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REFLEX 
U A 

Now! The ultimate 
reflex BNC 
The most versatile 
camera of its kind 
available 
today. 
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REFLEX HA 

Light weight: 
The new CSC Reflex HA is a precision scale- 
down of our world famous Reflex II. Weight, 
complete, 89 lbs. 

Cooke lenses: 
Now you have a choice. The IIA is the only 
reflex BNC engineered to accept Cookes. 
You’ll see the big difference when you 
screen your dailies. 

Ultra wide angle: 
Do you use a second camera for your 
dramatic wide angle shots? No need to now. 
The Reflex IIA will accept lenses as short as 
9.8mm—Yes—9.8mm! Look at the exclusive 
creative edge you get with the Reflex IIA— 

Now you have a choice. 
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Super speed Zeiss lenses: 
Another exclusive—you can specify aspheric 
ground floating element Zeiss Distagons. 
Scalpel-sharp images at a true T:1.4! 25mm/ 
35mm/50mm/85mm focal lengths are 
available. 

New shutter: 
To further boost lens performance, we’ve 
made an ingenious design ^NEW- 
change that permits the 
use of a new 200° shutter.N 

The big advantage, of 
course, is the raised light 
transmission factor. More 
light means smaller 
apertures for increased 
overall sharpness, depth 
of field and brilliance. 

Our new BNC Reflex IIAs are immediately 
available. Call or write for details—today. 

SMPTE 

1%>ODUC(«S I 

c»aiaiera service center, me. 
sales affiliate • C A M E R A SALES CENTER CORPORATION 

625 WEST 54th STREET • NEW YORK, N.Y. 10019 • 212 757-0906 



TO IMPROVE 
NEW YORK FILMMAKING, 

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

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

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

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

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

you to visit our 
camera depart¬ 
ment and see why 

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

© qeneral camera corporation 
w 471 Eleventh Avenue, New York, N.Y. 10018 * e?^9\ WA-Rim (212) 594-8700 
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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 IMAGE DEVICES SHOWCHRON AMERICA CORP. 

363 Brannan Street 1825 N.E. 149th Street 9701 Wilshire Boulevard 
San Francisco, Calif. 94107 Miami, Fla. 33131 Beverly Hills, Calif. 90212 
(415) 957-1787 (305) 945-1 111 (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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without great cost or weighty 
equipment, they can learn compo¬ 
sition, pace, rhythm and other 
essentials of filmmaking. If anyone 
needs help or information about 
film, I advise them to do what I 
do—call the local Kodak office. The 
people there are always helpful. 

It’s a business where you never 
stop learning. I was very impressed 
with Laszlo Kovacs. He’s one of 
the top cinematographers. When he 
got the assignment for “Paper 
Moon,” he hadn’t worked with 
black-and-white film for a while, 
so he went out and shot about 
12,000 feet of it. Testing different 
color lipsticks and costumes, and 
using different filters to find out 
which reproduced best in black 
and white. I think he deserves a lot 
of credit for the movie’s look 
and style. 

Getting back to our young 
filmmakers, when they’re not out 
with a camera, I think they should 
be seeing movies and plays and 
doing a great deal of reading, not 
only novels, but plays as well, 
to learn about story construction 
and character development. There 
are a few people who seem to be 
born directors but most of us have 
to work hard at it, studying and 
learning from experience. 

I’m getting involved in a million 
different areas—trouble-shooting, 
consulting on scripts, sitting in 
on all the Universal dailies, con¬ 
sulting with producers, directors, 
writers and executives. Every day I 
learn something new. It’s a lot of 
hard work. But I can’t 
think of anything more 
stimulating. Or more fun. 

We’ve put together a booklet 
containing this and other interviews 
of interesting and talented people 
who are part of the fascinating world 
of the moving visuals industry. It 
also contains information about the 
role of Eastman Kodak Company 
developments and what they can do 
for you. For your free copy, write: 
Eastman Kodak Company 
Dept. 640-YF, Rochester, N.Y. 14650 

Name  

Street. 

City_ 

State. 

Verna Fields 
Verna, you’re credited with 

making major contributions to hit 
movies like “American Graffiti” 
“Paper Moon,” and “Jaws,” to 
name just a few. How would you 
compare the editing on those 
pictures? 

I’ve been very lucky in my 
career, working with so many gifted 
directors. George Lucas, who 
made “Graffiti,” has an excellent 
eye. All his shots are beautifully 
composed, and he conveys much of 
his information visually. 

Peter Bogdanovich’s “Paper 
Moon” has a particularly strong 
and emotional storyline. The 
father-daughter relationship and 
Peter’s deft handling of it made that 
movie really easy to edit. 

We thought we were going to 
have tremendous problems with 
“Jaws” because of the unpre¬ 

dictable weather and water 
conditions. But Steve Spielberg 
delivered so much good footage that 
it became an editor’s dream. By 
not having to compromise, and by 
being able to cut on the exact 
frames needed, we were able to 
maintain the rhythm and pacing so 
important to this kind of high 
adventure film. 

As a vice president of Universal, 
an executive creative consultant, 
a producer, and soon-to-be director, 
you must have a lot of young 
people asking you how to break 
into movies. What do you tell them? 

Producers, writers, even suc¬ 
cessful ones, as well as students are 
always saying they want to be 
directors and I look at many of 
their films which were usually made 
in 16 mm or super 8—some very 
good. There is great advantage in 
their working this way since, 

836 AMERICAN CINEMATOGRAPHER, AUGUST 1976 



John Alcott won the Best 
Cinematography Academy Award for CBAFR£, IYNDON. He used 

an Arriflex35BL Hs comments: 

DIRECTOR OF 
PHOTOGRAPHY 
JOHN ALCOTT 

“Nothing compares with 
looking through a 35BL,” he says. 

“You’re right there” 

considered several 
▼ T cameras for Barry 

Lyndon," says John Alcott. 
“We decided on the Arriflex for 
several reasons.” 

“With the big, geared dia¬ 
phragm controls, it was easier 
to make subtle stop changes 
when the sun went behind a 
cloud during a take. And we 

A scene from Barry Lyndon. 

A scene from Barry Lyndon. 

“The 35BL’s viewing is 
brighter than the competi¬ 
tion,” says Mr. Alcott, “And 
there's no sense of looking 
through a tunnel.'Yhe camera’s 
swivelling finder and small size 
allowed us to back into tight 
corners —or to put the camera 
down on a table, which we 
did during one of the dinner 
party sequences.” 

would work until you tried it. 
The light weight of the 35BL 
allowed us to try different 
angles easily and fast. To me, 
it’s a cameraman’s camera.” 

ARRI 
ARRIFLEX COMPANY OF AMERICA 

found it helpful to have a cam¬ 
era the actors couldn’t hear, 
even for hand-held wild shots.” 

