
Associacao Comercial de Lisboa, Lisbon. 

ROMANIA 
Camera di Comert & Republich Socialiste Romania, Bucarest. 

SPAIN 
Consejo Superior c’e las Cameras Oficiales de Comercio Industrie y 
Navegacion de Espana, Madrid. 

SWEDEN 
The Stockholm Chamber of Commerce, Stockholm. 

SWITZERLAND 
Alliance des Chambres de Commerce Suisses. Geneva. 

UNITED KINGDOM 
The London Chamber of Commerce and Industry, London. 

UNITED STATES OF AMERICA 
U S. Council of the International Chamber of Commerce Inc., New York. 

YUGOSLAVIA 
The Yugoslav Federal Economic Chamber, Belgrade. 

Tel-Aviv-Yaffo Chamber of Commerce, Tel-Avi\ 

The holder of this carnet and his representative will be held responsible for compliance with the law: 
of departure and the countries of importation./yl charge pour le titulaire et son reprdsentant de se 
du pays de dipart et des pays d’importation. 

Issued al/Emis d  London 

(Holders signature/Signature du titulair) (Signature of authorised Offleij? 
(Signature du Dcligue de l 

TO BE RETURNED TO THE LONDON 
CHAMBER OF COMMERCE AFTER USE. 

CERTIFICATE BY CUSTOMS AUTHORITIES/ATTESTATION DES AUTORITES DOUANIERES 

Identification marks have been affixed as indicated in column 7 against the following item No(s). of the General List 
Apposes les marques d’ulentification mentionnies dans la colonne 7 en regard du(des) numiro(s) d’ordre suivant(s) de la 

liste ginirale 

2. Goods examined.*)/les marchandises.*) 

3. Registered under reference No.*)/Enregistri sous le 

(Signature and stamp) 
(Signature et Timbre) 

Delete if inapplicable./Bt/fer a'tf y a lieu. 

Sample of an ATA Carnet, best described as “a passport for goods”, a type of document 
which, in recent years, has greatly facilitated consignments of equipment abroad for tem¬ 
porary use. Some 30 foreign countries currently accept Carnets as a satisfactory way of 
guaranteeing that equipment will later be re-exported. Now widely used, they eliminate the 
necessity of employing agents at every port of call and, therefore, save much time and 
money. 
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UNDEVELOPED FILM 

n mum 
SAM FREIGHT LTD., Room 65, Cargo Agents Building, London (Heathrow) Airport, 
Hounslow, Middx. Telephone: (01) 897 2851. Telex: 22197. Cables: Samfreight London 

In recent years, because of hijacking and bomb scares, many items are routinely X-rayed at 
airports. Despite assurances to the contrary, X-raying can fog film and destroy thousands of 
feet of expensive shooting. To avoid this, make sure that every package of film is clearly 
marked with a DO NOT X-RAY label similar to the specimen shown above. 

only because it may be cheaper, but to 
facilitate customs clearance at the 
other end. For the Olympics in Mexico 
some 55 cameramen and other tech¬ 
nicians flew to Mexico, accompanied 
by six hundred and thirty items of 
accompanying baggage — the bag¬ 
gage being all their cameras, lenses, 
recorders, lights, etc. Whereas it is pos¬ 
sible to sometimes get very inexpen¬ 
sive fares for passengers, there is no 
such efficient, inexperienced or quick 
way of clearing difficult customs with 
large quantities of cameras, as to arrive 
with it as baggage! That way it never 
disappears into freight sheds and 
computers to await the whim of an 
Officer before he deigns to allow it out. 
Certain countries are notoriously diffi¬ 
cult and extremely expensive to get 
equipment imported on a temporary 
basis. Mexico is such a country, and it 
was well worth chartering a plane for 
the Olympics, for this reason alone. It 
worked so well we utilized the same 
method four years later at Munich. 

Shipping consignments abroad for 
temporary use has, in recent years, 
been made very much easier by the 
introduction of the ATA Carnet. These 
are now widely used. A Carnet can best 
be described as a Passport for Goods. 
Instead of the costly and difficult 
procedure of raising a bond in 
overseas territories, one can, in fact, 
with the aid of certain Chambers of 
Commerce, put up a bond or guarantee 
in your own home town. Some 30 
foreign nations accept Carnets as a 
satisfactory way of guaranteeing that 
the equipment will later be re-exported. 

Those countries are: Australia, 
Austria, Belgium, Luxembourg, 
Bulgaria, Canada, Czechoslovakia, 
Denmark, Finland, France, Germany 
(Federal Republic), Gibraltar, Italy, 
Ivory Coast, Netherlands, Norway, 
Portugal, Republic of Ireland, Rumania, 
Spain, Sweden, Switzerland, Turkey, 
U.K., U.S.A., Yugoslavia. 

Carnets mean that one does not 
need to employ agents at every port of 
call, as they are simple enough to use. 
This can save a lot of money. Those 
people who have ever paid a French 
Customs agent’s bill will tell you that it 
is a terrifying experience — worse than 
reading a horror film script! Adding the 
date in being only half the story. 

However, having said it is less 
expensive, you must be meticulously 
careful in using them correctly. Each 
Carnet has a predetermined number of 
counterfoils and vouchers — one for 
every country you leave, and one for 
every country you enter. As you leave 
your home territory, your Customs will 
stamp the first page; that is evidence 
that the goods listed have, in fact, been 

exported. On arrival at the first foreign 
port of call, the Customs Officer there 
will stamp the next page; that is 
evidence that the equipment has now 
been imported into their territory. As 
you leave their territory you get another 
stamp, and so on and so forth. 
Therefore, if you are driving across 
Europe, at each frontier the Carnet is 
stamped twice — once for exporting 
the equipment and once for importing it 
into another territory. This operation is 
carried out by two totally different 
nationalities of Customs Officers. This 
procedure must be followed to the 
letter at each frontier post. No short 
cuts, please. 

Customs Officers take little interest 
in filming equipment leaving a country 
as hand baggage, or freight. There¬ 
fore, it is the Carnet holder’s respon¬ 
sibility to ensure that a Customs 
inspection is carried out. If the equip¬ 
ment is to be Customs-examined, you 
are strongly advised to arrive at the 
airport at least two hours before depar¬ 
ture time and to insist that the Customs 
Officials inspect the equipment and 
stamp the Carnet in the correct 
manner. Do not be put off by a wave of 
the hand on departure, when an Officer 
says you can go through without an 
inspection taking place, because if you 
don’t get an exit stamp basic Carnet 
rules will be broken. On several occa¬ 
sions, sometimes many months after 

the equipment has returned, we have 
had to send cameras and lenses back 
to foreign countries for them to inspect, 
thus proving that the items were, in 
fact, re-exported and NOT sold in their 
territory. This can be expensive and 
aggravating for all concerned. You 
have been warned. 

Now, how to obtain a Carnet. It is 
easiest to call your agent, but if you 
want to try yourself it is necessary to 
supply the issuing Chamber of Com¬ 
merce with the following: an appli¬ 
cation form, issuing fee, Carnet docu¬ 
ments and enough security to cover 
any duty claims that may arise if the 
Carnet is misused. The amount of the 
security varies and depends on the 
countries being visited. It is calculated 
on the highest rate of duty and taxes in 
those territories uplifted by a further 
10%. Your freight agent will advise you 
of the exact amount upon application. 
Depending on the security required, 
this guarantee can take the form of 
cash, cheque or a guarantee given by 
your bank or insurance company. The 
latter method will only be accepted 
when given on the official Chamber of 
Commerce form. 

Having raised a security it is essen¬ 
tial, I repeat, that you follow carefully the 
instructions given on the Carnet. Other¬ 
wise, on return you could find yourself 
in great difficulties getting your security 
Continued on Page 817 
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THERE'S ALWA/S 
SOMETHING HEH 
AND EXCITING 
AT SAMUELSONS 

KEEPING A LOW PROFILE 

SAMU6LS0N 

FILM SFRVICB 

LIMITED 
303/315 Cricklewood Broadway, 
London NW2 6PQ., ENGLAND. 
Tel: (01) 452 8090. Telex: 21430. 
Cables: Sam cine London. 

SAMUELSOH 

ALGA CINEMA 
SARL 

24/26 Rue Jean Moulin, 
94 Vincennes, Nr. Paris, FRANCE. 

Tel: 328 58 30. Telex: 670260 F. 
Cables: Samcine Paris. 

SAMUEISON 
HIM SERVICE 
AUSTRALIA 
<Pty> LIMITED 
25 Sirius Road, Lane Cove, 
Sydney 2066, N.S.W., AUSTRALIA 
Tel: 428 5300. Telex: 71 25188. 
Cables: Samsmeal Sydney. 

SAMUELS0R 

INTERNATIONAL 
BV 

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

A AM A 

SAJMFKEHiHT IJMTIliJ) 
Room 65, Cargo Agents' Building, 
London Airport, ENGLAND. 
Tel: (01) 897 2851. Telex: 22197. 
Cables: Samfreight London. 

SAMCINE 
SALES 
LIMITED 

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

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

□ 
SOUTHERN LIGHTING 
ASSOCIATES LTD. 

Jack Cardiff and Geoffrey Unsworth with the 
Technicolor 3 strip camera on a 22” Moy head. 

Times have changed. There 
was a time when a Techni¬ 
color 3 strip camera required 
a 22" geared head. For 
standard studio cameras a 
16" quadrant is considered 
to be ideal. Now, to accomm¬ 
odate the new low profile 
cameras we have produced 
a superb 13" head, the Sam- 
cine-Moy Mklll. 

The Samcine-Moy Mklll has 
the same silky movement 
as larger geared heads, the 
same feel and the same bal¬ 
anced gun-metal control 
handles which smooth out 
long pans and tilts. 

The Panavision Panaflex camera on a 13” 
Samcine-Moy geared head. 

Like the Mk. I the new head has 

a built-in balancing slide, an 
either-way-round adjustable 
wedge, a dovetail camera 
attachment, optional off-set 
control positions, two-speed pan 
and tilt action (four speeds with 
the off-set arms), a large 'T 
level and a levelling high hat, as 
well as adjustable pan friction. 

If you've got a low profile 
camera and you want to get 
a head, get a Samcine-Moy Mklll 

112 Cricklewood Lane, Cricklewood, 
London NW2 6DP, ENGLAND. 

Tel: (01) 452 5477. Telex: 2143(1 
Cables: Samcine London. 

-PANAVISION' EUROPEAN MANAGING ASSOCIATES 
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STEADICAM-35-A REVOLUTIONARY NEW CONCEPT IN CAMERA STABILIZATION 
This new creative tool for the cinematographer and director permits 
a fast-moving, hand-held camera to “float" smoothly through the air By ED DiGIULIO 

President, Cinema Products Corp. 

This is the era of hand-held shooting 
for professional cinematography. The 
desire for realism, the increasing use of 
location filming, the need to film prac¬ 
tical interiors, and the creative need of 
both cameraman and director to 
produce new and imaginative imagery 
have all conspired to cause an enor¬ 
mous rise in the use of hand-held 
cinematography over the past decade. 

Although Arnold & Richter intro¬ 
duced the Arriflex 35mm hand-held 
reflex camera back in the ’30s, it has 
not been until relatively recently that 
hand-held cinematography has 
become a major tool in filmmaking. 
More recently, Arriflex and Panavision 
have both developed extremely fine 
cameras, the Arriflex 35BL and the 
Panaflex, that have given added 
impetus to this trend. 

The new wave of filmmakers from 
post-war France brought us Cinema 
Verity, where the hand-held camera 
was carried about without concern for 
picture stability. While it introduced a 
sense of intimacy and immediacy, 
Cinema Verity failed in its basic effort 
to convey a sense of realism. This is 
because the hand-held camera of 
Cinema Verity “saw” the world in a 
totally unrealistic way. The human eye 
does not rock-and-roll and bump the 
way the hand-held camera of Cinema 
Verity was wont to do. The eyes are 
part of an exquisite human servo- 
system (the brain) that is constantly 
adjusting and correcting for body 
motions so that the scene we see is 
always steady. For example, you could 
be running alongside a slow moving 
freight train and easily read small print 

on the side of the freight car. 
This brings us to the fundamental 

concept of our new and revolutionary 
camera stabilizing system. The stabi¬ 
lizing system was invented by an East 
Coast filmmaker named Garrett Brown. 
He experimented over a period of years 
with different stabilizing systems and 
gradually evolved a rough prototype of 
the system we have developed. 

Garrett came to us almost two years 
ago with a 35mm print that he had shot 
with his prototype system, using a 
modified Arriflex camera. We were 
excited by the film, and immediately 
entered into an exclusive licensing 
agreement whereby Cinema Products 
would design and develop various ver¬ 
sions of Brown’s stabilizing system, 
which Cinema Products would manu¬ 
facture and distribute on a worldwide 
basis. 

So unique and revolutionary is our 
new camera stabilizing system, so far- 
reaching in its ramifications, that we 
have already applied for all foreign and 
U.S. patent rights to cover every pos¬ 
sible aspect of any version or appli¬ 
cation of the system. 

The first motion picture camera 
version, called STEADICAM-35m, was 
used by Haskell Wexler, ASC, on 
“BOUND FOR GLORY”. It has since 
been used extensively by Conrad Hall, 
ASC, on “MARATHON MAN”, and 
by James Crabe on “ROCKY”. Bill 
Fraker, ASC, has tested with it on the 
upcoming “HERETIC”, and he, too, 
plans to use it for a number of difficult 
scenes in that production. 

STEADICAM-35 provides total 
mobility and portability while record¬ 
ing extremely steady and smooth 
images. It allows the camera operator 
freedom of movement he never had 
before. For example, the system 
permits the camera operator to run at 
top speed over rough terrain (even 
skipping over rocks), or run up and 
down staircases while shooting, and 
still deliver completely jitter-free shots 
of dolly-quality smoothness. 

The STEADICAM-35 system utilizes 
an extensively modified Arri IIC as the 
basic camera mechanism. We also in¬ 
stalled a “hard front” to permit use of 
the exciting new Canon aspheric 
super-fast lenses (and, for that matter, 
any other lenses in standard reflex 
BNC-type mount). The drive circuit was 
modified so that the reflex mirror 
always stops in the viewing position. 
The Arri IIC camera is driven, of course, 

Cameraman Garrett Brown demonstrates his invention, the STEADICAM-35, which delivers 
dolly-smooth, jitter-free images when the operator is running very fast (even up and down 
staircases), or sitting in a helicopter, or riding on the back of a flat-bed truck over any kind of 
rough terrain. It has been used with great success on such recent features as “BOUND FOR 
GLORY” (See Page 788), “THE MARATHON MAN” and “ROCKY”. 
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by our crystal-controlled motor. 
A 2/3” video camera has been 

coupled to the Arri IIC viewing system 
to provide full reflex viewing by means 
of a super-bright, specially designed 3” 
monitor. The viewing system in the 
reflex viewing door of the Arri IIC has 
been modified so that, by means of a 
flipped mirror, the camera operator has 
the option of viewing either on the 3” 
monitor while shooting, or through the 
regular camera eyepiece while setting 
up scenes. The 2/3” video camera 
incorporates a highly sensitive silicon 
matrix-type tube to produce a high- 
quality image with the low light levels 
one normally experiences from the rear 
of aground glass. 

While the video pickup was fairly 
straightforward, especially in view of 
the fact that we have been doing this for 
years on reflex BNC’s (and more 
recently, on the CP-16R), the monitor 
presented us with a totally new 
problem. Since the complete camera 
system is virtually floating in space in 
front of the camera operator, and since 
the camera operator will be frequently 
shooting in bright sunlight with the sun 
most often behind him, it became 
immediately apparent that a conven¬ 
tional monitor, no matter how high its 
quality, would never be adequate to the 
task of providing bright and sharp 
pictures when bright sunlight is imping¬ 
ing on the monitor screen. 

For this reason we had to design a 
totally new high-resolution TV monitor 
from scratch, using a special high- 
intensity kinescope tube of such bril¬ 
liance that it produces over 4000 foot- 
lamberts on the screen of the tube 
before passing through a special filter, 
designed to virtually eliminate any 
reflections on the face of the tube from 
all ambient light sources, including 

The complete STEADICAM-35 system consists of a body brace, with a support arm at¬ 
tached at one end, and (through a free-floating gimbal) to the camera system at the other 
end. A special 3” high-intensity monitor on the camera permits convenient two-eyed viewing 
in all ambient light situations. Below the camera is a monitor power-supply module, crystal- 
controlled camera drive motor, control circuitry, and the battery pack powering both the film 
and video cameras. 

direct sunlight. (As a comparison it 
should be noted that a bright B&W 
monitor typically provides a maximum 
of 400 footlamberts on its screen.) 

The lower portion of the camera 
assembly, in a T-bar type of arrange¬ 
ment, contains the monitor power 
supply module, crystal-controlled 
camera drive motor and control cir¬ 
cuitry, and the battery pack powering 
both the film and video cameras. (For 
the sake of realizing maximum weight 
saving, we use a 20-volt, silver-zinc, 
five-ampere-hour battery pack.) 

The operator supports the whole 
camera structure by means of a body 
brace which is a padded close-fitting 
harness-like jacket, designed to 
sustain the total weight of the system 
mainly on the operator’s hips. Attached 

The STEADICAM-35 remote follow-focus control (operated by means of wireless trans¬ 
mission) permits the assistant complete freedom in following focus, without an “umbilical 
cord” tying him to the camera. It remotely operates a servo-driven follow-focus unit at¬ 
tached to the front of the modified Arri 2C camera. A cable-connected remote follow-focus 
control model is also available, if desired. 

to the breast-plate of the jacket is an 
exoskeletal-type articulated support 
arm, which parallels the operator’s arm 
in any position, and almost completely 
counteracts the weight of the camera 
system with a carefully calibrated 
spring force. The camera system 
attaches to the support arm by means 
of a free-floating gimbal. In this 
manner, the camera operator is able to 
pan or tilt the camera at will, and move 
it up or down, or side-to-side, in a free- 
floating manner. For instance, the 
camera operator can boom up or 
down nearly three feet, he can pan a full 
360° or tilt up or down 60° ... and he 
can accomplish all this while he himself 
is in motion. He can even run forwards 
and shoot backwards. 

As it is a critical requirement of the 
camera system that it be floating undis¬ 
turbed “in space”, it would obviously be 
impossible for the assistant to follow- 
focus in the normal manner. For this 
reason we have developed a highly 
sophisticated servo follow-focus 
system that meshes with the standard 
BNCR-type lens follow-focus gear, and 
can be operated by a remote elec¬ 
tronic control box either through a thin 
flexible electrical cable or by wireless 
transmission. 

All of the preceding technical de¬ 
scription brings us to the basic point of 
STEADICAM-35, which is that the 
human body is a perfect servo-system 
if used properly. The analogy we often 
draw is that you can run down the street 
with your hand extended and pointing 
steadily in a specific direction. By 
supporting the total weight of the 
camera system from the body brace, 
Continued on Page 802 



THE FIRST FEATURE USE UF STEAUICAM-35 OH "SUUHO FOR GLORY 
A biographical feature about the life of America’s great folk 
poet, singer and author, Woody Guthrie, marks the premiere usage 
in a feature of a revolutionary new camera stabilization system 

“BOUND FOR GLORY”, based on 
the acclaimed 1943 autobiography of 
America’s great folk poet, singer and 
author, Woody Guthrie, is being 
brought to the screen by producers 
Robert F. Blumhofe and Harold Leven- 
thal for United Artists. 

Directed by Hal Ashby, and starring 
David Carradine as Woody, “BOUND 
FOR GLORY” begins in Pampa, Texas, 
in 1936 and covers four years of 
Woody’s life up to his initial rise to 
prominence in Los Angeles. 

The film is more than the story of one 
man who was the official chronicler of 
his generation. As a saga of America in 
the depression years, it captures the 
authentic mood and conditions of that 
era as seen through the eyes of a 
wanderer who hitchhiked and rode the 
rails, singing in bars, hobo jungles and 
migratory worker camps. 

A perfect pairing of cinematog¬ 
rapher with subject matter was the 
selection of Haskell Wexler, ASC, as 
Director of Photography on “BOUND 
FOR GLORY”. An Oscar winner for 
“WHO’S AFRAID OF VIRGINIA 
WOOLF?”, he actually knew Woody 
Guthrie quite well and has a special feel 
for earthy themes visualized on screen 
in a semi-documentary style. His other 
films include “AMERICAN GRAFFITI”, 
“ONE FLEW OVER THE CUCKOO’S 
NEST”, “IN THE HEAT OF THE 

NIGHT” and “THE THOMAS CROWN 
AFFAIR”. He won much critical acclaim 
for “MEDIUM COOL”, which he also 
wrote, produced and directed. 

Achieving a photographic style of 
muted color and fluid camera in his 
visualization of “BOUND FOR 
GLORY”, Wexler was the first to use on 
a feature film Cinema Products’ revolu¬ 
tionary new camera stabilization 
system, STEADICAM-35. In the inter¬ 
view that follows he comments on this 
and other aspects of the filming: 

QUESTION: Can you give me a bit of 
background on “BOUND FOR 
GLORY” and, in particular, your 
involvement with the project? 

WEXLER: “BOUND FOR GLORY” is a 
film which deals with a period in the life 
of Woody Guthrie, a famous American 
folk singer who flourished in the early 
Forties and Fifties. He’s probably best 
known now for being Arlo Guthrie’s 
father. But in the early days he was a 
sort of Tom Jones type of character, 
whose songs and life reflected the 
struggles of the poor people, and par¬ 
ticularly the Okies and people who 
were displaced by the Dust Bowl. My 
interest in the film stemmed from 
Woody Guthrie’s music. I knew Woody 
when he became a merchant seaman 
and I was a merchant seaman and he 

and I were friends in the National Mari¬ 
time Union. All my kids were brought 
up on his music. He wrote a lot of 
children’s music, as well as the Ameri¬ 
cana music that he is best known for. 

QUESTION: What led up to your 
actually being assigned to photo¬ 
graph the picture? 

WEXLER: When the first script was 
written I was asked to direct the film 
and I met with Woody’s widow and Pete 
Seeger and Bobby Dylan and a number 
of other people who had been impor¬ 
tant in Woody Guthrie’s life, but the 
script was not good and so I went on to 
do other things. Then, when a new 
script had been written and Hal Ashby 
was assigned to direct the picture, Hal 
asked me to photograph it. I was very 
pleased at the prospect of working with 
Hal Ashby. I had worked with him when 
he was an editor and knew him to be a 
very compassionate, interesting film¬ 
maker, so I looked forward to the 
opportunity. 

QUESTION: What sort of photo¬ 
graphic style did you decide to adopt? 

WEXLER: Well, the action of the pic¬ 
ture is supposed to take place during 
the Thirties, and most people have pre¬ 
conceived ideas of what Thirties films 

(LEFT) On location during filming of the United Artists production, “BOUND FOR GLORY”, based on the life story of Woody Guthrie, Di¬ 
rector of Photography Haskell Wexler, ASC, lines up a shot with the Eclair CM-3, long a favorite in his collection of equipment. (RIGHT) 
Looking a bit like a Man from Mars, Garrett Brown moves behind star David Carradine with the STEADICAM-35, revolutionary new camera 
stabilization system which he designed and invented for marketing by Cinema Products Corp. 
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Scenes for “BOUND FOR GLORY” depicting incidents in Texas and Oklahoma were actually filmed in and around the northern California city 
of Stockton. A very realistic migrant workers’ camp, typical of the Dust Bowl era, was set up in authentic detail and extras playing the hapless 
migrants “lived” in it 10 hours a day, with all of its inconveniences, so that they could absorb the psychological patterns of those whom they 
were portraying. 

Garrett Brown demonstrates the amazing maneuverability of his invention, the revolutionary new STEADICAM-35. Whether held level or tilted 
up or down, the rig floats smoothly, like a miniature helicopter gliding at eye level. The operator can run with it, leap up steps and move swiftly 
over very rough terrain without the jerking and bouncing movements inevitable when ordinary hand-held cameras are used in such circum¬ 
stances. 

are supposed to look like. Where these 
notions come from I don’t know, but 
they probably come from other films or 
still pictures we’ve seen. Still photo¬ 
graphs of that period were black and 
white, usually a little bit faded, de- 
saturated, a bit grainy — so the 
assumption, when you set out to make 
a picture of the Thirties, is that it should 
look like that. As a matter of fact, 
Technicolor was in existence at that 
time and the color was anything but 
pastel and grainy — but I set out to 
make a basically black and white film, 
while shooting in color. 

QUESTION: From the mechanical 
standpoint, how did you go about 
doing that? 

WEXLER: I worked with the art director 
and costume designer to keep as much 
color as possible out from in front of the 
camera. There are various camera 
techniques we can use to minimize 
saturation, but the easiest and best way 
is to get the color out from in front of 

the camera, and I think that was done 
fairly successfully with the help of those 
two departments. As far as what I used 
in front of the lens is concerned, after 
doing some testing I ended up by using 
more or less traditional things — fog 
filters, low contrast filters, diffusion, 
and coffee-colored pantyhose, which 
gave it a slightly brownish tone to 
soften the image. The pantyhose 
material is essentially a net, but it’s a 
little heavier than the usual stocking 
net, and it worked fairly well. Outside of 
that, I tried not to shoot in front light, 
because it’s difficult to desaturate front 
light. However, I found that by over¬ 
exposing a front light shot I was able to 
desaturate it more than by exposing it 
correctly. We made tests with a guy 
who runs an optical house to try to de¬ 
saturate by introducing a black and 
white register, but, since I was using 
5254 color negative, it became too 
grainy. If you want to use that method 
of desaturation after you’ve shot, you 
have to use 5247, which has a much 
better grain structure than 5254. 

Haskell Wexler, ASC, winner of the “Best 
Cinematography” Academy Award for 
“WHO’S AFRAID OF VIRGINIA WOOLF?” 
is a constant experimenter and innovator in 
new techniques and equipment for cinema¬ 
tography. 



“BOUND FOR GLORY” depicts the Dust Bowl disaster of the 1930s, in the course of which violent windstorms raged across Oklahoma and 
adjacent states, blowing away precious topsoil, reducing thousands of farmers to poverty and causing countless families to migrate west¬ 
ward in search of survival. To portray this tragedy in the film, shovelfuls of dust were thrown into the airstreams of powerful wind machines. 

QUESTION: Then you don’t subscribe 
to the school that decrees: “the more 
grain the merrier” when you’re 
shooting a “realistic” subject? 

WEXLER: I don’t. I feel that when the 
final prints go onto the screens of 
theaters around the country they some¬ 
how always get grainier than you 
thought they would be anyway. So I 
believe that you really have to struggle 
to get a first-class photographic image 
in your original, in that respect, 
assuming that by the time the public 
sees it the result will be sufficiently de¬ 
teriorated to have that "old” look. 

QUESTION: We’ve had queries from 
our readers asking what the differ¬ 
ence is between a light fog filter and a 
low-contrast filter. Would you care to 
answer that? 

WEXLER: I can only tell them from what 
I’ve observed — and that may not be 
scientific enough — that fog filters 
seem to "bloom” more. If you have a 
hot window, for example, the bloom of 
that window — the spreading of the 
light — will be more than what you 
would get with a low-contrast filter. 
Looking at interiors in old still photo¬ 

graphs — which were often shot using 
natural light — you'll notice that the 
windows did have that sort of 
blossoming look, and fog filters do that 
more than low-contrast filters. Both of 
them tend to soften and desaturate, but 
you’ll get more of a halo effect with the 
fog filters than with the low-contrast 
filters. Incidentally, Harrison and Tiffen 
low-contrast filters differ, as do Harri¬ 
son and Tiffen fog filters. I’ve found, for 
example, that Harrison fog filters seem 
a little warmer in color temperature 
than the Tiffens. 

QUESTION: In set stills from “BOUND 
FOR GLORY”, I noticed some huge 
white scrims in use. Can you tell me 
about them? 

WEXLER: In the old days of silent films 
they used to build all the sets outside. 
Then they’d take white muslin and 
stretch it over the tops of the sets — 
and that would be their lighting. Since 
we were making a period film and 
shooting a lot of exteriors, I had some 
silks made — which were not silk at all, 
but reinforced Dacron made for sailing 
ships. They were huge — 50x50 feet — 
and they allowed us to shoot a lengthy 
scene without the usual problems of 

mismatching, where the shadow would 
be in one place at the beginning of a 
scene and in another place at the end 
of the scene. By creating a soft, dif¬ 
fused light, these scrims enabled us to 
shoot for the major part of a day with¬ 
out worrying about light matches. 

QUESTION: Did you have any prob¬ 
lems with scrims that big? 

WEXLER: Well, there were a few dis¬ 
advantages. Number one, when a wind 
comes up it’s difficult to anchor the 
things, because a sail that size will pull 
the biggest sailing ship across the 
ocean. Number two is the sound prob¬ 
lem that develops when the sail gets 
snapped in the wind. I used to pray that 
the snap wouldn’t come on a line, so 
that the dialogue would be in the clear. 
We’d also use smaller silks to pound 
reflectors through, rather than use just 
the hard reflectors — or perhaps we’d 
use 12 x 12-foot silks and then take 
nine or ten lights and pound them 
through the silk for fill light. I usually 
used blue-colored lights, because I 
found that normal light hit through the 
silk (even though the silk was very thin) 
would have a warmer color temper¬ 
ature than I wanted — so, by having a 

In order to smooth out the sunlight and minimize prob¬ 
lems of mismatching, Wexler had 50 x 50-foot “silks” 
made up. They were actually fabricated from re¬ 
inforced Dacron, the material now used for boat sails, 
and were most helpful, although using them in a stiff 
wind was difficult. 



In an effort to get spontaneous action of the extras “living” in the migrant camp built for the film near Stock- 
ton, California, an Arriflex 35BL camera was installed in a suitcase with a port hole cut into the end. The 
camera operator, dressed to match the extras, was able to move inconspicuously among them and film 
their unstudied reactions. This lent an additional documentary touch to the sequence. 

Roscolene blue tint on the lights, the 
color temperature was maintained 
correctly. 

QUESTION: Did you use any unusual 
lighting units in shooting the picture? 

WEXLER: I used one we called the 
“Cronecone”. It’s named after Jordan 
Cronenweth, a cameraman friend of 
mine who developed it. It’s a snoot 
extension to a normal fresnel lamp 
which allows you to place a square 
tracing paper frame a few feet in front 
of the light. Of course, many camera¬ 
men have used tracing paper and silks 
in front of lamps to give a penetrating 
but soft light. However, the problem of 
just doing it that way is that the spill 
light goes out the sides of the lamp and 
you end up placing goboes all around 
the sides to center the light through the 
diffusion material. The "Cronecone” is 
like an extended snoot which gives you 
a penetrating square softlight. I used it 
on “ONE FLEW OVER THE 
CUCKOO’S NEST” and also on 
"BOUND FOR GLORY" and it is a very, 
very beautiful white, controllable soft- 
light. When put on a 10K, for example, 
it has much more penetrating power 
than you’d get from an 8K softlight or 
any other of the standard softlight units. 

This was something that was devel¬ 
oped by a fellow cameraman and I saw 
it and he offered to let me use it on my 
film. Earlier, he had shot a film in which 
he’d had to light a huge night exterior. I 
have nine extremely lightweight, but 
powerful, umbrella lights and he used 
those mounted on long thin poles up 
high over an exterior party set to 
provide about 10 soft, diffused foot- 
candles coming down for general 
exposure. He said it worked very well 
for him. I was pleased to have some¬ 
thing that he could use, and he was 
pleased to have something that I could 
use. I think there is a lot more of that 
being done between cameramen now. 
When you develop something you like, 
it would seem like a generous gesture 
to make it available to your fellow 
cameramen. 

QUESTION: The big news on “BOUND 
FOR GLORY”, photographically 
speaking, was the first use on a feature 
of the new STEADICAM-35 system. 
Could you tell me about that? 

WEXLER: That was certainly one of the 
most exciting aspects of the filming. A 
cameraman from New York, Garrett 
Brown, had, over the years, developed 
what might be described as a "weight¬ 

less”, vibrationless hand-held camera 
support system. I had met Garrett when 
this was still in a prototype stage and 
induced him to let me use it — and use 
it himself — on a commercial that I did. 
At that time he was negotiating with 
Cinema Products to have them manu¬ 
facture the device commercially. 
Essentially, the STEADICAM-35 allows 
you to do hand-held shots — shots in 
which the camera is not mounted on a 
tripod or dolly — and move anywhere, 
with the camera remaining absolutely 
steady and vibration-free. That sounds 
incredible if you think about it, because 
when you walk there is a natural up and 
down movement of the body, and when 
you run that body movement is greatly 
increased. Your head moves up and 
down. But the basic principle of 
Brown’s device is that, since the 
viewing system on the camera is video, 
your eye does not have to be to the 
camera. Since your head is not 
attached to the camera, it's possible to 
actually run up and down stairs, to run 
through narrow passageways, or to 
hold the camera extended weightless in 
your hand and make shots which, when 
you see them on the screen, look like 
they were made from a miniature heli¬ 
copter. 
Continued on Page 778 

(LEFT) With the STEADICAM-35 “floating” from his body brace, Garrett Brown, inventor of the device, steps off camera crane platform and 
begins to move through the migrant camp. (RIGHT) Brown, with his STEADICAM-35 at the ready, sits in the bed of a pickup truck, as David 
Carradine prepares to drive it. The radically different new device effectively dampens the vibration and movement of practically any vehicle. 



THE FILMING OF “TO FLY” 
Continued from Page 752 

head. We researched the various types 
of fluid tripod heads and finally settled 
on the relatively new O’Connor 150. It 
worked very well and has features that 
other tripod heads, even the O’Connor 
100, do not have. 

The camera itself was the modified, 
newly designed IMAX camera built by 
Bill Shaw in Toronto. Because the 
camera utilizes a split-beam type of 
reflex system, which absorbs approxi¬ 
mately one half of the light coming 
through the lens, the exposure had to 
be increased by one F-stop. The 
camera is capable of running from 42 
frames per second to 1 frame per 
second. 

PREPARATION FOR SHOOTING 

Since IMAX filmmaking is a com¬ 
pletely new way of making movies and 
because the camera itself is a proto¬ 
type for standard IMAX cameras of the 
future, more than three months were 
spent in technical preparation for the 
shooting, beyond the traditional 
preparation concerns of budgeting, 
casting, location scouting, costuming 
and scripting. We found ourselves 
plunged into an intensive development 
of camera mounts, essential for the 
omnipresent camera movement, as 
well as mastering and improving the 

technical operation of the camera itself. 
Mounts needed to be constructed for 

everything from balloon baskets to jets, 
from trains to helicopters. Although the 
point of view from each of the different 
mounts would carry its own visceral 
thrill, the helicopter mount would be the 
workhorse of the film and, therefore, 
required the most time and devel¬ 
opment. Two mounts were specially 
designed by Nelson Tyler as extensive 
enlargements of his 35mm and 70mm 
mounts. The cameraman-operated 
door mount, designed for slower air 
speeds, was the largest Tyler had ever 
made, weighing in excess of 300 
pounds. Cameraman and camera pro¬ 
truded precariously outside the heli¬ 
copter, requiring development of a 
larger than normal wind screen for the 
protection of both. 

We also developed an underneath 
mount to obtain the necessary points of 
view moving through, above and under 
objects at a higher, more exciting rate 
of speed. This mount had to be per¬ 
fectly steady and could not be oper¬ 
ated by the cameraman. A remote- 
controlled closed-circuit TV with lenses 
that matched the IMAX lenses was 
developed so the cameraman could 
frame his shot safely ensconced inside 
the helicopter. This camera mount was 
also equipped with a motorized, 
remote-controlled tilt device which en¬ 
abled it to tilt to the rear, straight down 

or tilt up to reveal what lay directly 
ahead. The only other remote control 
available to the camera operator was a 
device making possible one-quarter- 
stop incremental changes in the F-stop. 
A special spinning disc, uniquely de¬ 
signed for repelling water, was often 
placed over the lens, permitting the 
camera to run in all weather con¬ 
ditions, including the misty winds 
above the vertiginous Niagara Falls. 
With the fisheye lens, this mount and all 
its accoutrements gave some of the 
most spectacularly involving footage 
ever seen. Development of these 
mounts for the world’s largest heli¬ 
coptered camera was an enormous 
undertaking. Both mounts had to be 
completely vibrationless, since each 
little vibration would be more apparent 
on the large screen. Thanks to Nelson 
Tyler, after two months of devel¬ 
opment, and another month of testing 
and perfecting, we acquired two 
mounts that were essential in creating 
the sense of a magic carpet ride. 

Other mounts were developed for 
more specialized purposes. One 
particular scene was envisioned with 
the Blue Angels in tight formation 
skimming over the Colorado River and 
desert near Yuma, Arizona. In order to 
accomplish this shot, we had to 
develop a camera mount for IMAX that 
would fit in the camera-bay position be¬ 
neath a F4 Reconnaissance Fighter, 

Experimental examples of various types of laser patterns recorded onto film. These were made as tests during the early planning stages of 
“TO FLY”. For that project Jim Palmer and Barney Kaelin developed the first laser image-to-IMAX transfer system (see Page 754), and it 
represents the first use of a laser with the IMAX or any other 65mm/70mm film format. The laser-patterned image offers an almost unlimited 
range of possibilities and opens new horizons to the experimental film-maker. 

(LEFT) Premier acrobatic pilot Art Scholl and his “Super Chipmunk”. The IMAX camera was 
mounted beneath a wing to achieve thrilling POV’s of loops, rolls and upside-down flying. 
(CENTER) Boeing donated a 747 and a 737 camera plane to the production. Fortunately, the 
weather and clouds were beautiful, making possible the filming of truly “heavenly” images. 
(RIGHT) Three characters in the film pause along the trail for an evening supper of camfired 
beans, as they cross America in the early 1800’s. 



Full-size actual IMAX frames from “TO FLY”. (LEFT) Veteran movie pilot Frank Tallman flies the classic 1907 Curtiss Pusher for a scene in 
the film. (CENTER) Pilot Bob Wills maneuvers his multi-colored hang-glider along the volcanic cliff formations off Kauai, Hawaii. (RIGHT) 
The Saturn IB heads for the heavens. By special permission, MacGillivray and Freeman were allowed to photograph the roll-out and blast-off 
of the giant rocket, signaling the first time such an event has been filmed in the IMAX format. 

(ABOVE LEFT) Not too long ago the jumping off place for settlers moving West, the St. Louis of today, with its magnificent arch, appears as 
modern as any of America’s great cities. (CENTER) A fisheye, bird’s eye, IMAX-eye view of New York City. (RIGHT) An aerial view of Lake 
Powell, which transformed the West. (BELOW LEFT) Making one of the few helium balloon flights in recent years, the flag-draped balloon 
soars over forested, unpopulated country in West Virginia. (CENTER) The “Blue Angels” in formation, as seen by the following F-4 camera 
plane. (RIGHT) The IMAX frame was divided into 36 small images to create a dazzling fly’s-eye view of jet performance. 

(LEFT) Steaming past older cultures, the railroad connects East and West. (CENTER) The camera was mounted below the tops of the tracks 
on a specially designed platform to create a motion-filled dramatic image of an early 1891 steam locomotive. (RIGHT) Nested in a colorful 
woodland glade of northern Vermont, a colonial couple exchanges sweet words, as the balloon floats silently above. 

I- 



capable of keeping pace with the Blue 
Angels Jets. This mount had to be built 
and then tested for vibrations and 
sightings with the IMAX camera on 
actual Blue Angels flights before it 
could be used for the filming. 

We also wanted a scene of the enor¬ 
mous 747 taking off, shot from the belly 
and looking backwards toward the rear 
tires. From this chilling vantage point, 
the silvered undercarriage of the air¬ 
plane would reflect the runway, yielding 
a mirror-like double image. In order to 
build an aerodynamically approved 
steady mount for an airplane that 
travels at such a high rate of speed, the 
people at Boeing headquarters in 
Seattle, Washington, spent long, 
tedious hours designing and testing the 
mount. After many weeks, the mount 
was completed and successfully tested. 
This shot, along with the Blue Angels 
mount shots, turned out some of the 
most spectacular footage in the film, 
well rewarding all the effort that went 
into the construction of the indi¬ 

vidualized mounts. 
Pedestrian in comparison with the jet 

mounts, the camera car mounts still 
served their normally useful function, 
providing close, dynamic running- 
shots from the roof of our highly- 
suspended camera car, as well as from 
the rear of the car, close to the ground. 

With the aid of several exceptionally 
sturdy mounts specially adapted for an 
1891 train, breathtaking closeups were 
obtained of drive wheels on the 
front end of the historic, steam- 
billowing terror of the buffalo. 

Cherry-pickers were the most easily 
acquired mounts. They were helpful on 
several occasions, but most notably 
during filming of the balloon basket. 
Two cherry-pickers were used to 
separately hoist the balloon basket and 
then the camera and cameraman in 
order to achieve maximum relative 
motion. 

Because all the mounts described 
were developed and tested so thor¬ 
oughly during preparation, actual 

shooting time was efficiently mini¬ 
mized and major problems in pro¬ 
duction were eliminated. 

The ambitious nature of the IMAX 
project entailed making many new im¬ 
provements in the existing camera. 
Suggestions were made to Graeme 
Ferguson, Robert Kerr and Bill Shaw of 
IMAX ENTERTAINMENT of Toronto, 
who build and lease the IMAX equip¬ 
ment. Three new IMAX cameras were 
built specifically for this project and the 
Philadelphia 76 project. In order to 
avoid any sort of operational break¬ 
down or technical difficulty during film¬ 
ing, we sent our camera assistant, Phil 
Schwartz, to Toronto for two weeks to 
assist in assembling the actual IMAX 
camera that we would be using on loca¬ 
tion. Thus, when Phil was finished with 
his special two weeks at the “IMAX 
School of Photography and Camera 
Assembly”, he was completely aware of 
the inner workings of the camera and 
could repair it on location if necessary. 
Though no major difficulties were 

A series of four sequential photographs showing how one of the most stunning scenes in the film was shot. To provide a dramatic conclusion 
for the westward expansion sequence, it was envisioned to have a steam locomotive come crashing head-on into the camera, with the scene 
then cutting to a Model-T flivver, as it races down a dirt road above the crashing Western seashore. Rather than sacrificing one of the four 
existing IMAX cameras, it was decided to build a mirror frame, have a reversed number “3” painted on the front of the locomotive, and stand 
back as the train ran full-bore into the mirror. The resultant scene on the giant IMAX screen has the audience running for cover. 



actually encountered, we had the 
assurance that should such difficulties 
arise, we were in a position to elimi¬ 
nate them before any delays occurred 
in the complex production schedule. 