“Every scene of Barry 
Lyndon was shot on location. 
You never knew how a setup 

Arriflex Company of America: P.O. Box 
1102C, Woodside, New York 11377; phone: 
(212) 932-3403. Or 1011 Chestnut St., Bur¬ 
bank, Calif. 91506; phone: (213) 845-7687. 



WHAT’S NEW 
IN PRODUCTS, SERVICES AND LITERATURE 

NEW SUPER SPEED ZEISS 
DISTAGON LENSES FOR ARRIFLEX 
16mm CAMERAS 

A series of new fixed focal length 
Super Speed Distagon lenses for Arri 
16mm cameras has been announced 
by the Arriflex Company of America. 
The lenses are rated at a fast T/1.3 and 
include three focal lengths: 12, 16 and 
25mm. The new series is the answer to 
the filmmaker’s urgent need for new, 
improved lenses, capable of providing 
both optimum performance at large 
apertures and at low light levels and, in 
addition, producing superior pictures 
at all typical f-stops and lighting 
conditions. 

The lenses in the new series are 
designed specifically for the 16mm 
format, with none of the “com¬ 
promises” so frequently made in many 
lenses for the sake of covering addi¬ 
tional larger formats. The Super Speed 
Distagons are supplied in Arri Bayonet 
Lock, heavy duty steel mounts for 
maximum enduring precision. They 
can be used on all Arriflex 16SR, 
16S/B-16M/B and 16BL cameras. In 
the case of the 16BL, when noise levels 
are critical, the lenses must be used 
with the Universal Lens Housing for the 
16BL together with a new adapter ring 
set. 

A technical data sheet with complete 
information is available from author¬ 
ized Arriflex dealers, or from Arriflex 
Company of America, P.O. Box 1102, 
Woodside, N.Y. 11377; (212) 932-3403. 

• 

NEW VEGA DIVERSITY WIRELESS 
MICROPHONE SYSTEM 

VEGA, a division of CETEC Corpor¬ 
ation, introduces their Diversity Wire¬ 
less Microphone System. This system 

utilizes the VEGA PRO Series trans¬ 
mitters and receivers in a diversity 
reception mode that virtually elimi¬ 
nates all fades and dead spots. 

Fades and dead spots are caused by 
interference between direct and re¬ 
flected radiation that cancel, resulting 
in loss of signal. The problem is most 
prevalent in “studio” operations, but 
also occurs outdoors. 

In the diversity mode, two VEGA 
PRO receivers, placed three feet or 
more apart, both receive the transmis¬ 
sions. Because the two receivers are 
more than one-half wavelength apart, 
both will not have signal cancellations 
at the same instant. Both receivers feed 
a Model 62 Diversity Combiner that se¬ 
lects the receiver with the best signal 
strength within microseconds. The 
switching is immediate and noiseless. 
The resultant audio, the best of both 
receivers, is noise-free and dropout- 
free. 

The VEGA Diversity System is com¬ 
posed of Models 54 or 55 Transmitter, 
two Model 58 Receivers and Model 62 
Diversity Combiner. For technical 
application notes on this new concept, 
call or write Kenneth L. McKenzie, 
Sales Manager, Wireless Products, 
Vega, Division of Cetec Corporation, 
9900 Baldwin Place, El Monte, CA 
91731 or call (213) 442-0782. 

• 

COMPREHENSIVE SERVICE COR¬ 
PORATION ANNOUNCES 
NATIONWIDE, TOLL-FREE, 
“HOTLINE” SERVICE FOR FILM 
AND VIDEO SUPPLIES AND SUN¬ 
DRIES 

Jules Leni, president of Comprehen¬ 
sive Service Corporation, recently 
announced that the firm has installed a 
nationwide toll-free ‘hotline’ to aid com¬ 
mercial film and video users in locating 
supplies and sundries. 

Said Mr. Leni in making the 
announcement, “Now, instead of 
making numerous calls to locate items 
that dealers usually don’t stock, profes¬ 
sional film and video users can make a 
single, toll-free call to find over 2,000 
frequently — and not-so-frequently — 
used items. Simply by dialling 800-223- 
5460 from anywhere in the country 
(except within New York State, where 
the number is 212-586-6161), people 
can locate film supplies and sundries, 
as well as video supplies and acces¬ 

sories, which in most instances can be 
shipped immediately from our East- 
Coast or West-Coast stocking ware¬ 
houses. And, in the unlikely event that 
we don’t carry the item, we can usually 
tell the caller where to locate it — and 
we do. 

“Reaction to the service during our 
trial period has been extremely enthus¬ 
iastic . .. although some people have 
been a little surprised at the fact that 
we’ve referred them to other sources. 
But, not surprisingly, callers have also 
been amazed to discover the number 
of different items and variations we 
stock — from reels, cans and shipping 
cases to editing supplies, lamps and 
gaffer’s necessities, to connectors, 
adapters, cables, lighting, graphic 
tools, editing kits, test equipment, tape 
and literally hundreds of other acces¬ 
sories for film and video. 

“I think that one of our customers 
recently summed it up best when he 
referred to our new ‘hotline’ as the fail¬ 
safe way to get the supplies he needs 
without spending a lot of expensive 
time and money searching for them.” 

• 

CINEMA PRODUCTS ANNOUNCES 
SPECIAL MAG HEAD TRADE-IN 
OFFER 

Cinema Products Corporation an¬ 
nounces the availability of Crysta- 
sound 3XL-IAZ magnetic record/play¬ 
back head at the special price of 
$270.00 with the trade-in of any profes¬ 
sional type magnetic record head 
(regardless of condition). 

3XL-IAZ mag heads are designed for 
use with CP-16 reflex and non-reflex 
cameras, and all other 16mm cameras 
accepting Auricon-type magnetic 
heads. 

Built of a special hard alloy which 
provides extra long wearing time, the 
3XL-IAZ magnetic heads feature pre¬ 
cise azimuth adjustment of the indi¬ 
vidual record and playback heads, to 
provide optimum recording and moni¬ 
toring performance. 

For further information on this spe¬ 
cial 3XL-IAZ magnetic head trade-in 
offer (Order Code: 1M194), please con¬ 
tact your local CP-16 dealer, or write to 
Cinema Products Corporation, 2037 
Granville Ave., Los Angeles, CA 90025. 
Tel: (213) 478-0711. 
Continued on Page 936 
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wet and dry 
PROCESSORS laboratory equipment ^ 

Houston Photo Products Color Processor 
Model BD 3516-30 

For 16/35 ME4 and ECO 2 processing at 
30 fpm. This machine is built for continuous 
use in commercial photo processing labora¬ 
tories. It is being offered as a complete sys¬ 
tem, brand new, with necessary spares. A 
detailed technical manual will be sent on 
request. Original price, $45,000.00. 
Our Price, brand new $25,000.00 

Mini-Color Processor Model MC16 ME4 
Fully automatic and ideal where smaller vol¬ 
umes of film must be processed on a mini¬ 
mum budget. Sold new for $7500.00. 
Our Price, rebuilt, excellent $5400.00 