Because of the construction of new 
mounts, as well as the technical 
improvements to the camera itself, 
tests were made with all lenses and 
magazines in order to insure that 
everything was in perfect working 
order. 

The three months that we spent in 
developing and testing the technical 
equipment for the IMAX shooting was 
time well spent. We experienced no 
technical breakdowns, due either to 
camera failure or mount failure. It was 
largely because of this extensive 
preparation period that the film came in 
on time and in such beautiful shape. 
We are firm believers that one must do 
thorough homework and be fully pre¬ 
pared before going on location. Only 
through the careful attention to every 
technical and creative decision was this 
production completed without un¬ 
pleasant surprises, either for us as 
producers or for our clients. 

SHOOTING 

The actual shooting of this motion 
picture took five months, two-and-one- 
half months in the spring and two-and- 
one-half months in the fall of 1975. In 
telling the story, we utilized the entire 
range of American scenery, from 
Vermont to Florida, from the coast of 
California to the coast of Hawaii, from 
the lowland heat of the great deserts 
and canyons to the snow-capped 
mountains of the Sierras. 

We worked with a medium-sized 
crew of hand-picked technicians and 
creative personnel. While we assumed 
responsibility for production, direction 
and photography, Jeff Blyth looked 
after production management, 
scheduling and costuming. Byron 
McKinney of Francis Thompson Inc. 
was invaluable as chief liaison with our 
clients and the various companies and 
organizations who assisted in the 
production. Barbara Smith was our first 
production assistant. Assistant 
cameraman was Philip Schwartz. Cindy 
Huston was second-camera assistant 
and production assistant. Rae Trout¬ 
man was grip; Pat Gilluly was our 
gaffer; Brad Ohlund, assistant grip; 
George Nolan, Chuck Phillips and 
Adrian Brooks, helicopter pilots; and 
Elizabeth Howell made crucial 
contributions from our home office as 
unit secretary and accountant. This 
tightly knit group of individuals worked 
smoothly as a team dedicated to 
getting the best image possible on the 
film negative. 

In order to simulate a balloon flight to shoot closeups of actor Peter Walker, the balloon’s 
basket and the camera were suspended on two separate cherry-pickers, which moved in 
opposing directions to heighten the illusion of actual in-flight motion. Since the IMAX 
camera was used without a blimp, the dialogue had to be looped later. 

The daily routine went from 5:00 a.m. 
to 9:00 p.m. every day of the week. With 
this gruelling schedule, it was a 
necessity to have a crew that worked 
together efficiently and harmoniously. 
Our crews are always picked not only 
for their technical abilities and exper¬ 
ience, but also for their compatible 
personalities, so that everyone will 
work smoothly together, thus minimiz¬ 
ing any time loss due to strained 
communication. We encourage 
creative suggestions from all members 
of the crew, as we firmly believe that the 
filmmaking process is one of total col¬ 
laboration, whether it be work such as 
the motion picture “SKY RIDERS” or 
the work done in the past on such 

productions as “JONATHAN LIVING¬ 
STON SEAGULL”, “THE TOWERING 
INFERNO” or any of our many TV com¬ 
mercials. 

POSTSHOOTING SCHEDULE 

With shooting completed, we em¬ 
barked on the complicated six-month 
job of finishing the film which included 
the following elements: (1) Develop¬ 
ment, research and filming of the end¬ 
ing space sequence; (2) Development 
of proper mattes and split screen opti- 
cals for various sequences; (3) Editing; 
(4) Selection and working closely with 
composer, Bernardo Seg&ll; (5) Final 
music and sound mix of the picture. 
Continued on Page 798 

When the IMAX frame is split into six separate images in the traditional way (LEFT), the 
audience level of sight is split between the two bottom rows, creating a confusing visual 
situation. To solve the problem, new mattes were created to divide the screen into two rows 
of three images each, with the bottom row 15% larger than the top. (RIGHT) This served to 
shift the audience’s point of attention to the center panel of the bottom row. 

X 

TRADITIONAL IMAX 
SPLIT SCREEN 

SMITHSONIAN FILM 
IMAX SPLIT SCREEN 



“TO FLY” SPACE SEQUENCES 
Continued from Page 755 

we couldn’t get enough of it. We lost 
one stop with our pellicle viewfinder. 
Our close-up lens was a speedy f/5.6 
and occasionally it was used with a 
polarizer and a bellows extension. We 
couldn’t force-develop our negative 
because we were very concerned with 
maintaining consistent black densities. 
On top of that, we sometimes, in the 
case of large planetary models, had to 
film atT/16for enough depth of field. 

These factors influenced the story¬ 
board greatly. Each shot was designed 
in terms of how it could be photo¬ 
graphed in IMAX. That very rarely 
meant the best or most convenient way 
to photograph it. Each scene was de¬ 
tailed very carefully in the storyboard 
and to insure that we were communi¬ 
cating our exact intentions to the 
National Air and Space Museum, each 
shot was broken down into two-sec¬ 
ond intervals. It showed the full 
progression of elements during the 
shot. We used the new color Xerox ma¬ 
chines to quickly make each frame 
from elements that were painted on 
clear cels and backgrounds. 

Our shots broke down into three 

general categories. There were a 
number of scenes that required studio 
facilities and planetary models. 
Another group could be filmed at our 
offices on a home-made animation 
stand using 2-dimensional artwork. 
The rest of the shots were of an ab¬ 
stract nature and each required its own 
particular conditions (see accom¬ 
panying article on laser photography). 

Fortunately for us, we were able to 
work with George Casey of Graphic 
Films for the studio portion of our film¬ 
ing. They were able to provide their 
excellent planetary models and 
facilities as well as their years of exper¬ 
tise in this kind of photography. While 
they had never filmed directly in the 
IMAX format they were able to adapt 
many of their techniques to our film. 

The most difficult of the shots made 
with Graphic Films was Jupiter as seen 
travelling across the surface of lo, one 
of its moons. In the distance our star- 
ship passes between them headed for 
deep space. It required four separate 
passes of the negative through the 
camera, each time being rewound to 
heads and rethreaded to a common 
start frame, lo’s surface was photo¬ 
graphed first, moving slowly past the 
camera on tracks. Its upper limit of 

travel was then scribed on a piece of 
glass in our matte box. We then 
changed set-ups to film their Jupiter 
model, again scribing its boundaries on 
the piece of glass. The ship was a two- 
inch transparency (of a three-foot 
starship model) rear-lighted on a 
stationary glass frame. In this case it 
was the camera that moved on a 
motorized gear-driven dolly. Once 
more the limits of that component of 
the shot were scribed on our matte box 
and then we finally exposed a starfield 
that took into account the placement of 
each element. 

While at Graphic Films we also 
filmed a sunrise as seen from space. 
We used their beautiful Earth model 
and motorized dolly tracks to create the 
effect that we were leaving Earth orbit 
from the dark side and moving far 
enough away to reveal the sun. We 
used a 5K with a snout for our sun, 
aimed directly at the camera lens. It 
wasn’t bright enough by itself to create 
a rim of light around the Earth’s rim so 
we employed a 10K set at right angles 
to the Earth and it was goboed off to 
create a fairly well-defined rim. We 
worked very closely with Mike Collins, 
the former Apollo astronaut and now 
Director of the Air and Space Mu- 

Actual full-size IMAX frames from the space sequences of “TO FLY”. (ABOVE LEFT) In the newly designed 6-panel optical formation, the 
protective ring of the 2nd stage engines on the Saturn rocket falls back to earth. The scene was photographed by a 16mm camera actually 
mounted on the engine stage. (CENTER) The discovery ship explores Jupiter and its moon, lo. The scene was accomplished with models 
photographed in four separate camera passes. (RIGHT) The ship passes in front of Saturn on its way to the outer nebulae and galaxies. Photo¬ 
graphing this scene required both front and back-lighting. (BELOW LEFT) To simulate nebulae and exploding stars, special combinations of 
paints and chemicals were used. (CENTER) The spacecraft, built specially for the film, was designed as a long-distance “discovery” or scien¬ 
tific explorer craft. (RIGHT) One of the re-created weird and wonderful sights of outer space. 
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seum, for his opinions as to the effect of 
the sun in space. He should know. 

We also filmed our starship model in 
a variety of passes to be used to unify 
the entire sequence. It serves almost 
the same function as our 747 earlier in 
the film and, in fact, I designed the 
model to have the same color scheme. 
It took about 150 hours to build from 
many model plane, tank and rocket 
kits. It was based on some fairly well- 
known ideas about future forms of 
propulsion, such as advanced ion drive 
and magnetically-contained nuclear 
reactions, such as deuterium/helium-3. 
Mike Collins was able to provide many 
important inputs that affected design 
and construction and was a willing 
resource throughout the entire film. 

As part of our arrangement with 
Graphic Films we were able to use their 
facilities to generate a number of still 
photographs that were then used in 
later scenes. We used their large 
Saturn model, for example, so that it 
could be filmed on our animation stand 
as a large transparency. This was 
partially due to the retouching required 
to remove traces of support for the 
model’s rings. The storyboard showed 
the starship passing directly across the 
face of the planet, which meant that we 
had to use an animation technique. 

Our stars were generated on high- 
contrast negative sheet film (Kodalith) 
on which we could easily matte clear 
areas for the planets. Saturn was a 24”- 
wide transparency that was matted into 
a continuous 60” x 24” kodalith star- 
field. The ship was a photographic print 
(and was therefore opaque) that was 
mounted on a large sheet of glass. 
Saturn, its starfield and the ship were 
filmed simultaneously, both top and 
bottom lit, so that the ship would be 
self-matting over the stars and the 
planet. It took considerable effort to 
balance the lighting for the planet 
transparency and the ship. All the top 
light was polarized (as was the camera 
lens) to eliminate surface reflections 
and maintain a black starfield. To make 
things more difficult the Saturn trans¬ 
parency and stars moved behind the 
ship. Had we been able to single-frame 
we could have filmed it as two separ¬ 
ate and registered passes, one top lit, 
the other bottom lit. We had to make 
the 60” transparency/starfield move 
smoothly behind the large sheet of 
glass. We were working with a 30-field 
opal glass, so we had to contend with 
reflections over a wide area. The art 
moved so slowly during filming that the 
backlights caused it to buckle from the 
heat and it had to be replaced. 

We acquired an Oxberry auxiliary 
peg bar which we motorized with 

Continued on Page 810 

In order to make the Starship ’’move”, the camera was actually moving on a vibrationless 
geared track. Here Blyth adjusts the ship on its motorized, revolving pedestal, while tech¬ 
nician from Graphic Films adjusts the dolly track motor. The two-minute space sequence in 
the film took four-and-a-half months to pre-plan, test and shoot. 

Zoom motor controls with specially modified gearing were used to make slow, smooth, 
repeatable moves on the animation stand. In this case, the moon photograph moves into the 
frame across the backlit background of the star field and a transparency of the Earth. Since 
the moves were precisely repeatable, tests could be made in 16mm before shooting the final 
scenes in IMAX. 



PRODUCING “TO FLY” 
Continued from Page 795 

EDITING 

Editing the IMAX picture provides 
the usual new experience, now 
expected with IMAX, which forces a 
whole mental house-cleaning of all 
previously engrained ideas concern¬ 
ing visual psychology. Eye travel, focus, 
attention span and pacing are com¬ 
pletely altered by the size and enormity 
of the IMAX screen and the availability 
of the IMAX sound system. Because the 
audience’s senses are being assailed 
from above, below, peripheral left and 
right as well as from behind, it’s ex¬ 
tremely important to keep all these 
factors in mind while editing an IMAX 
movie. It is all too easy to overload an 
audience with sensory input and 
produce a degree of confusion which 
will inevitably distract from the overall 
aesthetic involvement. 

In order to avoid the problems in¬ 
herent in editing for this system, we in¬ 
stalled in our studio two 35mm-70mm 
Norelco AAM projectors, projecting an 
image 16 feet wide. Sitting propor¬ 
tionately close to the screen, we were 
able to get the sense of pacing and eye 
travel so necessary for editing an IMAX 
movie. 

THE MAKING OF AN IMAX SPACE 
SEQUENCE 

Since the film ends in space, many 
months were spent in research, 
development and construction of the 
final space sequence. Because it is 
such a complicated story on its own, 
Jeff Blyth, who supervised and con¬ 
structed the special effects, has con¬ 
tributed separate comments, as has 
Jim Palmer, who developed the laser 
beam special effects. 

SPLIT-SCREEN OPTICALS 

The Mac-Free camera car (with its special suspension) which had previously been used for 
shooting numerous car commercials and shorts, served perfectly to keep the IMAX camera 
in motion while pacing a stagecoach, a Model-T Ford or a steam locomotive. There are many 
such close, dynamic running shots in “TO FLY”. 

The enormous IMAX process was 
originally developed to incorporate 
many images onto an enormous 
screen, while eliminating the need for 
several projectors. Two of the first 
IMAX films ever made (“LABYRINTH” 
and “TIGER CHILD”, both produced 
for World Fairs) spectacularly utilized 
this capacity. To highlight and 
dramatize various sequences in “TO 
FLY”, we designed carefully orches¬ 
trated images for incorporation into 
one frame. However, before we could 
begin filming, we made an intensive 

study of the IMAX split-screen possi¬ 
bilities. The traditional IMAX split¬ 
screen consists of an equal division of 
the frame into nine smaller 35mm 
frames, which doesn’t allow for any 
single point of viewer reference. More¬ 
over, the audience level of sight is split 
between the two bottom rows, causing 
an unpleasant, and at times confusing, 
visual situation. Therefore, to correct 
these visual problems for the Smith¬ 
sonian production, we designed new 
mattes with the help of Jim Liles, of the 
Optical Department at MGM, and 

A set-up to achieve an extreme low angle of the 1891 steam locomotive, as it bears down on 
the moving camera. Using a wide-angle lens, the rails enter the frame from the sides, then 
quickly converge toward center frame, creating a dramatic perspective effect. To create a 
sense of movement, the ties move rapidly through the bottom of the frame in a “strobing” 
manner. 

Dennis E. Moore, in which there would 
be two rows of three images. 

In the new matte, the bottom row 
would be 15% larger than the top row. 
Now, there would be a clear focus of 
attention for the audience in the center 
panel of the bottom row, the five other 
panels contributing to the framing of 
that one center panel. These new 
mattes were rigorously designed and 
tested prior to their final use. The 
resulting panels, as they appear in “TO 
FLY”, are a very successful choreog¬ 
raphy of images which provide excel¬ 
lent highlight to the film. Barbara 
Smith, our production and editing 
assistant, supervised the assembly of 
historic stock footage, along with the 
material we had filmed for these multi¬ 
panel sequences. 



Filmmaking is a collaborative effort. The following people formed the bulk of the team that 
made “TO FLY” — which still leaves out many other important contributors: (TOP ROW) 
Greg MacGillivray, Jim Freeman (Producers, Directors, Photographers), Byron McKinney 
(Executive Producer), Francis Thompson (Writer). (SECOND ROW) Alexander Hammid 
(Editing Supervisor), Jeff Blyth (Associate Producer), Barbara Smith (Production Assis¬ 
tant), Cindy Huston (Assistant Cameraperson). (THIRD ROW) Elizabeth Howell (Secretary, 
Bookkeeper), Phil Schwartz (Camera Assistant), Rae Troutman (Grip), Pat Gilluly (Gaffer). 
(FOURTH ROW) Dan Wallin (Music Mixer), Bernardo Segall (Composer), Richard McCurdy 
(Music Editor), Sam Shaw (Sound Effects Editor). (FIFTH ROW) Tom McGrath (Narration 
Writer), Jim Liles (MGM Optical Chief), George Nolan (Helicopter Pilot), Brad Ohlund 
(Assistant Grip). (NOT PICTURED) Dennis Root (Special Assistant for Space Sequence), 
Chuck Phillips, (Helicopter Pilot), Adrienne Brooks (Helicopter Pilot), Paul Martin (Music 
Mix Advisor), John Divers (Storyboard Developer), Ray West (Sound Mixer), Jack Woltz 
(Sound Mixer), George Casey and Les Novros (Graphic Films). 

After having cut a sequence on the 
Moviola, the next step was to project 
over and over again, criticizing the cuts 
in relation to the size of the image and 
distance and position from the 
audience. Only by editing with a large 
projection screen as a right-hand tool 
can the proper pacing and audience 
attention-centering be effectively con¬ 
trolled. 

Editing this film with the assistance 
of Alexander Hammid took four 
months, even though the shooting ratio 
was relatively low, due to the high cost 
of the IMAX film. We had directed the 
sequences in order that they could be 
cut in several ways, in the event we 
might want to try several different cuts 
before final selection. 

The method of editing a film and then 
testing it before a small audience has 
proven extremely effective for us in the 
past and it paid off once again with our 
clients on the IMAX film. After numer¬ 
ous trial screenings in our home office, 
we presented our clients with a rough 
cut which met with immediate ap¬ 
plause and praise, something rare in 
this particular business. Fortunately, 
we were blessed at all times with 
extreme cooperation and assistance 
rendered from both our clients — the 
Smithsonian Institution and Conti¬ 
nental Oil Company. Both were willing 
at any time to help us with opinions that 
creatively contributed to the positive 
artistic aspects of the picture. In this 
way, our two clients became essential 
creative members of our crew and 
assisted enormously in perfecting the 
picture. It’s rare for others to be un¬ 
selfishly motivated and in this case, the 
Continental Oil Company’s repre¬ 
sentatives, Rud Lawrence and Tony 
Sheldon-Moir, as well as the repre¬ 
sentatives from the Smithsonian 
Institution, Mike Collins, Mel Zisfein, 
Von del Chamberlain and Gene Knight 
and others, were always concerned 
about the overall effect of the motion 
picture and its success as a whole. 

SOUND 

IMAX Theatres, especially the IMAX 
theatre at the National Air and Space 
Museum, are virtual sound chambers. 
The Smithsonian Theatre has eleven 
separate speaker placements. Each 
speaker is bi-amped so that the highs 
and lows are incredibly clear and the 
frequency response is enormously 
broad. Moreover, the acoustics of the 
theatre itself are carefully controlled to 
insure the cleanest, most hi-fidelity 
stereo-sound available. In our opinion, 
the Smithsonian Theatre is the finest 
motion picture projection house in the 
United States. 
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The sound in the IMAX motion pic¬ 
ture is not striped on the individual 
print, but is run in interlock from a 
35mm full-coat magnetic 6-track 
sprocketed piece of film, running in 
exact synchronization with the picture. 
Because of the speed of travel of the 

tape, the size of the tape and the unifor¬ 
mity of the magnetic coating, this 
system offers the highest quality 6- 
track sound reproduction possible. 
This technical advancement allows the 
creative mind to simply run wild with 
Continued on Page 808 
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PHOTOGRAPHING “INDEPENDENCE” 
WHERE IT HAPPENED 
Continued from Page 748 

We tried to shoot in overcast light 
whenever possible. Of course, we 
didn’t really have a choice, because 
whatever it was that day, that’s the way 
we shot. We did try to jockey shots 
around, so that if we knew it was going 
to be clearer later in the day, we would 
shoot a scene out in the open in a 
certain area, with overcast light, and 
then move into a shaded area when the 
sun came out later. But we did have to 
live with overhead light, which no 
cinematographer likes because of the 
harsh shadows. It really didn’t hurt us 
too much, however, because with the 
smoke and the heavy filter pack the 
sunlight took on a beautiful soft quality. 
We took advantage of it whenever we 
did have it and tried to make those 
shots very pretty. 

Using the smoke inside was inter¬ 
esting. There were some scenes in 
which we had Venetian blinds and we’d 
fill the room with smoke to get a very 
light mist, then blast off through the 
windows to get sharp rays of light. 
Everybody was thrilled with the effect. 
We were all having a ball just coming 
up with whatever we wanted to. It 
wasn’t as though we had to sustain a 
great look for a two-hour feature; we 
had only a half-hour picture, in which 
each shot could be dynamic in itself. So 
it was almost like doing a long TV com¬ 
mercial, though in a different way. I had 
a terrific crew working with me. All of 
them pitched in and felt like a part of it, 
and they had a grand old time. 

The smoke we used inside was 
created with bee burners and, of 
course, we didn’t have the wind prob¬ 
lem indoors, so we were able to get a 
very even light mist. It almost makes 
the film look a bit grainy, but it still has a 
richness to it. In one scene where Eli 
Wallach comes out of one room, walks 
through a hallway and up a flight of 
steps, I went to three different colors of 
light in the three rooms. I used the 
same smoke in all three rooms, but 
lighted each room with a different light 
source to get a varied color effect. In 
the room where he walks up the steps, 
which is the room where the Liberty 
Bell is usually kept, I used arcs outside 
the windows to come through with 
shafts of light to silhouette him. 
Because of certain logistics, we had to 
make that shot at night and we had a 
huge bay window to deal with. All we 
did was hang two 20 x 30-foot white 
scrims on cherrypickers outside the 
windows, lit them with arcs, and then 
kept them back from the windows. We 
then shot between the scrim and the 

Working in close coordination, Huston and Roizman confer. Of his experience in working on 
.the film, Roizman says: “Working with John Huston was one of the great thrills of my life, be¬ 
cause he’s such a great man and commands so much respect from everybody around him.” 

windows to get the shafts of light in¬ 
side. 