“Little Max” 16mm Color Processor 
Model LTM ME4 
A proven performer, processes 16mm film at 
11 fpm, 28 minutes dry to dry. Fully auto¬ 
matic for top quality. Another ideal pro¬ 
cessor for smaller volumes of film which 
must be processed economicaly. List price, 
$8750.00 
Our Price, used, excellent $5500.00 

Houston-Fearless Model A-11 
For 16mm or combination 16/35 B&W nega¬ 
tive/positive and reversal. Speeds to 20 
fpm. 
Our Price, rebuilt $3995.00 

Houston-Fearless Model S120 PN B&W 
16/35 Hi-Speed Spray Processor, 
18-150 fpm. 
Our Price, excellent condition .. .$5500.00 

Houston-Fearless Model 22B 
B&W 16mm Negative/Positive 
Speeds: negative, 18-35 fpm; positive, 25- 
45 fpm. 
Our Price, used  $3495.00 

Houston-Fearless Model L 
16/35 NP Labmaster B&W Processor 
Speeds to 40 fpm. Simple modular sections. 
Easy to operate, daylight load operation, 
easy accessibility for cleaning. Open face 
construction. Sold new for $6500.00. 
Our Price, used  $3650.00 

Fulton Tube Machine, 16mm color ME 4, 
used, good  $1695.00 
Fulton Tube Machine, 16mm B&W, used, 
good $795.00 

PRINTERS 

B&H Model 6100 CT Additive Color Printer 
Manual operation provides basic color and 
density balance. Includes three manually- 
operated light vaves with 52 steps of trim. 
Model 6160A 1200W rectifier. Printer speed 
is 180/60 fpm. Film capacity, 2400 feet. 
One side edge light. Like new condition, 
less than 40 hours of operation. Current 
price, new $22,490. 
Our Price, like new $16,500.00 

B&H Model D 35mm Cine Printer, rebuilt 
  $4995.00 
Same as above, used, as is $2595.00 

B&H Model J 16mm Cine Printer, rebuilt 
  $5650.00 
Same as above, used, as is $4250.00 

Two Each B&H Model 6200 MB 
35mm Color Printers 
These two used color printers have suf¬ 
fered freight damage. One printer can 
easily be made from the two. Features in¬ 
clude single light valve, standard speed 
reader, rectifier and sound printing head. 
Each machine originally sold new for 
$28,000.00. 
Our Price, pair, as is $15,000.00 

B&H Model J Printer w/fader, power supply, 
very good condition $5995.00 

B&H Model JC Printer w/edge numbering 
light, very good condition $5250.00 

Depue Optical Reduction Printer Model 
K3532, daylight operating, rebuilt, good 
condition  $5500.00 
Depue 35-32 Reduction Printer, 
as is $1700.00 
Arriflex 35mm Step Printer w/punch tape 
control, used, as is $995.00 
Herrnfeld Model 35mmm Printer w/shotgun 
color filter changer, used, as is ... .$795.00 
Kodak 35-16mm Optical Sound Track Re¬ 
duction Printer, rebuilt $5200.00 
B&H 35-32 Contact Printer, needs work, 
as is $2950.00 
Depue 16mm Contact Printer, continuous 
picture and track, like new $4995.00 

PRINTER ACCESSORIES 
Deluxe additive type lamphouse, used, as 
is  $1850.00 
Depue 35-32 Fish-Schurman additive lamp- 
house w/DC power supply, as is . .$2500.00 
Depue light control board for use w/Depue 
optical reduction printers. Provides 22 light 
changes, 75 or 150 scene changes, used 
  $450.00 

EDGE NUMBERING 
MACHINES 

Model ENM-16 PT, list price, $4750.00, 
used  $2495.00 
Model ENM-16, list price $3480.00, used 
  $1690.00 

DENSITOMETERS 
Macbeth TD 203A transmission densitom¬ 
eters, new price, $1495.00, like new $850.00 

SPLICERS 
Unicorn A 2816, 16mm, list price, $2200.00, 
used, good condition, missing dome 
  $1100.00 
Unicorn A 2835, 35mm, list price $2200.00, 
used, good condition, missing dome 
  $1100.00 

FILM DRYER 
EL 13A,16/35/70mm,sold newfor $4950.00, 
our price, rebuilt  $3400.00 

SERVING THE WORLD 

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

Telephone: (213) 466-3561 • (213) 985-5500 
< ’s‘ TWX: 910-321-4526 • Cable: GORDENT 
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/\J ANNOUNCES 
Us Appointment as 

United States Distributor 
MIXERS 

FOR MORE INFORMATION CALL OR WRITE: 

AUDIO SERVICES COMRMMY 
565 Fifth AveNew York, NY 10017’ 

TELE LIMITED DEALERSHIP AVAILABLE 
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Typical medium size One of five 320 f.p.m. Filmline 
Filmline processor available Color processors installed at 
in speeds from 7-200, f.p.m. Technicolor, Hollywood, California. 

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. 

SIGNIFICANT MICRO-DEMAND FEATURES: 

Versatility 

Reliability 

Flexibility 

Dependability 

Credibility 

Maintenance 

Performance 

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 S3, 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, TVC Labs., Movielab, Radiant Laboratories, 
Guffanti Labs, Precision Film Labs, Bellevue-Pathe, 
ABC, CBS, NBC Network TV, NASA, General Motors, 
RCA, IBM, ABC...and thousands of others. 

// 

CORPORATION 
MILFORD, CONNECTICUT 

“When you buy quality, Filmline costs less’ 

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



They'll sell you anything 
... except a repair part! 

I can’t figure out why some firms 
knock themselves out to sell you 
equipment, but don’t give a damn 
about supplying a repair part when 
you need it. 

Maybe they think their engineering 
is so good the processor will never 
need new parts. (I don’t have to 
tell you how much baloney that is!) 

Or maybe they’re interested only in 
selling equipment. 

In which case, you can bet their 
parts inventory is maintained just 
to keep their production going and 
not to help out their customers. 

That’s why their parts set-up is 
disorganized. And their numbering 
system is lousy. And when you call, 
you get some stockroom idiot that 
doesn’t know what you’re talking 
about and couldn’t care less. 

Sure, supplying parts can be a 
headache. To do it properly, the 
manufacturer needs a damn good 
system and a knowledgeable guy at 
the listening end. 

Moreover, he has to be willing 
to take the time to go over the 
problem carefully with the customer 
so he can make sure exactly what 
part is needed. 

Caring about the customer is what 
it’s all about. 

A sale without service is 
a dead-end road. 

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

PHONE: (213) 365-3124 

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

(Inquiries are invited relating to cinematographic problems. Address: 

Q. & A., AMERICAN CINEMA TOGRAPHER, P. O. Box 2230. Holly¬ 

wood. Calif. 90028.) 

QWhat method is used to obtain a 
steady, level image when photo¬ 

graphing subject matter at sound- 
speed from a small boat on open 
water? 