That scene came about as the result 
of John Huston saying to me at about 4 
o’clock in the afternoon one day: “I 
have this idea for a shot.” He de¬ 
scribed it to me and asked: “Can you 
do it?” 

“A piece of cake,” I said, knowing 
that it was going to take forever to set 
up. 

“I’ll go back to the hotel,” he said. 
“Call me when you’re ready.” 

We started working on it, broke for 
dinner, and came back and made the 
shot after dinner. It was one of those 
things that was kind of a surprise, but it 
was a fun challenge for everybody 
working on it and turned out to be our 
favorite shot in the picture. 

There is quite a bit of camera move¬ 
ment in “INDEPENDENCE”, because 
John Huston had said that he wanted to 
do each sequence in one shot wherever 
possible, except for the interiors 
showing the meetings taking place. We 
did those in a series of cuts, but every 
other sequence, wherever possible, 
was done with a combination of dolly 
and zoom and some kind of move¬ 
ment to give it flow, because the struc¬ 
ture of the picture itself doesn’t have 
much flow. 

As far as interior lighting was con¬ 
cerned, we tried to duplicate the light¬ 
ing that was authentic to the period. For 
daylight, I attempted to make it look 
like all the light was coming through the 
windows. To get this effect I used the 

old standard FAY lights with soft 
frosted tracing paper to diffuse them. 
We shot without 85 gels on the windows 
and used just an 81EF filter on the lens, 
as opposed to an 85, because I wanted 
everything to have a slightly cool look. 

For the night interiors, the approach 
was based on the fact that all they had 
by way of artificial lighting during that 
period was candlelight — so all I did 
was to try to simulate a source of 
candlelight and I used orange filters on 
the lamps. 

We used all Panavision equipment 
and shot most of the picture with their 
20mm-to-120mm lens, which was so 
sharp that when we did diffuse it we 
were able to get nice diffusion without 
deteriorating the image. Speaking of 
sharpness, when I was first asked to do 
the picture by Producer Lloyd Ritter, 
who is also a cameraman, he had 
already shot some of the second unit 
footage, using 5247 color negative. 
Then he asked me to shoot a couple of 
major scenes with him. Since we hadn’t 
really determined a photographic style 
yet, these were shot completely straight 
on 5247. 

Then, when John Huston arrived, he 
said that he wanted the mystical effect. 
That’s when I went for the heavy fil¬ 
tration and switched over to the 5254 
color negative for lower contrast. I felt 
that it would be better suited to our 
purposes. Needless to say, the two 
batches of footage didn’t match at all 
and when they were intercut in the 
Continued on Page 816 
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TIFFEN 
Available at Dealers throughout the World 

4y2" DIAMETER 
ACCESSORIES 

Tiffen 4V2" filters are engi¬ 
neered to meet the exacting 
standards of large diameter 
professional lenses. The 41/2" 
filter will fit numerous lenses, 
using Tiffen adapter rings, 
eliminating the need for vari¬ 
ous costly special-size filters. 
Available in all standard col¬ 
ors, combination colors, neu¬ 
tral densities, rotating polari¬ 
zer; and diopters Vz, 1,2, and 3. 

138mm FILTERS 
for Angenieux 20-120 (6x20) 
F2.6 lens. Available in all 
standard colors, combination 
colors and neutral densities. 
Close-up lenses in +1/2,1,2,3. 

SQUARE 
FILTERS 

Tiffen Photar® Filters in all 
colors are available for Tiffen 
and other square filter holders 
in sizes from 2x2-inches up 
to I5x15-inches. 

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

(516) 621-2700 Telex 96-7748 

RECTANGULAR 
FILTERS 

for Arri 16 matte box. Avail¬ 
able in all colors and neutral 
densities 0.1-1.0. 

SUSTAINING 

MEMBER 

Member Professional 
Motion Picture 
Equipment Association 

BIG 
or little 

GASSER HAS IT! 
In San Francisco, Adolph Gasser, Inc. is your one complete source for 35,16, 
Super 8mm & still sales, rental and repair services. Whether you’re buying a 
lens shade or renting a feature production package ... GASSER HAS IT! 

ADOLPH GASSER, INC. 
Sales 181 2nd St./Rentals 168 2nd St./San Francisco, CA 94105/415-495-3852 
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THE NEW STEADICAM-35 
Continued from Page 787 

we permit the camera to move with the 
operator as if it were an extension of his 
own body (part of his internal servo- 
system, so to speak) so the operator 
can easily control and guide the 
camera in any direction he pleases with 
a gentle movement of his hand. 

With regard to the increasingly 
popular electronic cameras which are 
improving in quality and reducing in 
size, to the point where they can be 
considered real competitors to the 
16mm film camera for television 
production, we have entered into a 
contractual agreement with RCA 
whereby we will adapt and integrate 
their new TK-76 camera with the Brown 
stabilizing system, creating a totally 
new stabilized video camera system 
which we call the CP/TK-76. 

We showed a prototype of this 
system at the NAB convention in 
Chicago in March of this year, and it 
was without question one of the out¬ 
standing hits of the show. We were 
inundated by requests from other video 
camera manufacturers such as 
Fernseh, Ikegami, and Thompson to 
see if our stabilizing system could be 
adapted to their cameras as well. The 
answer is that of course it can, provided 
that the electronic and mechanical 
interfaces are properly accom¬ 
modated. 

STEADICAM-35 (and other appli¬ 
cations of our camera stabilizing 
system to video cameras or 16mm film 
cameras) opens up whole new vistas of 
creative cinematography. That a great 
deal of the track laying for dollies in 
location shooting can be eliminated is 
obvious. What is even more exciting is 

the fact that moving shots of a totally 
different nature than have been pos¬ 
sible heretofore can now be done. 
Practical interiors with their tight con¬ 
fining movements are made easy and 
much more esthetically pleasing. Even 
crane shots can be easily simulated by 
means of a ramp or temporary stairs. 

Garrett Brown, inventor of the 
system, has already demonstrated that 
in filming from a helicopter, with appro¬ 
priate wind screening, he gets better 
quality results than can be achieved 
with a helicopter camera mount 
because he has much greater flexibility 
and mobility in the aircraft. Further¬ 
more, he is not tied to the camera, as is 
the case with a helicopter mount, so 
that his body motions are also filtered 
out, as well as the high-frequency 
vibrations of the aircraft. 

As a matter of fact, any vehicle can 
now serve as a perfect camera 
platform. And since the STEADICAM- 
35 stabilizing system has a shock 
absorption capability of 2-3 feet (unlike 
conventional stabilizing devices which 
have a shock absorption capability of a 
few inches only), it is conceivable that 
an experienced STEADICAM-35 
operator may be able to gallop on 
horseback and still shoot extremely 
smooth and steady shots. 

To make the most of this exciting 
new tool, operators may need some 
time to practice with the system before 
they can expect to accomplish some of 
the more dazzling sequences that are 
now possible with STEADICAM-35. 
Cinema Products will be holding 
special training seminars and demon¬ 
strations to acquaint professional 
cinematographers with STEADICAM- 
35 and explore its potential capa¬ 
bilities. 

The CP/TK-76 Stabilized Video Camera 
System, a Cinema Products modification of 
RCA’s lightweight, self-contained TK-76 
color video camera, incorporating the radi¬ 
cally new Brown Stabilizer. 

I think it can be fairly stated that 
STEADICAM-35 provides the cinema¬ 
tographer and the director with a com¬ 
pletely new creative tool which will 
provide new challenges to their 
imagination. ■ 

The revolutionary new CP/TK-76 stabilized portable color TV camera was used for 
the first time during ABC-TV’s coverage of the 28th annual Emmy Awards presen¬ 
tation by the National Academy of Television Arts and Sciences on May 17. The 
RCA TK-76 camera, modified by Cinema Products Corporation into a STEADI- 
CAM-TV system, was used throughout the pre-taping of production numbers in the 
show, the most dramatic of which was the big opening dance sequence staged with 
the specially-lit Century City buildings as background and the multi-level plaza in 
front of the Shubert Theatre serving as a giant set. It was also used to provide 
unique live views of presenters, recipients and the audience inside the theatre. 
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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 Miller Tripod ideally 
suited to every Miller Head. 

U.S.A. PATENT NO’s. 3,712,571 and 3,592,429 
Olhers Pending. 

MILLER PROFESSIONAL EQUIPMENT 
6500 Santa Monica Boulevard / Hollywood, California 90038 / Phone: (213) 466-5105 

Send for a rental rate schedule! 

333 West 52nd Street 
New York, N.Y. 10019 

CE 

LIGHTING, GRIP EQUIPMENT, 
LOCATION VANS, PROPS, GENERATORS, 
RENTALS / SALES / SERVICE 

INC 

For more than fifty years Charles Ross has made the 
impossible possible for the thousands of motion pic¬ 
ture producers who demand the finest and most mod¬ 
ern lighting equipment. We are the East’s only spe¬ 
cialist. We have been around the longest. We have 
the largest lighting inventory. We even supply light¬ 
ing suppliers. 

For a replacement bulb or lighting for a complete 
motion picture or television set, call Ross first! 

Gentlemen: Please send me 
a free copy of your rental rates. 

FIRM 

STREET. 

333 WEST 52nd ST., N.Y. , N.Y. 10019 (212) Cl 6-5470 
I CITY STATE ZIP  | 
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FOURTH 
EDITION 

MOST COMPREHENSIUE 
COMPILATION Of 
CINEMATOGRAPHIC DATA 
EVER PRRUSHED1 

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

WALTER STRENGE,A.S.C. 

This easy-to-carry, pocket-size, concise, book 
contains practical, informative text, tables, 
charts, diagrams, drawings and listings of all the 

Completely updated Filter, Lighting and 

Lens sections. Data on most recent cam¬ 

era developments. Complete shooting 

data for Theatrical, Non-theatrical and 
Television cinematographers filming 

16mm, 35mm or 65mm anamorphic or 

spherical motion pictures in any aspect 
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niques in use today! 

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

THE AMERICAN CINEMATOGRAPHER MANUAL 
P.0. BOX 2230 4TH EDITION 

HOLLYWOOD, CALIFORNIA 90028 

ratio, in color or black and white, silent 

or sync-sound, in the studio or on 

location. 

Please send   copies of the AMERICAN CINEMA¬ 

TOGRAPHER MANUAL @18.50each, 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 remit 6% Sales Tax ($1.13 per Manual). 
Foreign Buyers please pay by International Money Order or U. S. 
Funds. 
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You oughta have, 
your head examined* 
And your pinchwheel 
inspected. 

And your clutch and 
brake checked. 

In fact, if you depend 
on your Nagra for your 
living, a periodic check-up 
with Jerry Ozment (The 

Jerry has lived and 
breathed Nagras for the 
past ten years as both a 
repair technician and mo¬ 
tion picture sound man. 

His ability to modify 
and adapt standard Nagras 
to specific needs for 

His repair skills have set 
a standard in professional 
circles. 

And, of course, all 
modifications and repairs 
are fully guaranteed by 
Mobius Cine, Ltd., the 
home of the Nagra 

Nagra Specialist) will bring unusual situations is startling. Specialist, 
every gear and gizmo 
under his scrutiny. 

The Nagra Specialist 
at Mobius Cine ltd* 

7 East 47th Street, New York, N.Y. 10017 212 758-3770 
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Andy Delio learned the 
truth about Wetgate/! 
Not all wetgates are created equal. 

Andy Delio at Film Opticals checked them out carefully before he 
bought his first LIQUITECH from P/E/S. It met his exacting standards to 
perfection. He found its flush fit to the projector allowed him freer use of 
his optical effects devices. Also it was easier to thread. He got perfect film 
registration with no air bubbles. And he could pass a splice without losing 
registration. He could run at high speed without removing the film from the 
gate. He could also freeze-frame and change film direction with ease. 

And when he needed service, he got it—quickly, 
efficiently. Andy Delio was one happy man. So happy 
he bought t/iree more LIQUITECHS from P/E/S. Jj 

Do you want to learn the truth about wetgates? 4 ? 
Call Ed Willette, Hans Jaggi or Pat Mathison at 

P/E/S—Photographic Equipment Service, Inc. 
(914)235-2720. 

Or write. 

695 Main Street 
New Rochelle, New York 10801 
(914) 235-2720 

Full sales and service available in Europe. 
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THE KINGS DOMINION 70mm THEATER 

The special-purpose theater at Kings Dominion in Richmond, Virginia, where “VIRGINIA ... 
PURSUIT OF HAPPINESS” is being shown. Note the altered speaker placement and screen 
size in relation to the audience area. Instead of the usual five channels behind the screen and 
one surround channel, this configuration has three channels behind the screen and three in 
the house. 

“VIRGINIA... PURSUIT OF 
HAPPINESS” 
Continued from Page 757 
was possible to read the time from his 
wristwatch!) 

Closely allied with the image quality 
question was the choice of wide-screen 
system. Starting at the level of quality 
desired, then adding the variety of 
camera equipment needed, and further 
adding the degree of service 
demanded, the decision was easy. 
Panavision, of course. Frank Vogel¬ 
sang, Vice-President, filled our 
production needs with speed and style. 
The lens complement that I finally 
arrived at included a 50mm-to-500mm 
Panazoom, a 35mm Panatar, and a 
25mm Distortion Panatar, offered with 
Frank’s customary warning. Mounting 
these lenses was a Panavision Mitchell 
Mark II for the majority of the material, 
a Panavision Blimped Arri for the sync 
documentary footage, and a Pana¬ 
vision Bell Helmet Eyemo for the 
lunatic-fringe element. 

It may seem odd that with our great 
concern for image clarity I would 
include a zoom lens without several 
prime lenses to cover its range. The de¬ 
cision to forget these additional prime 
lenses was based on both production 
speed and economy considerations. 
But it was not a major compromise of 
quality. Surely there is some sharp¬ 
ness lost between a prime 50mm lens 
and the 50mm end of a zoom, but with 
the Panazoom it is barely discernible, 
especially with the 5247 stock and 
70mm flat release. 

John Gunselman, the director, had 
decided upon a visual style that utilized 
much camera movement: pan, tilt, 
dolly and boom. In fact, I can recall 
only two or three set-ups during the 
entire production where some form of 
camera movement was not used. My 
choice of support equipment, there¬ 
fore, was a compromise between solid 
support and maximum mobility. Speci¬ 
fically, an O’Connor 100 fluid head that 
performed exceptionally well, even in 
situations where a Worrall was prefer¬ 
able, Ronford and Mitchell legs, and a 
Stindt Dolly, in itself an honorable, well- 
thought-out compromise that pos¬ 
sesses most of the functions of the 
Moviola and Fischer dollies but at con¬ 
siderably less weight and size. 

With the image quality a top priority, I 
would have preferred to have filled our 
daylight material with arcs. But, again, 
due to budget and speed of produc¬ 
tion considerations, such was not pos¬ 
sible. In their place I designed and had 
built a non-electric substitute: foldable 
four-feet-by-eight-feet plywood 
reflectors that produced a bright wide 
spread. They proved to be efficient, 
powerful and easy to use. They were 

so successful that I doubt if the lack of 
arc fill is discernible. 

During the first week-to-ten-days of 
the production schedule we attempted 
to shoot all of the sequence material. 
That is, those scenes that formed the 
bones of the finished production and 
those scenes that had a continuity 
within themselves. These were the 
closest to standard dramatic 
production and included a small town 
folk festival, a fishing village, a cargo 
ship loading, and a carriage ride 
through the streets of Williamsburg. 
With the help and advice of the Virginia 
Film Commission, we were able to 
control our selected locations and 
shoot for a specific product. 

It was during the latter part of the 
schedule that we added the meat to 
these bones with a wide variety of 
scenes from throughout the state. It 
was also during this period that the 
economy and quality of our support 
unit became evident. Shots made 
through the 500mm end of the Pana¬ 
zoom held rock-steady through a pan 
or tilt on the O’Connor 100 head. The 

Stindt Dolly, with its arm at the fully 
raised position (lens height approxi¬ 
mately six feet, six inches), showed a 
little too much play during a dolly run, 
but it was well within acceptable limits. 

The Mark II camera itself proved its 
sturdiness under very demanding 
conditions, such as the crop-dusting 
sequence, where the Colonel (as we 
eventually named the Mitchell camera) 
was secured to the nose of the bi-plane 
as it ran through its paces. From one 
vertical climb to another, the Colonel 
did his job, never losing a frame. 

The mobility of our complement 
became especially evident on a 
particular cool morning as we waited 
on a deserted Virginia beach for the 
sunrise. We had set the Mark II with the 
Panazoom on a shot that began with 
the beach straw blowing in the wind, 
then slowly dropped focus to the ball of 
the rising sun. This was set on the long 
end of the Panazoom and timing was 
critical. Since the exact spot where the 
sun broke the horizon was unknown, 
we had to wait until it began to show, 
Continued on Page 814 
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(913) 843-6715_ 

BURBANK, C^F°^7t:eW) (213)849-6812^ 
TELEX 691599 (MATT^Sl    
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============^:^^^EN 

A1D 11043 GRATIOT . oA, . AS TX 75206 
676 NO. ST. CLAIR . T> Mt 48213 DALLAS, TX .r   

CHICAGO, IL 60611 

J 
HOWARD A. 

ANDERSON CO. a 
CREATORS OF DISTINCTIVE IDEAS 
AND DESIGNS FOR 
SPECIAL PHOTOGRAPHIC EFFECTS FOR 
MOTION PICTURES ANDTELEVISION 

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 

r x 

4" 
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VIBRATION ISOLATION HELICOPTER CAMERA MOUNTS f 
FOR 16/35/70 mm AND TV PHOTOGRAPHY 

Hollywood 213-989-4420 — Son Froncisco 41S-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 4 
Send for brochure — Tyler Camera Systems, 14218 Aetna Street, Van Nuys, California 91401 U.S.A. | 

H ELIC0PTERS_ _CAMERAMEN CAMER APILOTSJ 

• 8mm & Super 8mm Reels 
in steel, 200' to 2000'. 

• Shipping Cases in 
fibre and plastic. 

16mm Reels in steel, plastic • Split Reels in steel 
and sheet aluminum. and aluminum. 

• 8mm & 16mm cans 
in steel and plastic. 

• 35mm & 70mm Reels in 
steel and aluminum. 

Reel perfection is a GOLDBERG tradition! 

GOLDBERG BROTHERS 
P.O. Box 5345, T.A. • Denver, Colo. 80217 

PRODUCING “TO FLY” 
Continued from Page 799 

subtly ingenious audio effects. 
Because of the enormous possi¬ 

bilities with sound, certain scenes were 
written into the script solely for the 
effect of the sound itself. For instance, 
the introduction of jet aircraft takes the 
form of two high-speed jets crossing in 
the center of the screen. The sound 
starts from the sides of the theatre, 
crosses in the center and then in¬ 
stantly returns back to the sides. The 
audience should receive acoustical 
shivers of joy from this alone, as their 
aural center of attention dramatically 
shifts focus with the criss-crossing of 
sound images. 

On another occasion, an 1891 loco¬ 
motive, starting in center screen, small 
in distance, charges straight toward the 
camera, finally smashing directly into 
the camera lens as the sound parallels 
it, slowly growing around the audience 
and finally engulfing it as the train 
smashes headlong into the screen. 

Of course, the possibility of isolating 
the sound enlarges the whole creative 
possibilities of exciting interaction 
between aural and visual images. For 
instance, with quite a degree of clarity, 
it is possible to run music from the rear 
speakers while sound effects come 
from the front. This permits the 
creation of whatever mood is desired 
with the music, while from the front 
speakers comes the feeling of realism. 

MUSIC 

The music for this motion picture 
was extremely important, since the 
picture is basically an audio-visual 
experience, a voyage through time. The 
composer was very carefully selected 
and the music which he was to 
compose was well planned. Bernardo 
Seg&ll, the famed Brazilian concert 
pianist, was selected as a creative artist 
who could compose music having a 
classical feeling, an air of sophis¬ 
tication and elegance, which would 
maintain the steady rhythm and pulse 
of the film. 

Recorded at Burbank Studios in one 
of the finest rooms available for sizable 
orchestras, the large music score was 
directed by Seg6ll and played by forty- 
nine of the most professional and 
experienced symphonic orchestra 
members irr California. The end result 
was equal in success to the tre¬ 
mendous amount of effort expended in 
creating it. 

We worked extremely closely with 
Bernardo and found such collabora¬ 
tion between the ideas of the 
producer-directors and the carefully 
enlarged, embellished structuring by 
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the composer to provide the best of two 
worlds. 

The music was recorded on 16-track 
tape, then mixed down to three chan¬ 
nels, full-coat 35. We mixed so that 
there would be authentic stereo, right 
and left front, with the third channel 
containing the evenly divided right and 
left rear, thus creating a quadraphonic 
surround-feeling to the musical 
experience. 

FINAL PRINT AND INSTALLATION 
AT THE THEATRE 

Once the final IMAX print and sound 
mixdown were completed, we went to 
Washington, D.C., to install the picture 
in the theatre. We have always con¬ 
sidered the installation of a movie into a 
permanent exhibition theatre as one of 
the most important aspects in film pro¬ 
duction. It is incredibly easy for an inex¬ 
perienced projectionist or sound man, 
insensitive to the various sound levels 
of the mix, to distort or diminish the 
overall effect of a movie. For this 
reason, we assisted in installing the 
motion picture in the theatre and 
supervising the projection and sound 
equalization. Moreover, during the run 
of the picture at the museum, we plan 
to visit frequently in order to check on 
the sound and picture quality to 
maintain the integrity of an artistic 
accomplishment that has taken over a 
year-and-a-half to bring to completion. 