A The camera should be mounted 
on what is known as a gimbal 

tripod. This has a weighted, free- 
swinging pendulum suspended from 
the center of the head on which the 
camera is mounted. As the craft rolls 
with the sea, the tripod moves with the 
craft, but the pendulum remains fairly 
perpendicular. When the pendulum 
swings too freely, some dampening can 
be effected by extending heavy rubber 
bands from the weighted end of the 
pendulum to each of the tripod legs. 

For extremely low camera setups, an 
inverted gimbal should be used. Here 
the camera hangs in a cradle sus¬ 
pended from the universal joint at the 
top of the gimbal tripod. The camera’s 
weight (with added weight, if neces¬ 
sary) keeps the camera level. Also, 
some manual control is usually neces¬ 
sary to stabilize the pendulum in either 
type of gimbal use described above. 

You might also look into Steadicam 
featured in articles in our June and 
July, 1976 issues of AMERICAN 
CINEMA TOGRAPHER. 

Qln sound-striping motion picture 
film, will a normal application of 

iron oxide magnetic track give better 
sound results than a laminated track? 
Should this be applied before or after 
applying a protective coat to the film? 
Also, if 16mm magnetic sound film is 
stored in a metal container, and wound 
on a metal spool, will sound quality be 
lost? 

A There should be little or no differ¬ 
ence in the sound quality ren¬ 

dered by either type of track. The track 
material should be applied to the film 
before the protective coating is ap¬ 
plied. We know of no instance where 
magnetic film or tracks have been ad¬ 
versely affected by storage in metal 
containers or on metal reels. 

Qln photographing a boat coming 
in towards a rocky promontory, I 

wish to achieve the effect of the craft 
coming through a fog becoming more 
clearly defined as it approaches. I have 
Harrison fog filters Nos. 2 and 4. Are 
there any special directions, filter 
factors, etc., to be observed in order to 
get the effects described? I will be 
using 16mm Ektachrome. 

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

clarity as the subject approaches, be¬ 
cause fog filters affect both back¬ 
ground and foreground to about the 
same degree. Used with real (or arti¬ 
ficial) fog, or white smoke, such filters 
are useful to enhance the effect of the 
fog, especially in the foreground where 
real fog usually thins out. Smoke, which 
is light in tone, may be used where arti¬ 
ficial fog-making facilities are not 
available; here, fog filters can be useful 
in blending background with the fore¬ 
ground. 

When fog filters are used, the resul¬ 
tant effect is best determined through 
actual test, if the photographer is not 
already familiar with it. Usually, the re¬ 
sult is much less “foggy” than it 
appears to the eye through the camera, 
depending, of course, on the aperture 
used and the subject contrast. By com¬ 
bining fog filters, additional effect is 
obtainable. In color photography, 
bright hues often pick up in the back¬ 
ground and even a fairly pale blue sky 
will come through on film where it was 
unnoticeable through the camera. 

Interesting fog effects can be impro¬ 
vised when time permits, by shooting 
through parallel glass cells into which 
small amounts of cigarette smoke are 
introduced or exhausted. No factors 
need be considered for fog filters; they 
lighten the scene enough to make up 
for any transmission loss; in fact, it is 
sometimes necessary to stop down the 
lens. 

Owen Roizman talks about these ef¬ 
fects in an article in our July, 1976 
issue. He encountered these problems 
in the film he shot in Philadelphia called 
“INDEPENDENCE”. ■ 



Keeping a 55 Year-Old Pledge 
When Mitchell Camera Corporation was established, its 
principles and ideals were publicly announced: “To make 
cameras which will take the world’s finest pictures — to 
keep faith with an industry whose beneficial influence on 
humanity is today at its inception.” That concept of 
progressive service was the basis of the Mitchell tradition, 
and when the first Mitchell was built 55 years ago it was 
decided that these fine products would never become 
static — that they would incorporate constant improve¬ 
ments to meet the changing demands of time. 

Over the years Mitchell engineering and craftmanship 
have upheld that tradition. The Mitchell Standard, the High 
Speed, the NC, the BNC — 35mm professional cameras 
that earned Mitchell its reputation as “The Quality Stan¬ 
dard of the World.” Also, with the famous 16mm Profes¬ 
sional camera, Mitchell was the first to design and build a 
16mm camera to meet the high standards of professional 
cinematographers. Today, to fulfill the exacting demands 
of film making in the 70s, Mitchell continues its tradition 
with its three superb professional cameras — the BNCR, 
the S35RB, and the R-16-S. 

THE BNCR 

THE MITCHELL BNCR 
Undeniably the world’s finest 35mm studio camera. Self-blimped for optimum quiet opera¬ 
tion , the BNCR features dual register pin movement, a crystal-controlled variable speed motor 
plus 50 and 60 Hz sync generator, rotary mirror reflex viewing, adjustable 175 degree shutter, 
Hi/Low magnification, follow-focus attachment, and universal matte box. Available with 
Angenieux and Cook Varitol zoom lenses as well as Baltar, Cine Prominar and Mitchell 
Hi-Speed prime lenses in BNCR bayonet mounts. 

THE MITCHELL S35RB 
The new S35RB features dual register pin movement, crystal-controlled variable speed motor 
plus 50 or 60 Hz sync generator, and brilliant mirror reflex viewing. The camera is now 
supplied with a hard front and BNC bayonet mount to accommodate a wide range of prime and 
zoom lenses. A sound stage blimp with built-in controls and an electric Servo-Zoom control 
are optional features. 

THE MITCHELL R-16-S 
The “all-in-one" 16mm single/double system sound camera, featuring a high quality detach¬ 
able amplifier, mirror reflex viewing with TTL light meter and VU meter visible in the 
viewfinder. Crystal-controlled at 24 or 25 fps with variable speeds from 12 through 40 fps. 
Powered by a 12 volt Nicad battery pack in top handle. BNC-type bayonet mount permits use 
of wide range of prime and zoom lenses. 

THE S35RB 

“The Quality Standard 

MAKE NO MISTAKE ABOUT IT — 
MITCHELL STILL MAKES THE 

WORLD’S FINEST PROFESSIONAL 
MOTION PICTURE CAMERAS! 

For Further Information Call or Write: 

MITCHELL 
CAMERA CORPORATION 

of the World” 11630 Tuxford Street, Sun Valley, Calif. 91352 — (213) 768-6400 
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Our exclusive 
Dynatrack16mm 
optical transfer 
delivers 25% 
higher level, 
improved dynamic 
range, 
improved 
clarity. 

Wash. D C. Area Office 
Phone 202 554-7019 

Los Angeles Area Office 
Phone 213 822-6114 
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The NAGRA SNN RECORDER 
COMBINATIONS 

Simplifies Operation—Improves Quality 

LOWERS PRODUCTION COSTS 

SNN Professional 
sync recorder. 

For motion 
picture and 

television 
recordings 

Conventional 
mixing. Use with 

any standard 
fixed or portable 

microphone mixer 

SNN with 
SMR hand held 
manual mixer 
with microphone 
on boom 

Automatic mixing 
using lavalier type 

microphone 

SNN with 
SMR hand held 
manual mixer 
with microphone 
attached 

Automatic mixing 
with microphone 

on stand 

BOOM MIXING WITH AUTOMATIC LEVEL CONTROL 

United States Distribution — Service — Sales 

NAGRA MAGNETIC RECORDERS, INC. 
19 WEST 44th STREET, ROOM 715 • NEW YORK, NEW YORK 10036 • (212) 661-8066 

WEST COAST SALES-SERVICE & TECHNICAL CENTER 

RYDER MAGNETIC SALES CORP. 
1147 NORTH VINE STREET • HOLLYWOOD, CALIFORNIA 90038 • (213) 469-6391 

AVAILABLE IN CANADA BRAUN ELECTRIC CANADA, LTD. 
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[ 
By ANTON WILSON 

CINEMA WORKSHOP 
AUDIO BASICS — II 

A good sound recordist knows the 
basic frequency range of both his sub¬ 
ject and any unwanted noises. Armed 
with this knowledge, the soundperson 
can usually employ filters to reduce the 
noise without affecting the subject. 
Rather than plunging into a theoretical 
discourse, a common example will 
probably best explain this principle. 

An interview is taking place in an of¬ 
fice. The subject is obviously the 
human voice which has a frequency re¬ 
sponse of about 150 Hz to 3,000 Hz with 
the most significant information 
occurring in the 300 Hz to 2,000 Hz 
range. Now for a look at the noise in the 
room. Objectionable noises emanat¬ 
ing from within the room can usually be 
eliminated. Refrigerators, fans, air 
conditioners, etc. can be temporarily 
turned off. In most cases, then, the 
noise is coming from outside the room. 
Under these circumstances, the noise 
is almost always comprised of low- 
frequency components in the 
subaudible (10 Hz) to 150 Hz range. 
This is due to the transmission of low 
frequencies by the walls of a building. 
Because of the great mass of the walls, 
the higher frequencies will bounce off 
and be reflected. Very strong low fre¬ 
quencies, however, can cause the walls 
to vibrate or resonate, and these low 
tones or rumbles can be transmitted to 
the most interior areas of a structure. 

Most people who live in an apart¬ 
ment house have experienced this phe¬ 
nomenon when a next-door-neighbor 

is playing a hi-fi unit loudly. Often the 
melody, most of the instruments, and 
vocals are inaudible, and the tune is 
unrecognizable; however, the rhythm 
and beat of the bass drum and bass 
guitar is quite distinguishable. The 
walls between the apartments will 
reflect or absorb the higher fre¬ 
quencies, yet the very low frequencies 
will cause the wall to vibrate, and those 
low frequencies will be transmitted into 
the next apartment. In many cases a 
good neighbor need not lower the over¬ 
all volume of his hi-fi but merely lower 
his bass control. This is also why a port¬ 
able AM radio can usually be cranked 
up quite loud without offending neigh¬ 
bors. The portable AM radio has vir¬ 
tually no low-frequency components, 
and assuming windows are closed, 
most of the AM sound will not leave the 
room. The conclusion here is that most 
noises reaching the room from outside 
will be low frequencies. 

Now, back to our interview. The 
frequency range of speech is about 150 
Hz to 3,000 Hz. Human speech has very 
little content below 150 Hz, yet this 
range (10 Hz to 150 Hz) is exactly that of 
the outside noise. It should be obvious 
that a filter which severely reduces 
those frequencies below 200 Hz will 
have little or no effect on speech, yet 
will drastically reduce low-frequency 
noise reaching the recording room. 
Almost all professional recorders, both 
single- and double-system, employ 
some form of low-frequency atten¬ 
uation for exactly this purpose. Some¬ 
times called roll-off or speech-music 

controls, these switches will provide a 
flat response in the normal or “music” 
position, while offering a reasonable 
amount of low-frequency attenuation in 
the roll-off or “speech” position. 

FIGURE I represents the actual 
group of curves for the NAGRA SL re¬ 
corder. The “speech” position begins 
to attenuate at 200 Hz, but is only -2db 
down at 90 Hz, and will, thus, have vir¬ 
tually no effect on audible speech 
quality. Yet this curve provides -8db of 
attenuation at 50 Hz, which should 
reduce low frequency noises and 
rumbles quite effectively. The three 
curves marked “S & LFA” (speech and 
low-frequency attenuation), “M & LFA” 
(music and low-frequency atten¬ 
uation), and “roll off” appear quite 
severe, but in reality, the effect on 
speech quality is relatively subtle. In 
any of those three positions, the quality 
of speech is only altered by an almost 
imperceptible loss of the “bassy” 
aspect of the male voice. A higher fe¬ 
male voice is hardly affected at all. 
While these three filters begin to roll off 
at 2,000 Hz, they are only 3db down at 
350 Hz and do not have a great effect 
on the major portion of the speech 
spectrum. However, in the sub-speech 
area, they provide an enormous 
amount of low-frequency attenuation. 
The roll-off position is most effective 
with almost 10 db of reduction at 100 
Hz, and about 20 db at 30 Hz. 

A recent assignment included re¬ 
cording inside a house. Outside, a bull¬ 
dozer was busily at work and although 
closing all the windows dampened 
most of the noise, the low-frequency 
rumbles almost shook the house. 
Switching in the “roll-off” filter 
rendered the bulldozer almost 
inaudible. 

In many cases the low-frequency 
filtering can be done when transferring 
the tape. However, where the low- 
frequency noise is quite severe, it could 
drive the tape into overload and dis¬ 
tortion and under these circumstances 
the filtering should be done before the 
recording process. 

The sound recordist should also be 
aware of the final format of his sound 
track, such as optical or magnetic, and 
the gauge of the print. We will discuss 
the importance of this next month. ■ 

FIGURE 1 — Low-frequency filter curves for a two-track Nagra recorder. 



Trade up to a CP-16/A 
and save up to $3990! 
Good news for small TV stations, 
freelance news/documentary 
cameramen and young 
independent filmmakers! 

Our extremely popular 
Bicentennial Trade-In Special is 
extended until December 31, 1976. 

You can still trade in any 16mm 
camera you presently own — no 
matter how old, whatever its 
condition — for a brand new 
CP-16/A (with built-in Crystasound 
amplifier) and save $1250 off list. 
Or $1000 off on a standard CP-16. 

Spectacular savings on 
camera/lens packages. 

And, for the 
first time, we 
are able to 
include in our 
camera/lens 
offer two 
outstanding 
Angenieux 
zoom lenses 
with Automatic 

Iris Control at truly spectacular 
savings! 

For example, trade in any 16mm 
camera together with lens for a 
brand new CP-16/A and Angenieux 
9.5-95mm AV30 DA lens (with 
Automatic Iris Control). And, as an 
added bonus, we include a front- 
mounted VU meter at no extra 
charge. You save $3990 off list! 