TO FLY 

Only through careful organization 
and thorough preparation together with 
the creative contributions of all those 
who worked with us, could this film 
have been made successful in all four 
areas important to film production: 

1. The motion picture must be 
creatively exciting and original. 

2. It must fulfill the sponsor’s or 
client’s dream. 

3. It must be made on schedule, 
on time. 

4. It must be brought in on 
budget. 

The film, “TO FLY”, succeeds in all 
these areas. ■ 

To Classified Advertisers 

Copy deadline for classified ad¬ 

vertising is the 1 st of month, 

preceding publication date. Mail 

copy and remittance to cover 

cost to 

AMERICAN CINEMATOGRAPHER 
1782 No. Orange Dr. 
Hollywood 28, Calif. 

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. 

LIGHTS 
Lowel TI-93 Kit  . . . New $ 329.00 
Lowel Tota Kit 94 (List $750)  . . . New $ 599.00 
Lowel TI-95 Kit  . . . New $ 369.00 
Lowel TotalightTI-10 (List $65)  . . . New $ 49.00 
Lowel Softlight 1500 (List $168)  . . . New $ 129.00 
Lowel Quartz Direct Focusing  . . . New $ 60.00 
Lowel K5BR Kit (List $160)  . . . New $ 120.00 

Cinema Product Aero Focusing Light 
Kit  . . . New $ 300.00 

PROJECTORS 
Elmo 16 AR Optic/Mag New $1400.00 
Elmo 250 HS Optical Sound New $ 599.00 

MILLER 
Miller Super 8 Fluid Head $ 119.00 
Miller "F” Head $ 256.00 
Miller Pro Head $ 367.00 
Miller Pro L.P. (Heavy Duty) Head $ 409.00 
Miller Tripod w/"F" Head $ 506.00 
Miller Pro Tripod 

w/Pro Head ball leveling $ 609.00 
Miller Pro Tripod w/Pro L.P. Head $ 649.00 
New Miller Universal Head and Alum. Legs by 

Cinema Products $ 800.00 

BEAULIEU 
Beaulieu 5008MS Multispeed Single System and Double 

System Super 8 with 6x70 zoom New $1693.00 
Beaulieu 5008MS Multispeed Body New $1166.00 
Beaulieu 3008MS Multispeed Sound Camera with 

8x50mm zoom   New $1289.00 
Beaulieu 4008 ZM 8x64    Used $ 499.00 
Beaulieu 4008 ZMII 6x66   New $ 1023.00 
Beaulieu 4008 ZMII 6x66   Used $ 749.00 
Beaulieu 4008 ZM3 8x64'   New $ 595.00 
Beaulieu 4008 ZM3 6x66     Used $ 549.00 
Beaulieu 2008 7x56     Used $ 289.00 
Beaulieu 5008S 6x80 Ang   New $ 1889.00 
Beaulieu 5008S Schneider   New$ 1500.00 
Beaulieu 5008S 6x80 Ang    Used $ 1400.00 
Beaulieu 5008S 6x66 Schneider. . .  Used $ 1100.00 
Beaulieu Sync Pulse Generator 

for Super-8   $ 189.00 

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 

Luna Pro Light Meter w/Case New $ 90.00 
Spectra Combi-500 w/Case New $ 144.00 
Spectra Professional New$ 119.1 
Spectra Professional w/Pointed Lock $ 129.00 
Spectra Color Meter New $ 599.00 
Minolta Autometer Spot Att. Kit New$ 100.00 
Minolta 1 Spot Meter New $ 269.00 
Case for Above New $ 14.00 
Minolta 1 Spot Meter Used $ 210.00 
Spectra Professional Used $ 89.00 
Spectra Combi-500 Used $ 119.00 
Bell & Howell 16/535B Sound Projector.... Used $ 299.00 
Elmo ST-800 Magnetic 

Sound Super 8 New $ 299.95 
Elmo ST-1200 D Magnetic 

Sound Super 8 New $ 499.00 
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_$3900.00 
Kodak Pagent 126 TR New$ 750.00 
Spectro Motion Analyzer, Counter, One 

Frame/Two Frame, Remote Control $ 389.00 
Uher 1200 Neo-Pilot Like New $ 999.00 
Uher CR-124 Stereo Cassette $ 249.00 
Sony TC-142 (List $230) New $ 189.00 
Sony TC-126CS (List $270) New $ 219.00 
Sony TC-153 SD (List $369.95) New $ 289.00 
Sony PR-400 Parabolic Reflector New $ 48.00 
Stellavox SP7 w/Neo-pilot, Nicads, Charger, 

Case (Demo w/Factory Warranty) $2399.00 
Uher 4000L Used $ 289.00 
Uher 4400 w/mic, Nicads, Charger, 

Case Used $ 389.00 
Sony TC 800B New $ 247.50 
Moviescope 16mm New$ 199.00 
Griswold 8-16 Splicer Used $ 25.00 
Griswold 35 Splicer Used $ 36.00 
Maier Hancock Super-8 only Demo$ 250.00 
Minette 16 Editor Demo $ 175.00 
Bauer P6 Studio 16/16 Mint $2900.00 

MAIL AND PHONE ORDERS PROMPTLY FILLED 
Payments: We accept Certified Checks or Money Orders. Personal checks cause delay. To use your Bank Americard or Mastercharge, send 
card number and expiration date. 20% deposit required for all C.O.D.’s. ^ , rnn u unn ci™ 
Shipping Charges: Extra. Please send est. chgs. Excess will be refunded. All shpg. chgs. not paid will be tailed C.O.D. Mm. J3.00 Shpg. 
chg. Prices are valid when submitted for publication but may change without notice. Quantities are limited. 

tel air camera & hi-fi 
927 Westwood Blvd., Los Angeles, CA 90024, Phone: (213) 477-9569 - (213) 879-9616 
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B COLUMBIA 9 1 COLLEGE a 
B COLUMBIA a 1 COLLEGE 3 

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 

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 

“TO FLY”SPACE SEQUENCES 
Continued from Page 797 

special gears and a zoom motor and 
control. It took quite a bit of adjusting to 
get the peg bar to move smoothly on its 
original track, let alone the much longer 
one we needed for this shot. We spent 
many hours getting it to traverse the 
entire length of the stand without any 
bumps or jiggles. Saturn and the star- 
field were attached to the peg bar and 
the sheet of glass with the ship on it was 
suspended as close as possible to the 
surface of the starfield without inter¬ 
fering with its movement. 

We wanted to add some other move¬ 
ment to the shot, as well, so we 
mounted the camera on a Worrall 
geared head and replaced the pan 
wheel with a specially-built gear. This, 
too, was driven by a zoom motor and it 
added a slight pan to the shot. Because 
we were filming this particular scene at 
5 fps and the camera was only panning 
a few inches on the artwork, the zoom 
motor and gears were barely turning 
during the shot. We had tried several 
motors and control devices for ultra 
smoothness and we were pleasantly 
surprised at how well the zoom motors 
worked even at such slow speeds. In a 
couple of shots we used them to control 
tilt movements, as well. Most impor¬ 
tant of all, the geared head and zoom 
motors gave us something we could 
repeat with accuracy. We could afford 
to test extensively in 16mm for speed of 
movement with the assurance we could 
duplicate the movements later in IMAX. 

The one shot that we thought would 
be the most elusive was a Saturn rocket 
taking off. We had filmed the roll-out at 
Cape Canaveral of the Apollo-Soyez 
mission earlier in the year and then re¬ 
turned for the summer lift-off. We used 
two remotely-started cameras mounted 
only 1200’ from the base of the rocket. 
What we had going against us was the 
failure of other film crews on three 
previous missions. Something always 
went wrong with the cameras, usually 
traced to the humidity and conden¬ 
sation that forms in the camera (and on 
the lens) because they are left outside 
for over 24 hours. In our case it was the 
worst time of the year (July) with mon¬ 
strous thunderstorms rolling across the 
cape and humidity that had you soaked 
by 10 ^.m. We built shelters for the 
cameras and had them enclosed in 
tight plastic bags with a worklight that 
was left on all the tim>*in the hopes that 
it would reduce the relative humidity. 
We had an opportunity to place one of 
our cameras on the pad a day early so 
we thought it would be a good test. The 
next morning, and our last chance to 
work at the pad, we found the camera 
so wet inside that a piece of test film 
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was decomposing in the gate. It was 
totally jammed, and took three hours to 
tear down and clean. We could do 
nothing but lubricate every surface and 
part that touched the film, reasoning 
that some high-speed cameras splash 
a little oil on film without causing too 
much damage. Quite frankly, we 
weren’t too confident about our 
chances of filming the last Saturn 
rocket ever. The next day we watched 
the lift-off from the VAB, over 3 miles 
away. Hours later we were allowed 
back on the pad and found the 
cameras had both run perfectly. 

We tried very hard to come up with 
some effects that would engulf the 
audience completely and came up with 
what we called our Discount-Slit-Scan. 
It cost about 1/1000th what it did in 
“2001” and was relatively easy to set 
up. It had absolutely nothing to do with 
slit-scan photography other than to 
look very much like the effect. 

We created artwork on 8”x10” sheets 
of white paper. The art deliberately 
contained grey areas designed to 
“break-up” when printed onto high- 
contrast film. We made Kodaliths of 
each piece and they were then care¬ 
fully matched together to create an 
8”x30-foot piece of art. Using an 
overhead projector with a specially 
designed track and motorized 
mechanism, the artwork was pulled 
very smoothly over the glass surface of 
the projector. The images were 
projected onto a very large reflective 
white card that faced the lens of the 
projector, and was set up about ten feet 
from it. Focus was maintained across 
the entire white card and the extreme 
density of the Kodalith film maintained 
solid blacks that would not “read” on 
the negative. The IMAX camera was set 
up with a fish-eye lens very close to one 
edge of the white card and perpen¬ 
dicular to the axis of the projector. The 
camera faced the far edge of the card, 
creating a “horizon”. The images 
moved towards the camera and were 
deliberately distorted by the lens and 
the slight curvature we imparted to the 
white card. It gave the effect of very dis¬ 
tant moving shapes that stretched out 
and exaggerated as they came closer 
and then rushed by the camera. This 
was done to create one plane, covering 
half the IMAX frame. We then flipped 
the camera over, rewound the film and 
repeated the effect for the other half of 
the image. The 30-foot-long artwork 
had gels of different colors attached 
directly to its top surface (so as not to 
interfere with its movements through 
the tracks on the projector). We experi¬ 
mented several times in 16mm to get 
the best effect of color and speed. We 
also had to make a giant rewind to 

now with 
Dynamic Sync Eonfrnl 
This exclusive new feature allows picture and magnetic 
track relationship to be adjusted while the projector is 
running. Palmer interlocks are dependable, easy to 
operate, and gentle on all kinds of film. There are four 
new models for single and double system playback 
and studio quality recording. 

Write for full details. 

PALMER 
INTERLOCK 
PROJECTORS 

W. A. PALMER FILMS, INC. 
611 HOWARD STREET ■ SAN FRANCISCO, CA 94105 ■ PHONE (415) 986-5961 

San Francisco’s complete 16 mm film service 

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. 

Next courses start on September 27, 1976 and January 10, 
1977. Write to the Student Councillor Dept., London 
International Film School, 24 Shelton Street, London WC2H 
9HP, England. 
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SHWCHASE 
The NEW 2,4, or 6 plate 

Moviola 
Console 
Editors 

LAUMIC COMPANY, INC. 
306 EAST 39th ST.. NEW YORK. N.Y. 10016 
SALES • SERVICE • RENTALS 

For a demonstration 
or additional 
information 
contact Ted Powers 
(212)889-3300-1-2 

Isn’t it nice to know we’ll be around to service 
your equipment... AFTER THE DEAL IS CLOSED? ® 

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. 

$7,9SS 
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. 

take-up and pull all the artwork, and it, 
too, was driven by a zoom motor. 

By far the most interesting of our 
effects involved what look like immense 
and colorful nebulae expanding and 
contracting in deep space. In actuality 
they ranged in size from a pack of 
cigarettes to a postage stamp. We 
filmed them using a bellows extension, 
a Hasselblad closeup lens and a variety 
of diopters. The camera was mounted 
on a very rigid stand pointing straight 
down, the fully extended lens about 14” 
from the surface of a table top. The 
table and stand were very firmly braced 
to dampen all vibrations. An 8”x10” 
plastic developing tray (although just 
about any flat container will work) was 
filled halfway with a measured amount 
of water. (This creates a constant focus 
because the surface is always the same 
distance from the film plane each time 
you set up). To the water we added a 
few squirts of jet black ink, mixing it in 
thoroughly. When the liquids settled to 
a smooth, ripple-free surface we added 
one drop of white enamel paint. It vir¬ 
tually explodes on contact, pulling itself 
apart and expanding rapidly into 
clusters and arms that break up into a 
million little white spots, all moving out¬ 
ward from the center. 

We must have loaded and unloaded 
that tray of water/ink/paint 500 times 
and it never worked the same twice. 
That was the problem. There were 
many variables that affected the 
results, such as: the temperature of the 
water and paint, the relative temper¬ 
ature of the water and paint (cold 
seems to slow the reaction slightly), the 
size of the container, proximity of lights 
(we used two 1000’s set up 21/z feet 
from the tray for an approximate f/8 
stop), the thickness of the paint, the 
size of the drop of paint and, most 
importantly, the type of paint. No two 
white enamels reacted the same, even 
when they were the same brand. Even 
the reactions of one kind of paint might 
be different an hour later. We tried 
many different types and colors but 
ended up using only a few types of 
white which we could then color by 
adding gels to our lights. One inter¬ 
esting technique was to form a small 
wire into a shape, like a branding iron, 
and then dip it into the paint. Its shape 
had to be perfectly flat on the bottom 
but once it was carefully lowered into 
the ink/water it created some really 
beautiful patterns. 

Our biggest headache, besides 
trying to repeat something for the 
cameras that we saw and liked while 
experimenting, was the speed of the 
reaction. It should be filmed at 96 fps. if 
not more. There are little motions 
created by currents within the expand- 
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ing paint that you can’t see with the 
naked eye but are picked up at 24 fps. 
Some of these currents add to the 
effect, but most don’t. Since we 
couldn’t film much above 32 fps. we 
wanted to slow everything down. We 
tried using mineral oil as our medium 
(the ink and some paints don’t mix) and 
various other solutions, but the most 
promising (and the most surprising) 
was to add a layer of paint thinner to 
the surface of the water. It slowed down 
many of the reactions and created 
some interesting new ones. Some 
paints sank immediately to the inter¬ 
face layer between the water and 
thinner and began to drift and dissolve 
while other paints spread out across 
the top surface, leaving the bottom 
layer undisturbed and creating a 3- 
dimensional effect. All the paints form a 
scummy residue almost immediately 
that starts to slow the reaction once it 
reaches the edge of the container. We 
found no way around that problem 
except trying paint that is “fuel-proof” 
for model airplanes. It forms such a 
thick residue that it can be picked right 
up off the water if you don’t like the 
pattern. At least it saves the hassle of 
loading and unloading the container all 
the time. 

The space sequence took 41/2 
months to pre-plan, test and shoot, all 
for a two-minute sequence at the end of 
the film. It would have taken a great 
deal more time and money had we not 
planned every phase of it from the 
beginning. It was a series of chal¬ 
lenges above and beyond the prob¬ 
lems encountered in the rest of the film. 

NEW 2X, SIX-ELEMENT LENS 
EXTENDER AVAILABLE FROM 
A.G.E. INC. 

A new, multi-coated, six element 2X 
lens extender designed to meet the 
exacting requirements of the motion 
picture industry is now available from 
Alan Gordon Enterprises Inc., accord¬ 
ing to Ted Lane, sales manager. 

Lane says the extender is made with 
the finest optical glass available in 
order to obtain maximum detail and 
contrast. The six elements guarantee 
optimum resolution and the multi¬ 
coating eliminates flare, reflections and 
ghost images while improving contrast 
and color saturation. 

The 2X extender is available in the 
following lens mounts: Arriflex stand¬ 
ard, Eclair CM3 and Arriflex bayonet, 
which can be used with any Arri bay¬ 
onet-mounted zoom lens and certain 
focusable prime lenses. 

For additional information contact 
Lane at A.G.E. Inc., 1430 N. Cahuenga 
Blvd., Hollywood, Calif. 90028. Tele¬ 
phone is (213) 466-3561. 

Meet the FAX FAMILY 

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 

Daily processing of VNF 7240 at 250 ASA 

ECO - 7390 The ultimate film reproduction in 
sharpness, color & silversound 

ECO - EF Excellent low contrast print rendering 
7389 with silversound for TV or projection. 

16mm EKTACHROME ECO 7252 16mm ULTRASONIC CLEANING 

16mm ME-4 PROCESSING, VNF 7240 

16mm COLOR WORKPRINTING 

16mm CREATIVE EDITING [Kern Table) 

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 6 ART WORK 

16mm OPTICAL PRINTING 

CHAIMIVIEL 8 COLOR LABS 
905 JACKSON STREET/P.O. BOX 1410 

TAMPA, FLORIDA 33601/813/229-7781 
FOR A FREE BROCHURE AND PRICE LIST, WRITE TO ABOVE ADDRESS 
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'’JOHMfWW 
GROUP OF COMPANIES 

MOTION PICTURE EQUIPMENT | 
SALES — SERVICE — RENTALS I 

105 Reserve Road 
Artarmon, N.S.W. 2064 
Sydney, Australia. ■ 
Telephone: 439-6955 
TELEX:24482 | 

 AUSTRALIA -J 
We do it all! cinema po/ter/ carp. 

Now... for the first time ever: 
The"One Stop” Service for the Motion 
Picture Industry... printing One-sheet Posters 
(28 in. x 42 in.),Pressbooks, Window Cards, etc. 

Services: Free consultation on preparation 
of artwork for graphic reproduction * Air- 
brushing- Color- separations - Blow-ups- 
Litho-camera negatives * Stripping • Offset 
press - Bindery • Distribution 

Prices (posters): 
One-color $205 
Two -color $325 
Three-color $425 
Four-color $685 

2239 WEST WASHINGTON BLVD. LOS ANGELES, CALIF. 90018 (213) 735 6233 • 733 2131 

a n n M 
8 d u r D A 

n e s o u n a 

Complete sound services for 16 & 35 mm films 
— 915 N. Highland Ave. Hollywood — 

(213) 464-1155 

Patented no-flywheel motor...absolutely constant speeds, 
flawless performance under all conditions... even upside 
down. Unsurpassed professional sound quality. 
Many exclusive time, work and money saving features. 

CALL, WRITE or WIRE FOR FULL INFORMATION 
and NAME OF NEAREST DEALER 

Service throughout the U.S. and abroad. 

CORPORATION OF AMERICA 

California: 8463 CANOGA AVE., CANOGA PARK, 91304 • (213) 998-8118 • TELEX 69 8547 
New York: 19 GAZZA BOULEVARD, FARMINGDALE, LONG ISLAND 11735 • (516) 752-0019 • TELEX 12 6372 

“VIRGINIA.. .PURSUIT OF 
HAPPINESS” 
Continued from Page 806 

then very quickly set the camera, the 
beach straw, and roll before it rose too 
high. Flawlessly, the Mark II on Ronford 
legs was positioned and leveled in a 
matter of moments and we got the shot 
first try. 

Since the eventual product was to be 
a Bicentennial film with some added 
thrills and excitement, several days of 
shooting were spent putting a camera 
either in or on some vehicle. It was here 
that the 25mm Distortion Panatar was 
utilized. It is a gimmick lens and would 
be an obvious problem if used as a 
normal working production lens. When 
used for a special purpose, however, 
the distortion aspects of this Panatar 
are added thrills. What we had in mind 
was positioning the audience in 
exciting points of view and letting them 
see various precarious eyeline views, 
like the cropduster I mentioned, as well 
as a roller coaster, a runaway hay 
wagon and, in a different vein, a car¬ 
riage ride through the streets of 
Williamsburg. 

Another bones section of the 
production was held off until the final 
week of shooting. These were the 
aerials that open and close the film and 
function as a subtle thrill in them¬ 
selves. The type of views we wanted 
were head-on wide shots (the 25mm 
Distortion Panatar) moving forward. 
This tended to be a problem with most 
helicopter mounts, so John Gunsel- 
man and I did some testing and he 
devised a new shock mount base that 
fit our exact needs. Basically, the 
camera rides on a new cross member 
going between the struts of the copter. 
By being as far as possible from the 
main body of the copter, vibration is 
minimized and the view is free. Since all 
of our aerial shots were extremely wide, 
the inability to sight the camera was not 
a problem and the lowered camera 
position on the copter produced some 
exciting results, such as the shot in 
which the camera seems to almost 
touch the tree tops (“almost touch” is 
for the F.A.A.’s benefit). 

I mentioned that at the beginning I 
expected one of my main problems on 
VIRGINIA . . . PURSUIT OF HAPPI¬ 
NESS to be logistics, and, as the 
production continued, this proved to be 
even a larger headache than I 
imagined. Just in the area of daily or 
semi-daily rushes, the speed of our 
travel and the constant change of our 
schedule made them impossible. When 
you’re in the hills of Virginia there is 
little that can be done to get the rushes 
through, especially if you’ll be in Rich¬ 
mond the next day (tentatively), and 
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Norfolk the day after that (also ten¬ 
tative). By the final day of shooting we 
had seen only five per cent of our 
efforts projected, with the remainder 
scattered between Technicolor in New 
York and various points around 
Virginia. We had to make a hard 
decision about concluding production. 
Based on the five per cent that we had 
seen — and faith — we ended shooting 
on schedule with our corporate fingers 
crossed. 