Study the discount chart and pick 
the package deal that suits 
you best. 

Trade in any 16mm camera and lens ... 

0 

PURCHASE: 
O 

CP-16 (Code #1C216) 

with one of the lenses 
listed below: 

CP-16/A (Code #1C272) 

with one of the lenses | 

listed below: 

YOU PAY 
ONLY: 

YOU SAVE: 
(off list) 

YOU PAY 
ONLY: 

YOU SAVE: 
(off list) 

with 
Angenieux 9.5-95mm 
AV30 DA Zoom Lens 
(Automatic Iris Control) 

$6835 $3575 $7685 $3990 

with 
Angenieux 12-120mm 
AV30 DA Zoom Lens 
(Automatic Iris Control) 

$6105 $2875 $6955 $3290 

with 
Angenieux 12-120mm 
AV30 Zoom Lens 

$5915 $1325 $6765 $1575 

with 
Angenieux 9.5-57mm 
AV30 Zoom Lens 

$6210 $1525 $7060 $1775 

Consider. For a mere $190 extra 
you can now have a camera/lens 
package with the Angenieux 
12-120mm AV30 DA lens with 
Automatic Iris Control (instead of 
the standard 12-120mm zoom). 

Plus two-year warranty 
and free "loaner." 

This special offer is covered by an 
extended two-year factory 
warranty on all mechanical and 
electronic components when you 
purchase your camera from your 
authorized local CP-16 dealer. 

Your local dealer will also 
provide you with a free CP-16 
'Moaner" for any down time on a 
warranty-covered repair. 

NOTE: When you purchase a CP-16/A 
with either one of the Automatic Iris 
Control lenses, 
we include the 
front-mounted 
VU meter 
(Code 
at no additional 
charge. 

Special Magnetic Head 
Trade-In Offer 

Trade in any professional 16mm 
magnetic head for a 3XL-IAZ 
magnetic head (with individual 
record and playback azimuth 
adjustment) at the special price of 
$270! 

See your local CP-16 dealer now. And save! 

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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^GEVAERJ^ AGFA-GEVAERT 

Agfa-Gevaert. 
Big reels in the film world. 
Professionals in film and TV production 
the world over know that Agfa-Gevaert is 
a big name in the business. And they 
know why. 

Consistently superior color quality and 
reliability make Agfa-Gevaert a favorite 
from Teterboro to Timbuktu. From camera 
to release print, the Agfa-Gevaert 
reputation is behind every reel of film. 

That’s one reason why Agfa-Gevaert 
was chosen to supply and service the 
Olympic Games in Munich and the 1976 
Winter Olympics in Innsbruck. Their 
totally integrated programs and systems 

complement each other to meet the most 
diverse needs of filming and production 
techniques. 

And we’re not only big in reputation, 
we’re big in size, too. With 27 factories in 
the United States, Europe, South America 
and Asia, Agfa-Gevaert is one of the 
world’s largest manufacturers of 
photo-technical products. In addition, we 
have an extensive network of subsidiaries 
and agencies spanning the 5 continents. 
And if that’s not enough to convince you, 
here are a few more hard facts: our 
latest figures show annual sales: 

$1,124,300,000; research budget: 
$69,000,000, or 6.1 % of our sales; and 
personnel: over 34,400 employees. 
How’s that for size? 

So wherever in the world your camera 
or production crew is going, go with the 
name you can rely on: Agfa-Gevaert. And 
use a big-reel film company for your 
big-deal films. 

AGFA-GEVAERT, INC. 
275 North St., Teterboro, 
New Jersey 07608 

SYSTEMS FOR PHOTOGRAPHY • MOTION PICTURES • GRAPHIC ARTS • RADIOGRAPHY • VISUAL ARTS • REPROGRAPHY • MAGNETIC RECORDING 

16.80 
Color Negative Film 

T 5.61 
Black-and-White Print Film 

Offices 
around the world. 

Service facilities 
throughout the United States. 

T 9.85 
Color Positive Print Film 

T9.02 
Color Reversal Print Film 
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DON’T RENTU 
UNLESS YOU’RE PREPARED 

TO OWN IT. 

It's that good. And 
that flexible. As a con¬ 
ventional f/2.212-120mnn 
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 tol millimeter(!) 
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 
Professional Motion Picfure 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 for 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  

COMPANY     

ADDRESS  
/^i-rv/ PTATr 7ID 

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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The All FOCUSING 
Quartz 
Location 
V • 1 > • 

Two 
Focusing 

Spot Lights 

One 
Focusing 
Fill Light 

(Broad) 

The AERO-KIT 
... ideal for 
on-location 

filming 
and still 

photography. 

Compact enough to slide under an airplane seat or fit easily 
in the trunk of a small car. 
The compact AERO-KIT, which weighs less than 31 lbs., includes two 
focusing spot lights with two detachable rotating four-way barndoors; one 
focusing fill light with integral four-way barndoors; two scrims; three 10 ft. 
long three-wire cables (with in-line switches); three 15 ft. long three-wire 
extension cables; one gator grip; three professional-type stainless steel 
light stands; and a sturdy aluminum carrying case, measuring only 
GVa" x 12" x 26V2". 
The light stands (10 ft. high when fully extended, 
and 24" high when telescoped) are specially 
designed with adjustable legs which permit easy 
and stable placement of the light stands on 
uneven ground surfaces. 
The two focusing spots and focusing fill 
light (equipped with new and improved 
quartz lamp sockets which are extremely 
heat resistant) operate at 120-volts 
AC/DC with 600-watt lamps, and can 
also be used with 250-watt lamps for 
30-volt battery operation. 

For further information,please write to: 

LI OOFtF>OFt A~TIOIM 

Technology In The Service Of Creativity 

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

THE BOOKSHELF 
By GEORGE L. GEORGE 

FANTASY AND FEAR 

The horror thriller is an ever popular 
genre, based mainly on the premise 
that people like to be frightened, re¬ 
assured in the assumption of their own 
safety. 

Ed Naha’s HORRORS: FROM 
SCREEN TO SCREAM is a good ex¬ 
ample of the versatility of the fear 
experience. It is an exhaustive listing of 
hundreds of the most celebrated spine- 
chilling movies of all times, each aptly 
summarized and abundantly illus¬ 
trated. (Avon $4.95) 

Exploring the King Kong/Fay Wray 
syndrome in THE GIRL IN THE HAIRY 
PAW, editors Ronald Gottesman and 
Harry M. Geduld have collected an 
intriguing set of stories — factual, fic¬ 
tional, far-out — that offer a fascinat¬ 
ing documentation of the movie and its 
after-effects. (Avon $5.95) 

In THE HORROR PEOPLE, John 
Brosnan surveys the history and tech¬ 
nique of the thriller film with revealing 
interviews of directors, cameramen, 
producers, performers, and special 
effects technicians. Data on oldtime 
masters of the craft and vivid illus¬ 
trations round out an entertaining and 
informative book. (St. Martin’s $11.95) 

Martin Tropp’s general study of the 
power of the human mind to create its 
own terrors, MARY SHELLEY’S MON¬ 
STER: THE STORY OF FRANKEN¬ 
STEIN, deals extensively with filmo- 
logical references to the creature’s 
varied embodiments. (Houghton-Mifflin 
$7.95) 

Testing the memory and wisdom of 
horror fans, THE WORLD’S GREAT¬ 
EST MONSTER QUIZ, by Dan Car- 
linsky and Edwin Goodgold, offers 
many challenging and astute ques¬ 
tions, ranging from the obvious to the 
arcane. (Berkley $1.25) 

A unique source of comprehensive 
information, ENCYCLOPEDIA OF 
MYSTERY AND DETECTION deals 
with everyone and everything of sig¬ 
nificance in this fictional genre. Listing 
over 600 separate items, Chris Stein- 
brenner and Otto Penzler include a 
broad filmology in their effective and 
knowledgeable reference book. 
(McGraw-Hill $19.95) 

LITERATURE OF THE FILM 

Published screenplays of outstand¬ 
ing films make for stimulating and 
educational reading. The current crop 
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includes Ingmar Bergman’s latest 
movie, FACE TO FACE, which fares 
well in print with its engrossing story of 
a woman psychiatrist considering 
suicide as a way out of harrowing 
mental upheavals. (Pantheon 
$7.95/1.95) 

The script of French director Alain 
Resnais’ STAVISKY combines Jorge 
Semprun’s elegantly ironic screenplay 
with a lengthy interview where Resnais 
discusses the relationship of historic 
facts to their cinematic interpretation. 
(Viking $3.25) 

The “auteur” theory of filmmaking, 
assigning to the director the author¬ 
ship of the film, passes the acid test 
with Franpois Truffaut’s THE STORY 
OF ADELE H. and Michelangelo An¬ 
tonioni’s THE PASSENGER. (Grove 
$2.45 ea.) 

Joan Tewkesbury, who collaborated 
with director Robert Altman on the 
scripts of Nashville and Thieves Like 
Us, discusses with Chicago’s Colum¬ 
bia College students her craft and the 
nature of her professional relationship 
with Altman in A CONVERSATION 
ABOUT SCREENWRITING WITH 
JOAN TEWKESBURY. (Columbia 
College) 

A collection of film reviews by 
Pauline Kael, REELING, is criticism at 
its best — fearless, well informed, 
sensitive, literate and healthily contro¬ 
versial. Included is her celebrated New 
Yorker piece, “On the Future of 
Movies”, where she takes on the Holly¬ 
wood system with no holds barred. 
(Little, Brown $12.95) 

The inspired lunacy of Monty Py¬ 
thon’s Flying Circus, which kept both 
film and TV audiences on the brink of 
hilarious collapse, can be found in THE 
BRAND NEW MONTY PYTHON BOK, 
a sampling of new illustrated material 
where satire, absurdity and zaniness 
mix in freewheeling humor. (Regnery 
$10.95) 

A bibliographical guide to cinema as 
art and entertainment, LITERATURE 
OF THE FILM by Alan R. Dyment 
covers relevant books in the English 
language published between 1936 and 
1970. Ten categories include over 1300 
entries in such areas as history, 
personalities, techniques, scripts, and 
industry, further subdivided into 
specific subjects. Each entry is compe¬ 
tently and briefly annotated. (Gale $35.) 

Archival film material in the special 
collection of the University of Southern 
California is compiled in PRIMARY 
CINEMA RESOURCES by Christopher 

Wheaton and Richard Jewell. This 
scholarly and useful reference work is a 
detailed index to screenplays, inter¬ 
views and other documents gathered 
by USC, and available there for 
research. (G.K. Hall $21.) 

HOLLYWOOD, MY HOLLYWOODI 

Robert Parrish rose from child actor 
in Chaplin’s City Lights to Oscar- 
winning editor for Body and Soul and 
eventually director of such movies as 
Casino Royale. His lively memoir, 
GROWING UP IN HOLLYWOOD, is an 
exciting cavalcade told with a fine yarn¬ 
spinning gift. (Harcourt Brace Jovan- 
ovich $10.) 

For 28 years, AP man Jim Bacon 
covered Film City. His HOLLYWOOD IS 
A FOUR-LETTER TOWN is a factual, 
gossipy and often outrageous summing 
up of his intimacy with the scene. 
(Regnery $8.95) 

FILM AND THE LAW 

The legal side of film production can 
often be more demanding than its ar¬ 
tistic aspects. Four recent volumes 
published by the Practising Law Insti¬ 
tute (810 Seventh Ave., NYC 10019) 
cover many areas where procedural 
contention has impeded the movie¬ 
making process. 

In LEGAL AND BUSINESS PROB¬ 
LEMS OF THE MOTION PICTURE 
INDUSTRY, significant materials have 
been collected concerning literary 
property, partnership agreements, 
completion bonds and other pertinent 
cases. In LEGAL AND BUSINESS 
PROBLEMS OF FINANCING MO¬ 
TION PICTURES, tax shelters, copy¬ 
right mortgages, production agree¬ 
ments and similar items offer inde¬ 
pendent moviemakers valuable prece¬ 
dents in law. (PLI $20. ea.) 

In PACKAGING FOR TELEVISION 
AND MOTION PICTURES, enter¬ 
tainment industry producers and 
lawyers will find cases involving ABC, 
MGM, Universal, Warner Bros, in the 
procurement of filmed packages for 
television. The broader field of media is 
covered in COMMUNICATION LAW 
1975, encompassing such related fields 
as freedom of speech, prior restraint 
and censorship. (PLI $20. ea.) 

A widespread legal problem is dis¬ 
cussed in Ken Sutak’s THE GREAT 
MOTION PICTURE SOUNDTRACK 
ROBBERY. Against a body of opinion 
holding that such piracy has never 
been covered by copyright law, Mr. 
Sutak argues cogently for a Federal 
statute on a clearly outlined practical 
basis. (Shoe String Press $10.) ■ 

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 44tn Street, New York 
New York 10036 (212) 582-1681 

Western United States: 

KEM Editing Systems Inc. 
6253 Hollywood Blvd, Hollywood 
California 90028 (213) 461-4143 
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Only one can be best. In vital editing 

equipment/ look at the true picture. 

M-85A 

M-86A 

1. The only truly FLICKERLESS 

picture head in production. 

2. Tme-prcved Moviola engineering 

and construction quality 

3. Tme-proved Moviola dependability. 

4. Moviola world-wide factory service. 

5. ...and Moviola will still be around years 

from now to back up our equipment! 

magnasync moviola 

A Subsidiary of Craig Corporation 

5539 RIVERTON AVENUE, NORTH HOLLYWOOD, CALIFORNIA 91601/(213) 877-2791 
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„ PSI Film Laboratory 
now offers 24-lumr senrice to the inknringetties. 