When we did track down all of the 
“lost” shipments of dailies (more like 
semi-monthlies) and screened them in 
Cincinnati, the results were as we had 
hoped, with the one exception of a 
needed seagull shot that I had simply 
blown. As I made a hasty trip to again 
view Jonathan Livingston Seagull and 
marvel at the focus work, Don Regens- 
burger, the production manager, re¬ 
scheduled the lost shot as well as 
several new night views of Norfolk and 
Richmond. This additional shooting 
brought us in three days over schedule 
with twenty-five thousand feet of 
material (remember that the final cut is 
twelve minutes). 

I am proud of the footage both for its 
visual quality and its substance, its 
information. And therein lies the 
production paradox of VIRGINIA . . . 
PURSUIT OF HAPPINESS. It is docu¬ 
mentary in concept, yet theatrical in 
picture quality. The style and sharp¬ 
ness of the visual image seems to help 
this non-narrated production flow from 
one scene to another, sometimes 
jumping many miles and days. This was 
only accomplished because of the fluid 
scheduling and rescheduling of our 
production manager, Don Regens- 
burger, the speed and quality of our 
crew, Oscar Kosarin’s beautiful and 
moving music score, and, of course, 
John Gunselman’s excellent direction 
and editing. Metaphorically, what we 
have produced is a portrait, a real 
picture of Virginia, with judicious re¬ 
touching. And that is precisely what we 
hoped to do. ■ 

CREDITS 
VIRGINIA . . . PURSUIT OF HAPPINESS 

An Alliance Pictures Corporation Production 
Presented by The F & M Bank and Kings Dominion 

Produced by Jack Rouse 
with Keith James 

Directed by John Gunselman 

Production Manager Don Regensburger 

Original Concept Jack Rouse 
Keith James 

Developed by Dan Guntzelman 
Jack Rouse 

Additional lyrics by Dan Guntzelman 
Jack Rouse 

Narration written by Dan Guntzelman 

Edited by John Gunselman 

Sound by Don Regensburger 

Director of Photography Dan Guntzelman 

Original music composition by Oscar Kosarin 

Narrated by Cecil Hale 

• Lear Jets 

• Video Monitors 

• Still Cameras 

• Top Pilots 

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 

• Helicopters 

• Pilots 

• Cameramen 

• World Wide 
Dealers 

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 
• Hong Kong - 5-781051-4 

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. 

/f/yL/TE, NEW 

J SOFT LIGHT CREATE YOUR OWN ANYWHERE 

ECONOMY USE YOUR EXISTING LIGHTS 

/MORE TRANSMISSION ONLY 1/2 STOP LOSS 

/EFFICIENCY EVEN 16MM CAN AFFORD SOFTLITE 

/DIFFUSION EFFECTIVE CLEAR OPTICAL PATTERN 

/PROVEN IN MAJOR STUDIO-IDEALON LOCATION 

/FREE SAMPLE AND USE INFORMATION-SA"WIDE 

25FT 20.- SOFT Me.- 1COFT TS . ADD 
Sa POST - CAL ADD S°lo-NOCOD 

AGUILAR'S LIGHTING WORKS 3230 LAUREL CANYON BLVD STUDIO CITY CAL 9IB04 766 6564 

^•American. ■ 
CmemcitoQicipher 
Please enter my subscription for 1 year- 
$9.00 U.S. $10.00 Foreign 
and send me a 
free copy of the 
Four-In-One Reprint. 
I am enclosing Address. 

my remittance. 

American Cinematographer 
P.O. Box 2230 
Hollywood, CA 90028 

Name. 

(offer available only 
with remittance) 

City. State 

Zip_ 
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FOR YOUR PRECISION LIQUID TEMPERATURE 
CONTROL REQUIREMENTS CHECK WITH: 

FRIGIDHEAT 
BOX 12037 OR 
1-615-383-4255 

NASHVILLE, TENNESSEE 

MICROFILMED 
BACK ISSUES OF 

AMERICAN CINEMATOGRAPHER 

1921 through 1967 available 

UNIVERSITY MICROFILMS 
EDITORIAL SERVICES 

300 N. ZEEB RD. 
ANN ARBOR, MICHIGAN 48106 

^•American. . 
CmemcitoQrapher 

REPRINT 

F" AMERICAN CINEMATOGRAPHER"! 
| P.O. Box 2230, Hollywood, Calif. 90028 | 

I Please send me  copies of the I 

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

I postpaid. 

FILMING “2001- 

A SPACE ODYSSEY” 

NAME  

ADDRESS 

SUPER-8— 

THE STATE OF THE ART 

SUPER-16 

VIDEOTAPE & FILM 

All in one place—no advertising 

CITY   

STATE   ZIP   

California residents please remit 6% 

Sales Tax. (30^ per copy). Foreign 

buyers please pay by International 

Money Order or U.S. Funds. 

937 NORTH SYCAMORE AVENUE 
HOLLYWOOD, CALIFORNIA 90038 

Telephone (213) 851-0111 
DESIGNERS AND MANUFACTURERS 
OF LIGHTING EQUIPMENT FOR THE 
MOTION PICTURE, TELEVISION AND 

PROFESSIONAL PHOTOGRAPHIC INDUSTRIES 

Please send 
 Equipment Catalog @ $10.00 

 Parts Catalog @ $8.00 

Name 

Address 

City State _Zip 
Add $5.00 per catalog for surface parcel post outside U.S.A. 
Add $17.00 per catalog for air parcel post outside U.S.A. 

PHOTOGRAPHING INDEPENDENCE 
Continued from Page 800 

workprint the effect was very jarring. 
However, when I saw the final print I 
was amazed to see that the lab had 
optically added diffusion to the first 
material shot and had lowered its con¬ 
trast, so that everything now matched 
beautifully. I had never seen this done 
so well before and I learned from it that 
you can change many things after the 
fact, if you want to. 

20th Century-Fox financed the pro¬ 
duction of “INDEPENDENCE” — 
obviously as their contribution to the 
American Bicentennial and not as a 
business venture, because the film will 
be shown only at Independence Hall in 
a little theater built just for that pur¬ 
pose. They intend to run it for the next 
20 years. I don’t know what the film 
actually cost, but I feel that for 20th 
Century-Fox to make such a contri¬ 
bution to the country and to the film art 
medium was quite outstanding. 

As I said before, everybody who 
worked on the project really enjoyed it 
and it was a pleasure to work with that 
particular group of people, because 
each one was an artist in his own right 
and a fine craftsman. Norman Leigh, 
my gaffer, had to deal with a great 
many lights under difficult conditions 
because of our short shooting 
schedule. He just never stopped work¬ 
ing, but he loved every minute of it and 
he was terrific. 

My key grip, Ken Goss, had to live 
with all those rigs that we came up with 
at the last minute, such as 20 x 30-foot 
scrims with cherrypickers and arcs off 
huge parallels. He said that he’d never 
had so much fun, and he was just great. 
My assistant, Hank Muller, and oper¬ 
ator, Bill Steiner, Jr., had a ball work¬ 
ing on the picture. 

It was a pleasure to work with Steven 
Grimes, the production designer, and 
Gene Rudolph and Joe Caraciola, who 
did all the prop work and smoke 
effects. The people from the pro¬ 
duction department, Pat Casey and 
Sol Fol, had a very difficult assignment 
and did a terrific job, as did Biff John¬ 
son, the associate producer. 

I’d like to thank Lloyd and Joyce 
Ritter, the producer and writer, respec¬ 
tively, for asking me to do the picture in 
the first place, because it was so much 
fun to do. 

Working with John Huston was one 
of the great thrills of my life, because he 
is such a great man and he commands 
so much respect from everybody 
around him. I’ve heard many people 
refer to him as “The Great Mes- 
merizer”. 

I know now what they mean. ■ 
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EXPERT 

NPR 
ser¬ 
vice 

Ten years experience 
with Eclair cameras: 

bodies, motors, lenses 

FACTORY 
TRAINED 
We also have trained 
Arriflex specialists 

sasa 
caniKRa 
semnce 
(213) 469-1551; (213) 469-2935 

6572 Santa Monica Blvd. 
Hollywood, Calif. 90038 

MOVING EQUIPMENT ACROSS 
INTERNATIONAL BORDERS 
Continued from Page 784 

released. 
It is not possible to alter Carnets 

once issued, so do make sure you 
know exactly what is being taken on 
board before you, or your agent, apply 
for the documents. 

A Carnet has a maximum life of 12 
months and when it is due to expire, or 
has been fully used, it must be returned 
immediately to the issuing Chamber of 
Commerce for discharge. Provided 
that it has been correctly used, the 
security will be released. However, if 
the document has been abused, delays 
will occur in release and it could be up 
to 31 months before the Chamber 
accepts that there will be no claims 
from foreign customs. So be warned 
. . . avoid a claim by rigorously 
following the very simple rules and 
instructions listed on the front of the 
Carnet. They have made travelling with 
equipment to foreign countries much 
easier. 

But, having said that, the rules must 
be observed. Otherwise, your security 
can be confiscated or, at the least, held 
back for months or even years when it 
could be in your bank earning money 
for you. 

If you are travelling to one of the 
other 100 or so countries which don’t 
recognise the ATA Carnet system, you 
must satisfy them locally that the goods 
are being temporarily imported. Very 
often the authorities will require a bond 
to be posted in their country and a local 
shipping agent will arrange this. But, do 
not expect him to finance the bond for 
you. You must make arrangements to 
have the money transferred to him in 
advance. For this reason, check care¬ 
fully which agent to use. If you get a no¬ 
good broker your bond can be in 
jeopardy and the equipment can sit for 
days or weeks in the freight shed in 
bond, causing an expensive delay to 
your shoot. Always have a very detailed 
shipping list available. Take several 
copies with you. The list has to state the 
item number, country of origin, 
description, serial numbers, valuation, 
weights and sizes. 

If you are involved in sending dailies 
it is not advisable to put your raw stock 
on a Carnet. This produces compli¬ 
cations when you ship them in part 
back for processing. Some countries 
such as the U.K. have no import duty 
whatsoever on exposed and unproc¬ 
essed film. If it is exposed and you 
comply with the appropriate Customs 
requirements, no duty will be charged. 

Times are changing. Recently, 
because of bomb scares, many items I 

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! 
r\  ^  

DENVER 
312 So. Pearl St. - Denver, Colo. 80209 

Cine Craft 
8764 Beverly Blvd. - Hollywood, Calif. 90048 
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HIGH 
PRECISION 

sprockets 
FOR DRIVING 
PERFORATED 

FILMS • TAPES • CHARTS 

9 
■ 

HAS THEM ALL! 

■ 8 MM Wafers, full size for 
tapes or films. 

■ SUPERS Double width 
Printer Sprocket-Feed 
Sprocket. 

■ 16 MM Single row. Double row. 
Wafers. 8 Tooth thru 20 
Tooth. 

■ 35 MM Standard C'Scope, 
Regular Tooth. Positive 
Control. Low Inertia. 
Intermittent, Drive. 8 
Tooth thru 64 Tooth. 
Aluminum, Steel, 
Stainless Steel, Plastic. 

■ 70 MM TYPE I and II 

■ 1/10" PITCH TAPE DRIVE 
Sprockets T'wide. 
10 Tooth thru 50 Tooth 
Tape Reader Sprockets 
Stainless Steel, Plastic. 

■ 1 /4" PITCH CHART SPROCKETS 
Aluminum—Plastic 
10-12-24 Tooth 
Assemblies. 

■ 3/8" PITCH CHART SPROCKETS 
Aluminum. 

■ 1/2" PITCH CHART SPROCKETS 
Aluminum, Assemblies. 

■ AND SPECIALS TO ORDER 
Tell us the problem and/or send 
us your Specs for quote. We 
make special sprockets for 
almost any type of perforated 
material. 

machine works,inc. 
900 N. Larch Ave., 

Elmhurst, 111.60126 

(312) 832-8990 

are X-rayed at Airports. If your film is 
put through an X-ray machine it could 
ruin months of hard work and be heart¬ 
breaking, not to mention pocket¬ 
breaking. Ensure that every package is 
clearly marked with a DO NOT X-RAY 
label similar to the specimen illus¬ 
trated and be sure that your freight 
agent knows all the facts and footages, 
so that the airline and local Customs 
officials can be properly instructed. 

Taking exposed film through 
frontiers can be tricky, but not difficult. 
Provided that expert advice is taken 
and the correct procedure is followed, 
there is no reason why your schedule 
should be disrupted. 

Today, we live in a jet age. We are 
forever jumping on planes for one or 
two days with cameras and film. We are 
apt not to realise that life is becoming 
more and more complicated. It is 
essential that you take advice. Shipping 
does have its problems and the film 
industry is more complicated than 
most. The industry has its “own 
agents”, such as our company, Sam- 
freight. Seldom do they handle any 
business unless it is for a company 
allied to film. Be warned, ship the right 
way or run the risk of untold problems 
which could cost you a lot of money. It 
is all very simple: if you do not know 
what you are doing, DO TAKE 
ADVICE. ■ 

CINEMA WORKSHOP 
Continued from Page 730 

Nance” off the recording, it will not 

seriously affect the overall perfor¬ 

mance. All fundamentals will still be 

present. Each and every note that is 

played will be heard, and each instru¬ 

ment easily identifiable. The loss of 

high frequencies will obviously have a 

greater effect on those sounds that are 

comprised essentially of harmonics, 

such as cymbals, bells, and hand clap¬ 

ping. 

It is important for the recordist to 

know the frequency range of his 

subjects for several reasons. Selection 

of microphones and other com¬ 

ponents depends on the frequency 

range. Tape saturation and signal over¬ 

load are effected by frequency range, 

particularly high-energy harmonics at 

slower tape speeds. Probably most 

important to the motion picture sound¬ 

man is the problem of background 

noises on location. By knowing the fre¬ 

quency ranges of both the subject and 

the unwanted noise, the recordist can 
usually reduce the objectionable noise 
by altering the frequency response of 

the recorder. This is usually done by 

means of filter circuits, which we will 

discuss next month. ■ 

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, 
IS1/*". Weight, 16 lbs. 

FEATURES: 
• Adjustable riser plate. • Pat¬ 
ented individual adjustable legs. 
• Triangle-type leg locks. • Indi¬ 
vidual or simultaneous adjusting 
of legs. • Modulariy 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) 466-35G1 / (213) 985-5500 
TWX: 910-321-4526 • Cable: GORDENT 
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Write or call 
ADVANCE CAMERA SERVICE 
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RiverEdge.N.J. 07661 
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durable 

FILM ABOUT REPORTERS 
Continued from Page 775 

All of these things came out in the 
making of the film. I had an enormous 
problem in trying to get full three- 
dimensional characters onto the 
screen, because the narrative de¬ 
mands of the story were just so relent¬ 
less. Hitchcock has always said that, in 
a suspense film, it’s so much easier to 
use established stars, because you 
have no time for deep character ex¬ 
ploration. Yet, I did not want the people 
the reporters interviewed to be merely 
narrative tools who just served the 
story, so I spent endless time with the 
actors in discussions of the characters 
they were playing. There were things 
never verbalized in the film that, never¬ 
theless, added to the suspense, and it’s 
curious that while it is a huge story in 
the historic sense, the picture is made 
up of many tiny mosaics, with one tiny 
little thing leading to another tiny little 
thing. 

The essence of investigative report¬ 
ing is making people talk about things 
they don’t want to talk about, and un¬ 
less the characters being interviewed 
are specific and you understand what 
their frustrations and hangups are, 
there is no suspense in the scene. It’s 
the classic tip-of-the-iceberg theory — 
which is, hopefully, that the actor has all 
that going to texture his performance 
and, even though his background is 
never discussed, the audience will feel 
a dimension it would not feel other¬ 
wise. 

I have talked about visual style being 
dictated by content, and I really believe 
that. Otherwise, it’s just a tour de force, 
and I have no use for that. But visual 
and audio style are very closely related 
and, to me, the sound is almost as 
important as the photography in the 
making of a film. The essential con¬ 
ception that fascinated me and dic¬ 
tated much of the visual and audio style 
of this particular film was the way little 
absurd elements combined to bring 
down towering people in power. If ever 
there was a story that demonstrates 
that the pen is mightier than the sword, 
God knows it’s “ALL THE PRESI¬ 
DENT’S MEN”. In this case it’s the type¬ 
writer that becomes the weapon and, in 
order to dramatize that, we opened the 
film with a typewriter key that is as big 
as any gun in the world, slamming . 
letters onto a blank white screen. While 
we used a regular typewriter, we mixed 
with its own sound a bullet shot — the 
firing of a gun — and the sound of a 
whiplash. 

I spent a lot of time doing that sort of 
thing, because it does make a point. 
We pushed up the sound of pencils and 

all under one 
umbrella 
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A powerful Crystal Motor for 

the ECLAIR ACL that 
stops with the shutter open. 
Multi-speed 

Reasonable price 
Easy repair 

New 
Crystal Motor for Bolex—$895 

Improved 
UNIMOS Crystal Sync 
Motor Control. 

• Interchangeable Arris, 
Eclairs, Beaulieus (8+16) 
etc. 

• Low Drain plug-in 
electronics. 

• Hundreds in use, 
worldwide. 

• One Unit Does It ALL 

Now 
+ POM + Crystal 
Speed Meter checks 
Nagra Crystal 
HMI Lights 
All Cameras 
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Accepted on 

HAFLEXX 5-Crystal speed 
motors for Eclair NPR, 
Arri 35, Eclair ACL, 
Mitchell’s. 

HAFLEXX Corp. 
For Personal Attention: 
Box 156, Bernardsville, N.J. 07924 

(201) 766-4012 

West Coast: Roy Low, 
3407 West Olive Ave., Burbank, Calif. 91505 

(213) 846-7740 

Canada: Kingsway Film Equipment Ltd. 
821 Kipling Ave. 

Toronto, Ontario Can. M8Z 5G8 
(416) 233-1101 

the scratching of pens, as they make 
their little notes and one phone call or 
piece of information leads to another, 
so that it was like the sound of little rats 
scratching their way into these huge 
walls of power, bringing them down in a 
way that all the guns in the world could 
not. 

One amazing problem we had was 
that of visually dramatizing the people 
the reporters were against. The an¬ 
tagonists — the “heavies”, if you want 
to call them that — are never really 
seen in person in the film. The picture 
deals with the reporters’ point-of-view 
and they never meet the people in the 
higher-up places. So there were two 
methods we used in order to visualize 
power. One method was that of 
showing the antagonists on television 
sets. There’s something about seeing 
people on television or film that makes 
them godlike, untouchable, beyond 
your reach. That worked very well. The 
other method we used for dramatizing 
them visually was through the Wash¬ 
ington, D.C. buildings in which they 
held power. The buildings look like 
postcards — lovely, graceful, humane 
in their proportions — but they’re really 
citadels of power. 

Are there any questions? 

QUESTION: Did you know when you 
started work on the film that Redford 
and Hoffman would play the two 
reporters or did you consider using un¬ 
known actors? 

PAKULA: It was Bob Bedford’s idea to 
do the film a year-and-a-half before I 
came onto the project. He had spoken 
to Woodward and Bernstein as far back 
as 1972, long before the film script was 
written. By the time I came onto the pic¬ 
ture, Bob had already committed Dus¬ 
tin to play the other role — so it was 
Bob and Dustin definitely. I said to Bob: 
“One of my great concerns is that we 
have two top stars playing two un¬ 
known reporters. How do we do that?” I 
was more concerned about Bob than I 
was about Dustin, because Dustin has 
an “average man” quality. He’s a 
character actor. People don’t think of 
Dustin as being larger than life. But, as I 
told Bob: "You have an air of enor¬ 
mous confidence on the screen. Every¬ 
thing you do seems to come so easily 
and with such grace.” I told him this as 
he was having trouble opening a bottle 
of club soda. He laughed and said: 
“Look at me.” I said: “But what comes 
across on the screen is not necessarily 
the same thing that happens in real life, 
if what you do comes across as a star 
performance, the film will be 
destroyed." As a result, the star per¬ 
formance in the film, in terms of 
personality, is that of Jason Robards as 
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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. 
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Ben Bradlee — and that’s the way it was 
supposed to be. That was the key to 
solving the problem. Woodward and 
Bernstein are supposed to be two 
young, unknown reporters. They must 
disappear into the newsroom. They 
must be working for a man who totally 
overshadows them — and editors do 
have “star” personalities. God knows 
Ben Bradlee does. I said to Jason: “If 
you don’t overpower those two, the film 
is out the window.” Fortunately, Bob 
and Dustin had enormous respect for 
Jason, and they understood the 
problem. I mean, they would watch 
Jason walk away with a scene — and 
do it happily. Other stars would have 
had another director the next day. The 
other key for Bob in keeping that prob¬ 
lem under control was his character’s 
curious relationship with “Deep 
Throat”. In their scenes together the 
relationship is almost that of teacher 
and acolyte. He is intimidated by Deep 
Throat. He’s afraid of making a fool of 
himself. That worked well, but the prob¬ 
lem of having big stars playing un¬ 
known reporters was one we had to 
deal with all through the filming. 

QUESTION: One of the criticisms I’ve 
heard about the film is that it’s too 
talky, and not very cinematic, because 
of the long takes. What do you think 
about that? 

PAKULA: I’ve read just the opposite. 
Somebody said: “What you did in the 
Library of Congress was visually 
showing off." He was referring to the 
shot in the Library where the camera 
starts on a closeup of tiny library slips, 
as they are going through them, trying 
to prove that Howard Hunt was investi¬ 
gating Ted Kennedy for the White 
House, and then goes all the way up to 
the top of the dome. There was a 
reason behind that shot. For one thing, 
I wanted to dramatize those tiny little 
slips of paper that would end up 
destroying enormous power. For 
another, there was the needle-in-the- 
haystack aspect of it. Also, one of the 
biggest problems of the film was to 
dramatize what investigative reporters 
actually do. The essence of it is the 
sheer, stubborn, agonizing patience 
they demonstrate in going over and 
over details. How do you dramatize that 
without tedium? That’s why the camera 
keeps going up and up and up, until 
they become infinitesimally small 
figures. That shot took so long on the 
screen that we finally telescoped it with 
two dissolves. Otherwise we would still 
be going up right now. But it was a way 
of dramatizing visually the kind of en¬ 
durance it takes to be an investigative 
reporter. As for the statement that the 
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SOUND QUALITY UNSURPASSED 
BY ANY OTHER PORTABLE RECORDER 

For a demonstration or 
additional information 
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LAUMIC CO. INC. 
306 EAST 39th ST., NEW YORK, N.Y. 10016 

SALES • SERVICE • RENTALS 

SMITH-VICTOR 
Model K2' 

QUARTZ STUDIO KIT 
A Studio in an Attache Case 

The K2 consists of 3 600 watt 700 
DYH 3200° K Quartz Lights, 3 S6 
61/2 ft. Multi-purpose steel stands, 
1 512 adapter for background stand 
and 1 634L Case that holds exten¬ 
sion cords, spare lamps and barn 
doors. Barn Doors are available as 
an accessory. 
Available through Professional Photo 
Suppliers and CC Video Dealers. 

Model K2 $170.00 (1800 watts) 
Write for information on other Kits. 

AT YOUR PROFESSIONAL DEALER 

SMITH-VICTOR CORP. 
Griffith, Indiana 46319 

film is too talky — the fact is that 
reporters deal with words. Their is a 
totally verbal world. The essence of this 
film is words, and for those in the 
audience who don’t like to listen or 
don’t like to read, I can only say that it’s 
the wrong film for them. Several people 
have said that the film is visually an 
enormous tour de force. I personally 
think it’s somewhere in the middle. 

QUESTION: What about your exten¬ 
sive use of the moving camera? 

PAKULA: That occurred mainly in the 
second half of the picture. I deli¬ 
berately kept the camera very locked in 
at the beginning, because I didn’t want 
to soup up the film with random move¬ 
ment. For example, Bob Bedford plays 
a very tightly-closed, compressed 
character. He is obsessed, and it’s that 
obsession that drives the film. But you 
couldn’t do any colorful things exter¬ 
nally at that point, because that would 
have put the film down the drain. I 
wanted to keep the character of Wood¬ 
ward very compressed, with an energy 
that was ready to explode at any point, 
but temporarily held in. There is the se¬ 
quence, for instance, where he’s on the 
phone making a series of four or five 
calls, trying to find out who the hell 
Howard Hunt is, with only voices on the 
other end of the phone. I didn’t want to 
show the people he was talking to, be¬ 
cause you had to see what it’s like to be 
a reporter trying to get people you can’t 
even see to communicate with you and 
tell you things they don’t want to tell 
you. We shot the set-up for the first 
phone call and it was fine. Bob said: 
"Okay, call me when you’re ready for 
the new set-up for the next phone call. ’’ 
I said: "We are ready. It’s this same set¬ 
up — and the one after that and the one 
after that and the one after that — 
because we’ve got to show what it’s like 
to be a reporter, locked in, trapped with 
that phone, making call after call, hold¬ 
ing on, talking to unknown voices, 
trying to get that story to build.” There¬ 
fore, the movement is very controlled, 
and then gradually, as the film starts to 
progress, the camera begins to move 
with them. As they get more manic, the 
camera gets more manic, so that near 
the end of the film there is a shot of 
Dustin when he thinks he’s gotten 
confirmation of Haldeman being 
named as one of the heads of the 
secret fund. We started at one end of 
the newsroom and we flew. One of the 
best Disneyland rides we’ve ever had 
was on that dolly. We went with him 
from the end of the newsroom as he ran 
all the way to Bob’s desk, which was in 
the middle, and then he and Bob ran all 
the way to the other end of the news- 
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wide 
range 

room on a diagonal until they hit the 
elevator. They ran through two sound 
stages. At that point I wanted to drama¬ 
tize the fact that they were so manic 
that they were out of control and getting 
unreliable. But up until that point I 
wouldn’t use camera movement or cuts 
just to say: “A series of phone calls is 
boring, so I’m going to concentrate the 
audience’s attention by using flash for 
the sake of flash.” m 

(EDITOR’S NOTE: The foregoing is ex¬ 
cerpted from a talk given by Alan J. Pakula 
at the Ninth Motion Picture Seminar of the 
Northwest, held recently in Seattle, Wash¬ 
ington.) 

VEGA WIRELESS MICROPHONES 
BRING FANS CLOSER TO NFL 
FOOTBALL ACTION 

“Illegal motion, number 32 . . . penal¬ 
ty declined, fourth down!!” The refer¬ 
ee’s voice rang throughout the crowded 
football stadium and in the living rooms 
of the home TV viewers at the very in¬ 
stant the play was called. 

An exciting new method of bringing 
the fans closer to NFL football action is 
made possible through a new wireless 
microphone system introduced by 
Vega, in association with Hollywood 
Sound. At all 26 NFL stadiums across 
the country, the referees are actually 
wired for sound so their calls can im¬ 
mediately be heard by the spectators. 
The refs carry a small radio transmitter 
on their backs, a tiny lavalier micro¬ 
phone underneath their shirts, and a 
small switch that clips on their belts to 
activate the transmitter. At any time, the 
referee can click on his microphone 
and call the play ... just as it happens. 
His voice is heard over the stadium 
public address system, and over the TV 
and radio broadcasts. 

The portable transmitter is com¬ 
posed of Vega’s proven “Model 55” 
electronics, housed in a specially- 
designed, rugged steel case that can 
even take the beating of football spikes. 
The unit is lightweight, and can trans¬ 
mit a clean signal up to 1,000 feet away, 
using high transmitting frequencies for 
crisp, clear, noiseless sound. 

But for Vega, the calling of the plays 
doesn’t stop on the football field. Refer¬ 
ees and umpires for both professional 
and amateur sports such as basket¬ 
ball, soccer, and baseball, are finding 
the Vega wireless microphone an effec¬ 
tive way to bring their fans closer to the 
sports action. 

Vega is the world’s oldest and larg¬ 
est manufacturer of wireless micro¬ 
phone systems. For more information, 
write: Vega, Division of Cetec Corpor¬ 
ation, 9900 Baldwin Place, El Monte, 
CA 91731, or call (213) 442-0782. 

INVENTORY CLEARANCE 
16mm & 35mm CAMERAS, 
FILM and LAB EQUIPMENT 

16mm MITCHELL, matte box, finder, 
2-400’ mags, 25mm lens, tripod head <t»onnc nn 
and Hi-Hat, like new 3)2330.011 

with Mitchell blimp     3995.00 

16mm MITCHELL 400’magazines  .... 99.50 

16mm MITCHELL tripod head w/Hi Hat, case . 99.50 

16mm SOL-LUX Lightweight cnc nn 
Auricon Movement 2-400’ Mitchell mags ... 595.00 

MA11 mag bmp w/battery    595.00 

ANGENIEUX 12-120 Zoom w/8” sidefinder .. 995.00 

with any camera $500 or more    850.00 

16mm AURICON Super 12 Reflex, 2 mags, 
50mm lens, optical/mag sound   1995.00 

16mm B&H Gun Camera, C mount, 24 vdc... 99.50 

16mm B&H Gun Camera, 1 3/8” f3.5 24 vdc . 34.50 

PROJECTOR B&H 16mm sound 552 
Auto thread. From   250.00 

16mm B&H 400’ magazines    99.50 

B&H Optical Printers from    1500.00 

16mm Hi-SpeedFastair (100-300 FPS)   295.00 

16mm Milikan DBM 4(64-400 FPS) Pin Reg. . 795.00 

16mm Kodak Hi-Speed (to 4000 FPS)... .... 1500.00 

35mm ARRI II B, 4 mags, 3 Schneiders 
Matte box, case (No motor)     1295.00 

35mm ARRI Mags(480’)  185.00 

35mm CINEFLEX, 4 baltars (50, 75,100, 
152mm)4mags, 2 motors, case   995.00 

16mm SHOOTING STOCK 

16mmx50Ekta. 64D.P. oncorelOfor  9.95 

16 x 100’ Ektachrome 64 D.P. w/processing . 10.95 

All equipment used, good condition, 
all subject to prior sale. 

FREESTYLE SALES CO. 
5120 Sunset Blvd., Hollywood, CA. 90027 

Phone (213)660-3460 

Portable Pro Movie Light 
for All Film - Tape - ENG 

One-hour full recharge • Fingertip 
zoom, on-off • Camera-mounted or 
hand-held • Up to 50 minutes shoot¬ 
ing time • 150/250 w. tungsten halo¬ 
gen ■ 15,000 c.pwr. spot • SVz lbs. 
in use • Models from (list) $157 50 

Nationwide service for over 25 years. 

Same-day shipment anywhere in US. 
Rush delivery in Manhattan. 

(212) JUdson 6-1620 

BARBIZON ELECTRIC 
426 W. 55, NYC 10019 
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16mm film laboratory— 
Same day processing and 
work printing. B/W and color. 
ECO, EF, ECN-II. 
Sound transfers and mixing. 
High quality electro-prints. 
Inter-negs, CRIs. 
Color positive prints. 

1923 N.W. KEARNEY 
PORTLAND, ORE. 97209 
503/224-3835 

For careful, personal service 
check with Arlan Evensen 
or Frank Hood. 

Portland, 
Oregon—City 
of Roses, Elephants, 
Mt.Hood and Frank Hood 

and home of dependable 

Tekhifilml 

little mike 
BIG EAR 

Here's a really all-purpose microphone- 
just about as small as possible, 8mm by 
18mm by 5mm (5/16 by 11/16 by 3/16 
in.), but big in performance and versatil¬ 
ity. Slick and smooth for minimum cloth¬ 
ing noise. Wide frequency range without 
peakiness for use with music as well as 
speech. Specially developed cabling and 
connectors. Immediate delivery, too! 
Model 14: 4 ft 6 in. cable, locking micro 

connector, $110.; 
Model B-30: 12 ft 

cable, locking micro 
plug, and matching 
balance transformer 

for balanced/ 
unbalanced 

convertibility, $140. 

1825 NE 149 Street Miami, Florida USA 33181 
305/945-1111 
Telex 51-9348 

TWX 810/845-4242 

IMAGE 

INCORPORATED 

NORTHWEST SEMINAR 
Continued from Page 771 

“HEARTS OF THE WEST”, replete 
with many “in” references that tickle 
those of us who have grown up in this 
industry. The enthusiastic audience 
response provides a proud moment for 
Rob Thompson, the young ex-Seattle 
author of the screenplay, who is pres¬ 
ent at the screening. 

Topping off the program is a 
showing of the Academy Award¬ 
winning feature documentary, “THE 
MAN WHO SKIED DOWN EVER¬ 
EST”, with its producer, F.R. “Budge” 
Crawley, present. Having already seen 
the film once, I am impressed all over 
again by its technical virtuosity and 
stunning action. 

One of the things that impresses me 
the most about the Seattle Seminar is 
that the horrendous effort of planning 
and carrying it through is accom¬ 
plished entirely by volunteers — most 
of whom are extremely busy local film 
people. Yet, the whole thing is brought 
off so smoothly and with such a mini¬ 
mum of snafu that it amazes me. Those 
responsible are too numerous to 
mention, but one who especially im¬ 
presses is the always-affable Les Davis, 
charged with the complicated and 
thankless task of lining up the various 
speakers and seeing to their arrivals 
(all at different times), accom¬ 
modations and departures. Through it 
all, he remains const^“+ly pleasant and 
cooperative. 

Heart-warming, too, is the intimate, 
almost “family” spirit that pervades the 
Seminar. This is commented on by 
Laszlo Pal, Seattle producer/cinema¬ 
tographer and an old friend, who says: 
“lA/e hold ourselves back from pub¬ 
licizing the Seminar too much, because 
if it got too big we would have to move it 
into the 4,000-seat Main Auditorium — 
and that would destroy the person-to- 
person spirit, which we think is so 
important.” 

I agree; it’s a lovely spirit — one 
which should be maintained at any 
cost. 

I head south from Seattle en route to 
fabulous, glamorous, amorous Holly¬ 
wood. On the plane, I tell myself that 
perhaps, some time in the future, those 
who sponsor the Seminar may have a 
moment of madness and invite me 
back to be Moderator once again. 

But even if they don’t, I may come 
back anyway — just to be part of the 
audience. 

NINTH MOTION PICTURE 
SEMINAR OF THE NORTHWEST 

PROGRAM FRIDAY, MAY 21,1976 
8:00 AM 9:OOAM 
Registration 

BLOW-UP 
HIGH QUALITY 

35MM NEGATIVES 
FROM YOUR 16MM ORIGINALS 

Stock Shots EnlargeoL to Motch 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 

2 CHEAT CINE BOCKS 
By Joseph V. Mascelli, A.S.C. 

■ THE FIVE C’s OF CINEMATOGRAPHY^ 
THE CLASSIC CINE TEXT 

jFIFTH BIG PRINTING $15 Postpaid I 

■ MASCELLI’S CINE WORKBOOK * IUp-to-Date Text; Cine Tools, Tables 
& Calculators in BOTH Feet & Metric I 
INCREDIBLE VALUE $20 Postpaid* 
Calif, add 6% Tax. Foreign add $1 per book. 

LlO-DAY TRIAL OFFER! FREE BROCHURESlJ 

CINE/GRAFIC PUBLICATIONS 
P.O. BOX 430 HOLLYWOOD, CALIF. 90028 

CALL A PROFESSIONAL 
Cine-Craft. Inc. 

A full service laboratory for 
16mm, Super 8, Regular 8 

Any quantity Best prices 

8764 Beverly Blvd., Hollywood, Calif. 90048 
(213) 652-7357 

Write for free brochure 

ARRIFLEX 
Motion Picture Equipment 
NAGRA 
Tape Recorders 
IANIRO 
Lighting Equipment 
Exclusive Distributor in Canada: 
BRAUN ELECTRIC CANADA LTD. 
3269 American Dr , Mississauga, Ontario, Canada 
(416) 678-9200. Write tor price lists and brochures 

MULTITRACK STUDIO RECORDING SYSTEMS 

Editing Facilities 
Equipment Rental 
Kems, Steenbecks & 

Moviolas 

PR^VieW 
THE^TRe 

1600 BROADWAY, NEW YORK, N.Y. 10019 
(212) 246-0865 
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Complete 16mm & 35mm color & b&w 
processing and printing. Eastman COL¬ 
OR Ektachrome processing. Magnetic 
sound striping for 16mm-8mm and 

Super 8mm. 
Vacuumate 
film t reat- 
ment. 16mm 
Optical 
T ransfers. 

QUEBEC 1085 St. Alexander St., Montreal, Quebec 
FILM LABS Telephone (514) 861-5483 

Covering FLORIDA 
like the SUNSHINE— 

COMPLETE RENTAL SERVICE 
■ ■■iwnTftniniumi 

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

Phone(305) 851-2780 

For Professional Equipment in 

PHILADELPHIA, 
O. H. HIRT, INC. 

39 N. 11th St. * Phila, Pa 19107 
(215) 923-0650 

BEHIND-THE-LENS FILTER HOLDERS 
For Angenieux lenses on all Arriflex 16, Eclair NPR 
and CMS cameras, and for the 25-250 Angenieux for 
35 mm - - in kits with gel cutter, tweezer, spare gel 
container and other convenience features. 

Ask for brochures 

CUSTOM PHOTOGRAPHICS 
P. O. Box 25007, Portland, Oregon 97225 • 503-292-5569 

9:00 AM 9:10AM 
Introduction — Herb A. Llghtman 

9:10 AM 9:25 AM 
Challenges of Women in Filmmaking — Carol 
Thomas 

9:25AM 9:45AM 
Artistic Freedom and the Industrial Film — George 
Hood 

9:45 AM 10:05 AM 
Writing To Success — Rob Thompson 

10:35 AM 10:50 AM 
Break 

10:50 AM 11:05 AM 
Wireless Microphone Techniques — Frank Kelly 

11:05 AM 11:20AM 
HMI Lighting — Don Matthews 

11:20 AM 11:45 AM 
140,000 Ft. Later — Peter Allies 

11:45 AM 1 :OOPM 
Lunch 

1:05PM 1:35PM 
Recent Developments in Professional Applications 
of Super 8 — Julie Mamolen 

1:35PM 1:55PM 
How To Make A Screen Writer Earn His Pay — 
Jim Halpin 

1:55PM 2:30PM 
The System and What It Can/Can’t Do For You — 
F.R. “Budge” Crawley 

2:30PM 2:50PM 
Break 

2:50PM 3:20PM 
60 Second Feature — Can It Be Cut To 30 — 
Joe Feke 

3:20PM 3:45PM 
“STEADICAM”, The Mount of the Future — 
Garrett W. Brown 

3:45PM 4:15PM 
“Directing a Film About A Couple of Reporters” — 
Alan J. Pakula 

4:15PM 5:OOPM 
Animation Is and Animation Was — Chuck Jones 

5:00PM 5:30PM 
Questions, Answers & Discussions with Speakers 

8:00 PM 11 :OOPM 
Showings of the Best in the Northwest produced 
film 

frame-line tape 

SPLICERS 
AND TAPE 

6430 Sunset Blvd., Hollywood 
Calif. 90028 (213) 466-3591 

GIRO 
EQUIPMENT CORPORATION 

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 

Let the PRO’S tell you How to Buy a 
16mm Sound Projector. 

FREE 
We will send you the article which appeared in 
FILMAKERS NEWSLETTER on Buying a “Used Pro¬ 
jector.” 

HECHT— Box 443—Ellenvlllo, N.Y. 12428 

readily 
available 

PROGRAM SATURDAY, MAY 22,1976 
8:30AM 9:OOAM 
Registration 

9:00 AM 9:15 AM 
Introduction — Herb A. Lightman 

9:15AM 9:35AM 
Computer Films — Richard Speer 

9:35AM 9:55AM 
Possibilities of the Computer Controlled Horizontal 
Optical Effects System — Ken Levine 

9:55 AM 10:1 SAM 
Maintain Your Equipment — Some Problems — 
Some Answers — Diane Saba 

10:15AM 10:30AM 
Break 

10:30 AM 11:00 AM 
Making It Move — Victoria Hochberg 

11 :OOAM 11:25 AM 
Summer Olympics — 1986 — Len Chappie 

11:25AM 12:05PM 
Film Coordinators Panel — F.R. “Budge” Crawley, 
Moderator Panelists Include: Chuck Ross, Alberta; 
Bill Round, British Columbia; Lloyd Howe, Idaho; 
Scott Warden, Montana; Warren Merrill, Oregon; 
and Hank Pearson, Washington 

12:05PM 2:OOPM 
Luncheon — Exhibition Hall, Seattle Center 
Keynote Speaker Mr. Robert Wise, 
Producer/Director 

2:00 PM 2:30PM 
Film Sound — The Silent Partner — Walter Murch 

2:30PM 3:00 PM 
Regional Filmmaking — Arthur Knight 

3:OOPM 3:40PM 
Life and Times of Conrad Hall ASC — Conrad Hall 

3:40PM 4:20PM 
From 1942 to 1976 — Verna Fields 

4:20PM 5:OOPM 
Questions, Answers and Discussions with Speakers 

8:OOPM 12:30 AM 
Selected films by Seminar speakers with personal 
comments. Films shown tonight will be 
“Metroliner”, “Hearts of the West” and “The Man 
Who Skied Down Mt. Everest”. Rated PG. ■ 

IN 
SAN FRANCISCO 

Rdolph 
Goffer 

SALES 
SERVICE‘RENTALS 

ARRIFLEX * COLORTRAN 
CINEMA PRODUCTS 
CINEMA BEAULIEU 

ECLAIR * O'CONNOR 
MILLER TRIPODS 

LOWEL * NAGRA * BOLEX 
MAGNASYNC/MOVIOLA 

■ 
GRIP TRUCK 
MOSSTAGE 

CUSTOM CABLE SYSTEM 
Write for Details 

Rdolph 
Go/yer 

181 SECOND STREET 
SAN FRANCISCO, CALIF. 94105 

(415)495-3852 
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A 16mm Custom 
Film Laboratory 

Since 1955 

Specialists In Color &B/W 
Color Corrected Answer Prints 

Internegatives 
Positive Release Prints. 

Develop 
Camera Original — Color & 

B/W 

Work Prints — SAME DAY 
SERVICE 

From Coast to Coast 

DEE D. STAFFORD LAB INC. 

2214 West Olive Ave. 
Burbank, CA (213)849-5452 

SOUND EFFECTS 
LIBRARY 

Richard Einfeld Productions 
1512 No. Las Palmas, Hollywood, CA 90028 

(213) 461-3731 

SERVISIOn PRODUCTIOnS 
ABOVE THE SEA UNDER THE SEA 

Complete Production 

& 
Post Production 

JOSEPH THOMPSON CHUCK NICKLIN 

714-297-0730 714-272-1120 
P.0. BOX 82672 SAN DIEGO, CALIF. 92138 

R-2 Reflex Auto- 

COLLIMATOR 
Focus Testing Equipment is made by 

RICHTER CINE EQUIPMENT, ESSEX, N.Y. 12936 
for people who care about image quality. 

Cost? Less than one good lens or 
one out-of-focus scene. 

“THE NEW HOLLYWOOD” 
Continued from Page 780 

the steps I go through before I decide 
on a project. At the moment there are 
two or three up for decisions. There’s 
one in particular that I love and would 
just love to do, but it’s sitting on my 
desk because I don’t know whether 
there is enough interest in the subject 
matter to attract a mass audience. 

QUESTION: Out of all those factors 
which you’ve just mentioned, which 
one is the most important in making 
your decision? 

WISE: It comes down to finances. 
That’s why I say that Three and Four 
are tied together. The Front Office is 
going to relate the size of the potential 
audience to the size of the budget, and 
this happens not infrequently. I can’t 
tell you how many projects over the 
years I’ve felt keen on and submitted, 
only to have them turned down by the 
company, the distributors, the people 
putting up the money, because they 
didn’t feel that subject-matterwise the 
thing was going to be popular enough. 
It’s simply a case of pure economics. 
On your pet projects you keep hoping 
that there will come a time when the 
audience will change or grow, or that 
you will be able to get independent 
financing interested, or that you will 
find a way to make it for half what you 
thought it was going to cost. But that’s 
where it is: audience related to cost. 

QUESTION: What do you think is 
responsible for the current trend 
toward remaking old movies? 

WISE: That trend seems to pop up 
regularly through the years, and I don’t 
mean that as a putdown. The new 
version of “A STAR IS BORN" can 
probably be a marvelous show, but the 
track record on remakes of popular 
Continued overleaf 

made for the bright 
Lee Filters - known and acknowledged 
the world over as the finest high-quality 
range of cinematographic and 
theatrical lighting filters. 
Long lasting,consistent in 46colors, N 

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 West 45th Street, New York, N.Y. 10036 . -*• 
(212)730-0172   
Bud McKinny, Preferred Distributing Co., 
1266 North Western Avenue, Los Angeles, California 90029. 
Tel: (213) 461-4201 

Sample books on request ^ 

LEE 
FILTERS, 

SPECTRA 
T SHIRTS 
White shirts printed two 
sides, two color. $4.50+ 
.50 shipping. Calif residents 
add 6v2%salestax 
Send to: 
Cosmic Graphics 
70 Zoe Street 
San Francisco CA 94107 

M XL 

W L 

Ch M 

S 

Name  

Address 

WE BUY 

Film Stock 
Will Consider All l6/35mm Types 

Sealed, Opened and Ends 

TOP CASH 
PLUS 50% OF SHIPPING 

RAFIQUE (212)473-585 1 
814 BROADWAY, NEW YORK, N.Y 10003 

BOLEX ACCESSORIES 
■ 24-Frame Sync. Camera motor—115V 
■ Var. Speed Battery Camera motor—24V 
■ 400-ft. Magazine w/400' counter in camera 
■ Intervaltimer—Range IV2 sec. to 36 min. 
■ Animation motor for new single-frame shaft 

IF
7rile jor Bolex Accessory Catalog 

STEVENS ENGINEERING CO. 
P.0. BOX 1605 

NEWPORT BEACH. CA 92663 

tadiiiwi 
MOTION PICTURE LAB 
12246 Frankstown Rd. • Pittsburgh, PA 15235 

FOR PROCESSING THE NEW 
7244 PROFESSIONAL SUPER 8 

COLOR FILM SM-SMA 

24 Hour Service Phone (412) 371-1211 

Model No. CPI 6-S8 

Uhler Cine Printer 
Price: $500.00 F.O.B. Detroit 

Single or Double Super 8, 
standard 8, and 16MM Films 
for sound and picture prints 
color or B&W. 

Deposit 25% with domestic order 
Letter of credit in local Bank on Foreign 

UHLER CINE MACHINE CO. 
15762 Wyoming Ave. 
Detroit, Mich. 48238 

Phone (313)861 -4663 Cable: UHLCIMA 
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BUY - SELL - SWAP HERE 
STUDIO PRODUCTION EQUIPMENT 

ARRI S, wild motor, matte box, 12, 25, 50 Schnei¬ 
der prime lenses, 25-100 zoom, battery, case, 
filters, $2,000. M.H. hot splicer and Minette viewer 
hardly used, $200 for both. W. P. MCKENZIE, 2809 
S. Spring Ave., Sioux Falls, S.D. 57105 (605) 336- 
3188. 

ARRI 16 BL. 12-120 Angenleux lens, crystal-sync 
motor, built-in Apec exposure meter, 2 400-ft. 
magazines, Clne-60 battery belt, 2 viewfinders, 
matte box, filters, O’Connor head, tripod. Not used 
much. Excellent condition. Best offer over $12,500. 
Call evenings (212) UN 1 -7030.  

ARRIFLEX Blimp for 16 ST, 24 frame sync motor, 
power supply, counter, as new, $950. Or offers. 
Write: WAGNER, 907 Colllnson, Victoria, BC, 
Canada. 

ARRIFLEX BL, mint condition, Angenleux 12- 
120mm, magazine, Duro-pack battery & cable, etc. 
Asking $7,950. N. LEWIS, 1254 Redondo Drive, San 
Jose, CA 95125 (408) 264-1254.   

AURICON 100’ sound camera. 40 Sabina Way, 
APTOS, CA 95003. 

NAGRA SNS recorder. Like new $1,300. Call (212) 
730-5789 MR. WASHING. 

SIEMENS, 16 Interlock projector. Excellent con¬ 
dition. Priced for quick sale, $1250. SPEETH (215) 
849-3737. 

COMPLETE SOUND TRANSHFER EQUIPMENT — 
35mm Magnasync and 16mm Amega, Nagra III 
w/SLO, completely rack-mounted w/Dynaco ampli¬ 
fiers, selsyn motor, many extras. Excellent con¬ 
dition. Sacrifice $5500. SOUND ONE, 130 W. 46th, 
NYC 10036, (212) 869-0720. 

1 Eclair-Beala crystal motor. 1 Aeton Crystal motor. 
(213) 399-3650 or 396-4779. 

HATCHMARK SYNCTAPE — Edit your soundtracks 
on your quarter-inch tape recorders, for transfer or 
projection. HATCHMARK, INC., Box 91, Mor¬ 
rison, CO 80465. 

ANTIQUE 1923 16mm Kodascope projector. Excel¬ 
lent condition. Make offer, G. LEPAGE, P.O. Box 
2862, Balboa, Canal Zone. 

BOLEX H-16 body, $75. L&F 16mm, Super-8 print¬ 
er, $200. 16mm Morse dev. tank, $25. 16mm editor, 
$25. 16mm Eastman sound proj., $100. 
LAWRENCEBURG, Ind. (812) 537-0257.  

RARE 35/70 Simplex XL theater or screening room 
projectors (2) Stereophonic heads, with Christy 
Xenon 2500W Xenon. Late console model, Cost 
$14,000, each, sacrifice $7,500 each. (213) 462- 
1297. 

BEAULIEU R16 with 75mm f2.5 — 25mm f1.4, 15mm 
f1.3 Angenleux lenses, plus 50mm fl.9 Cosmicar, 
17-85 f3.8 Som Berthoit compact zoom, handgrip, 
battery, charger and extra Nicad battery all in mint 
condition, plus slightly battered aluminum carrying 
case, complete $995. Uher 4000 Report L tape re¬ 
corder with Pilotone sync and new battery $250. 
Two RCA lapel microphones, mixer and other 
accessories. ROBERT WORTH, 287 Highland 
Avenue, Upper Montclair, NJ 07043 (201) 746- 
5384. 

NEW ECLAIR ACL package with 400’ mags, $8,000. 
Or with 200’ mags, $7,000. Eclair GV-16 400’ mags, 
$750. Arri-BL 1 200’ mags, $750. (609) 455-0337. 

1 35mm ARRI 2C with 2 magazines, flat base, c/s 
motor, v/s motor, battery. 1 20-120mm Angenleux 
zoom. (213) 399-3650 or 396-4770  

CRYSTAL SYNC: Perfected, accurate TCS/TX-4. 
Stable, reliable 60 Hz sinewave output. USA-made, 
cost-effective, rugged, guaranteed. $151 post¬ 
paid, complete with cable (specify). TOBIN-CS, 
3227 49-SW, Seattle 98116. 

ECLAIR NPR, crystal, 12-120, 10mm, 3 mags., 2 
batteries, numerous accessories, fluid head, tri¬ 
pods, like new. Also TEGA 9.8 LENS. (213) 655- 
3500. 

 SUPPUES  
Black leader, 16mm fresh stock processed to 4.0+, 
guaranteed. $.024/ft min. order 2000 ft. complete 
lab services and supplies, 16mm & Super-8, LEO 
DINER FILMS INC., 350 Golden Gate Ave., San 
Francisco, 94102 (415) 775-3664. 

SAVE YOUR FILMS! Do It yourself and save $. 
Movie film cleaner and protector. Incredible value — 
1 pt. $10. ppd. Bell & Howell 16mm kit and In¬ 
structions to make EMM 50 hr lamp last 250 hrs. 
$20. ppd. Jack LOMBARDO THEATRE SUPPLY (NO 
C.O.D.) 6520 Selma Ave., Hollywood, CA 90028. 

 WANTED  
NEED 16mm magazine for CM-3 Eclair, will swap 
35mm magazine or? also need Perfectone motor for 
CM-3, blimp. (213) 762-7200. 

FILM STOCK, 16/35mm. Will consider all types. 
Sealed, opened and ends. RAFIQUE, 814 Broad¬ 
way, New York, NY 10003, (212) 473-5851 collect. 

WANTED: 35mm movie trailers. Any quantity pur¬ 
chased. LEONARD BROWN, 6763 Hollywood, Blvd., 
Los Angeles, CA 90028. 

RAW STOCK FILM NEEDED. Highest cash paid for 
16 or 35mm color negative or reversal film, In¬ 
cluding any EF (7242) mag. stripe. B&W reversal 
also wanted. FILMEX, (filmbrokers) (416) 964-7415 
collect. 

WANTED: Professional motion picture equipment, 
16mm and 35mm cameras, lenses, lights, sound, 
editing, projection, lab, for outright purchase or 
consignment. Supply complete technical de¬ 
scription and price for Immediate reply. Ted Lane, 
ALAN GORDON ENTERPRISES INC., 1430 
Cahuenga, Hollywood, CA 90028 (213) 466-3561. 

WANTED! Unusual time-lapse footage for TV show. 
Write what you have. FILMAGIC, Suite 323, 6362 
Hollywood Blvd., Hollywood, CA 90028. 

MAGNASYNC PORTABLE RECORDER, model 
X400-E-15, X 400-E-1, or equivalent. Must be in 
excellent condition. PAUL GROSS, P.O. Box 635, 
Wisconsin Rapids, Wl 54494. 

WANTED Jensen 205-5 sync/resolver. Used in 
good condition. G. MITCHELL, Box 81221, San 
Diego, CA 92138 (714) 224-0950. 

RENTAL 
NAGRAS for rent. NAGRA IV-L, QSLI, crystal, $85 a 
week, $225 a month. Nagra III, with crystal, $50 a 
week, $150 a month — call PETER SCHARFF (212) 
548-1439. 

KEM rentals in Hollywood. HORIZONTAL EDITING 
STUDIOS (213) 461-4643. 

1976 RENTAL Catalog available. Production equip¬ 
ment at sensible prices. For more information on 
rentals, sales or service write: CINELEASE, INC. 
209B Old Durham Rd., Killingworth, CT 06417 or 
call (203) 663-2222. 

 SITUATIONS AVAILABLE  
VICTOR DUNCAN, INC. has an opening in Chicago 
for a professional camera repair technician. Inter¬ 
ested applicants should have a practical back¬ 
ground in mechanics, electronics and optics. Victor 
Duncan, Inc offers a complete employee benefit 
package, and excellent working conditions. Salary 
commensurate with experience. Write or call Bob 
Coleman at VICTOR DUNCAN, INC., 200 East 
Ontario St„ Chicago, IL 60611. (312) 321 -9406. 

FILMWRITING/FILM PRODUCTION TEACHER: 
Professional level of film making experience and 
ability to teach script writing required. Teaching 
experience in film and/or television preferred. BS or 
BA degree required, advanced degree preferred. 
Portfolio required. Faculty rank and compensation 
dependent upon professional teaching ex¬ 
perience. Telephone (716) 464-2720 or write to 
Professor William S. Shoemaker, Director, School of 
Photographic Arts and Sciences, Rochester Insti¬ 
tute of Technology, One Lomb Memorial Drive, 
Rochester, NY 14623. Position available Sep¬ 
tember 1, 1976. The Institute is an equal oppor¬ 
tunity employer. 

 MISCELLANEOUS  
DOUBLE YOUR MONEY, low budget films can 
make millions. Be a part. Invest $2.00 for return of 
$4.00, nothing ventured, nothing gained! Send to: 
CAMELOT PRODUCTIONS INC., P.O. Box 2485, 
Meriden, CT 06450. 

THE HOLLYWOOD Film Expo I and Motion Picture 
Hall of Fame Awards Luncheon, Holiday Inn-Holly- 
wood, CA. August 22,1976 (213) 651-1131.  

CINE-SHOPPER classified ads reach 10,000 serious 
filmmakers. To sell, trade, buy equipment or 
services send 209 per word ($5 min.) with ad to: 
COMQUIP, Inc., 366 S. Maple Ave., Glen Rock, NJ 
07452. 

ANIMATION motion picture course by Academy 
Award designer, animator, cameraman. Complete 
course includes light table, w/lamp, calibrated pan 
pegs, punched animation paper, field guide & 
twelve lessons — $104.95 plus shipping. Lessons 
only $14,95. Catalog of details & supplies: 25c. 
HEATH PRODS., INC., 1627 Scott, West Islip, NY 
11795. 

ORIGINAL MUSIC. Unique, affordable, timely. Write, 
MUSIC, 220 Ave. D, Redondo Beach, CA 90277. 
(213)540-5450. 

PRODUCER-DISTRIBUTOR seeks proposals for 
non-theatrical, informational/educational films. DO 
NOT SEND SCRIPTS! Send stamped, self- 
addressed #10 envelope to receive detailed infor¬ 
mation on what we want. TRIKON PRODUCTIONS, 
P.O. Box 21, La Jolla, CA 92038. 

 SERVICES AVAILABLE  
Ron Hayes, Wildlife Photographer, photographer of 
“Alaskan Safari” and “North Country”, accepting 
any film assignments in Alaska. Wildlife stock foot¬ 
age available. 16mm. Ron Hayes, Box 1711, An¬ 
chorage, AK 99510(907)272-0051.  

LOCATION recording throughout the world. Either 
stereo or sync. JACK CLINK (703) 521-8282. Cable 
address: CLINKSOUND. 

CINEMATOGRAPHER with equipment (CP16R and 
Arri S) available for assignments — Knows West and 
Alaska — 10 years news, documentaries, commer¬ 
cials — Tape or reel available. JEFF MART PRO- 
DUCTIONS. Seattle area (206) 743-4037.  

KINO films the world for you. 4-man team with reels. 
KINO (212) 486-9020 — 928-5994.  

SHOOTING IN CANADA? Complete 16mm pro¬ 
duction. 16/35 editing. Cameras, sound & lighting 
crews. Commercial, documentary & feature. CREA¬ 
TIVE ASSOCIATES, 133-10th Ave., SE, Calgary, 
Alberta. (403) 264-6242. 

PROFESSIONAL editing and careful conforming of 
sound or silent 16mm motion pictures. RENE 
CHOUTEAU FILM CO., #4 Tuscany Park, St. Louis, 
MO 63105 (314) 721 -3434. 

16mm CINEMATOGRAPHER — Arizona double sys¬ 
tem sound. TOM BUTLER, P.O. Box 671, Green Val¬ 
ley, AZ 85614(602)625-8796. 

ARRIFLEX, ECLAIR, ANGENIEUX, Overhauls, repair 
service, collimation, projectors, modifications, lens 
mounts. HERMAN GALLI CAMERA SERVICE 6804 
Melrose Ave., Hollywood, CA 90038 (213) 931- 
4111. 

To Classified Advertisers 

Copy deadline for classified ad¬ 

vertising is the 1st of month, 

preceding publication date. Mail 

copy and remittance to cover 

cost to 

AMERICAN CINEMATOGRAPHER 
1782 No. Orange Dr. 
Hollywood 28, Calif. 

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) 60<c 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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films has been very poor. I would say 
that probably 95% of them have been 
failures. Yet the business keeps getting 
hooked every so often to put one into a 
remake. But I think they are very, very 
questionable. 

QUESTION: Do you think that more 
films will be shot in 16mm instead of 
35mm in the future? 

WISE: I would hope so. I would think 
that there should be a growing trend to 
use 16mm more, because of the new 
film stock and what can be done with it. 
I can’t honestly say that I know of any 
strong surge on the Hollywood scene 
for that to happen, but I know that a 
number of us film-makers have been 
intrigued by the prospect. We like the 
idea because of the economics and the 
equipment that is available. I would 
think that the use of 16mm has to in¬ 
crease. How fast it will occur I couldn’t 
make a guess. 

QUESTION: How about shooting on 
tape? 

WISE: That is something that does 
intrigue all of us who are in the film 
industry. We feel that down the line at 
some time, when they get a really good 
one-to-one tape-to-film transfer system 

(which they don’t actually have yet), we 
will probably be shooting some of our 
films on tape. There is much interest in 
the idea and a certain excitement about 
the potential of tape for feature sub¬ 
jects, but so far the transfer has not 
been good enough to consider doing it 
at the top level. 

QUESTION: How did you happen to 
decide on the idea of using helicopter 
shots for the opening sequence of 
“THE SOUND OF MUSIC”? 

WISE: I stole it from myself on "WEST 
SIDE STORY". I was one of the first to 
use a helicopter in filming, and I 
decided to use it again because it had 
been used (quite successfully, I 
thought) in the opening sequence of 
"WEST SIDE STORY”. On that film, I 
needed an opening to establish New 
York. Also, we were doing a musical 
and one of the problems you always 
have with a musical is to deal with the 
fact that it is a musical. On the stage, 
with its stylized scenery, you accept the 
fact of people breaking into song and 
dance without any sense of em¬ 
barrassment, but the screen is a very 
real medium and so the problem 
becomes much more difficult. I felt that 
we wanted to open the picture by 
actually showing the turf on which the 

story was taking place, and I needed 
some kind of delivery of New York City 
that wouldn’t be the same old across- 
the-river, with the bridge and the sky¬ 
line and all that — hopefully, a view of 
New York that people hadn’t seen. It 
would be New York — but in abstract, a 
larger-than-life New York. So I got to 
thinking about it and remembered how 
I had shot a scene in "ODDS AGAINST 
TOMORROW” from a building down in 
the cloverleaf, going across the river 
and up the Hudson, and how inter¬ 
esting that was. And I said to myself: 
"I’ll bet it would look marvelous, looking 
straight down on this city, with the can¬ 
yons of skyscrapers and the cross 
streets and the cars and everything. ” 

QUESTION: Do you have a new film 
project in the works at present? 

WISE: Yes, Tm preparing to make a 
new film from a novel that came out 
four or five months ago titled "AUDREY 
ROSE”. It’s a modern-day story that is 
based on reincarnation, and it provides 
a fascinating look at that subject. I think 
it will really be an eye-opener for some 
people regarding the whole concept of 
reincarnation. It will be dramatic, sus¬ 
penseful and chilling (I hope) and 
maybe educational. I start shooting 
July 20th. m 

THE Miller “Jluid c4ction ” 

PROFESSIONAL 
HEAD is the World's Finest! 

^ CAMERA SUPPLY LTD. CANADIAN DISTRIBUTOR 

% 

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 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. 

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. 

1055 GRANVILLE STREET VANCOUVER 2, B.C. TELEPHONE: (604) 685-5331 

(PATENTED) 
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no backpack, 
10 separate recorder, no time-base corrector 

a "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 

& PHOTOMART 
CINE EQUIPMENT SUPPLIERS 

antUBHSDHO 
INTERNATIONAL. Inc 

11 Caesar Place, Moonachie, N J. 07074 

Phone: (201) 939-0875 

Cable.- Cinecraft Moonachie 

6327 South Orange Ave., Orlando, Fla. 32809 

Phone (305) 851-2780 



We multiply like rabbits. 
Quick, just name the number of 3/4” Video¬ 
cassettes you need. And your deadline. 
Byron’s battery of latest duplicating equip¬ 
ment hops to it. 

Next thing you know, your order’s complete 
with quality nobody can beat in color or black 
and white. 
At Byron, we make a habit of fast quality. The 
best equipment helps, too. So multiplying your 
3/4” Videocassettes just comes naturally to us. 
Ask about our “Stop-Copy” service. 

202/783-2700 
65 K Street, Northeast, Washington, D.C. 20002 