TUCSON AUSTIN 

MEMPHIS NEW ORLEANS 

OMAHA HOUSTON 

DENVER 

ST. LOUIS 

BIRMINGHAM 

KANSAS CITY 

MOBILE 

ATLANTA 

TULSA PHOENIX 

One of the reasons we have satisfied customers in all the cities listed above 
is our promise of 24'hour service — if you can get your film to an airport, chances are 
PSI can get it back to you within 24 hours. No matter where you happen to be. 

We offer one-day tum-around service for processing and dailies on the entire 
family of 16mm Ektachrome films, and the new 7247-5247 Eastman Color Negative. 
Two working days “in-house” on clean, sharp, beautifully color corrected first trial 
prints with optical sound. And, of course, Super 8mm reduction printing. How can 
we promise service like that? 

We have one of the most modem processing and printing facilities in the 
country. We have one of the most experienced staffs. And, we Ve got America’s 
largest airport just up the road. So, we can fly film to any city that makes connection 
with D/FW Regional Airport. Including the one near you. I 

Want to hear more? Call one of our 
Customer Service Representatives, toll 
free at 800'527'3188.(In Texas,800-492-5108.)^ ^ PSI Film Laboratory, inc. 

Call now, and see what a difference a 3011 Diamond Park Dr. 

day makes.. .when you fly PSI. 75247 
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THE END OF HALF YOUR NEWS AND 
DOCUMENTARY PROBLEMS. 

THE END OF THE OTHER HALF. 

456 W 55th St New York. 10019 (212)757-6977 
SALES-SERVICE-RENTAL 
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CAMERA MART 
THE CAMERA MART INC 

It’s hard to think of any phase of motion pictures that 
spends as much upon its equipment as 
ning for television. With 
sws or documentaries, 
e smallest mistake in 
oosing equipment can 
ike you miss the biggest 
)ry; the smallest malfunc- 
>n can leave you high 
d dry, without a second 
ance. 
At Camera Mart, we under 
ind. So we don’t give 
oblems a fighting chance. 
3 start with the widest 
riety of equipment 

But having the right equipment, as you’ve probably heard us 
ay, only puts you halfway home. The other half is people— 
elpful, knowledgeable, even dedicated. People like ours. 
When you work with Camera Mart, you’ll find our service isn’t 

ist lip service. Rent or lease, and you’ll be taking out equipment 

that’s fanatically maintained—inspected and tested to factory 
standards before and after each use. Buy from us, and don’t be 
surprised to find your carton open. Unless you instruct us other¬ 
wise, we’ll fully inspect it and test it ourselves, to be sure you’re 
getting the performance you deserve. 

Whether you’re looking 
for advice —or the most 
for your money —see 
the people who’ve put 
together more TV news 
and documentary 
packages than anyone 
else in the world. Write 

or call Shelly Brown or 
Herb Browning. 

1*1 
especially designed for TV filming. Cameras, lenses and 

accessories. Tripods, shoulder braces and 
car mounts. Sun guns and lightweight lights. 

Even a complete mobile! No matter 
what you prefer, or how many in 
your crew, we have it off-the- 
shelf, and ready to go. 

When you’re cutting 
your footage against a 
tight deadline, you can 
rely on us, too. For the 

latest flatbed. Synchro¬ 
nizers. Viewers. Dubbers. 

Right down to splic¬ 
ing tape, leaders, 

markers and gloves. 



Sachtler GmbH 
Filmtechnische Gerate 
OsterwaldstraBe 10 
8000 Munchen 40 
Telefon 0 89/3640 65 
Telex 215340 
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! 



Does the fact 
that MPL is a complete 
16mm laboratory under 
one roof have any special 

advantage for you? 

The answer is YES. 

It has very special advantages 
for you because: 
1. It assures you that your 
film will receive personal 
attention from the time it 
reaches MPL to the time it is 
completed and returned to 
you. 
2. It assures you that your 
film will have the uniformity 
of quality which depends on 
its being handled by a single, 
unified organization. (MPL 
doesn’t farm out your film 
like “piece work” to other 
labs.) 

3. It assures you top speed 
in getting your work done 
because first to last all the 

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

(901)774-4944 

work on your film is done 
right here. 

There are very few com¬ 
plete 16mm laboratories in this 
country. MPL is one of them. 
MPL is the fastest-growing 
16mm laboratory in America. 
There must be a reason. 

Our services include: 
Processing/Printing/Editorial 
/Titling / Scripting/Sound / 
Optical Effects/VTR to film/ 
Super 8mm Prints. 

MPL stands ready to 
serve yoft. Send us your film 
today! 

AMERICAN CINEMATOGRAPHER, AUGUST 1976 857 



PROBLEM: You’ve got to shoot under 
fluorescents, mixed lighting or outdoor 
extremes...eolor must be perfect. 
Don’t expect an ordinary color 
temperature meter that reads only 
blue and red light to give you 
accurate filtration under such 
difficult—yet everyday—conditions. 
There’s only one that can. The new 
Spectra® Tricolor "Meter. 

The Tricolor is a full- 
spectrum professional color meter. 
It measures all three primary colors: 
blue, red, and green. Touch the 
trigger, and the dual meter needles 
instantly lock in on the values. Then, 
just read the correct filtration on a 
handy pocket computer card. 

It works in any light — 
indoors, outdoors, mixed ambients 
—with any color film. Anywhere, because it’s battery powered and lightweight. 

Whether you shoot stills (especially for graphic arts reproduction), motion 
pictures or TV, you can rely on the Tricolor to solve 

any color balance problem. 
It’s from Spectra, the company that 

won an Academy Award for the Tricolor 
principle and whose exposure meters are 
the standard for accuracy in all major 
movie studios. 

Ask your photo dealer for a demo, 
or write for Lit/Pak 4, Ehrenreich Photo- 
Optical Industries, Inc., Woodbury, N.Y. 
11797. USB 

SOLUTION: The new Spectra Tricolor 
Meter gives you precise corrective 
filtration, in any light. 



Iota-Light. More 
than just a new light 
its a new lighting 
concept. Compact 
1000,750 and 500- 

watt quartz lighting with an 
integral system of lightweight 
modular mounting and light 
control components. Provid¬ 
ing almost limitless location 
flexibility. 

With Iota-Light a room is 
more than just an area to be 

lit: it becomes part of the lighting system. 
A system where three walls can 

be lit smoothly and evenly from 
a single light mounted on 
the fourth wall. Or four walls, 

ceiling and floor 
can be covere< 

from a corner. 

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

softlight. 

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

Snap-together flags and 
reflectors snap onto flexible arms. 

Bright, soft umbrella locks into 
light without accessories. 

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

y Stacks on stand or clamp. 

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

x to fit a kit or canvas 
pouch that loops 

over the belt, 
lofind out more about 

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

your Lowel dealer or send for 
our brochure. 

"TM Pat. Pend. 

421 West j34th Street, New York 10019 (212) 245-6744 



The Sennheiser MKH 415 Super-Cardiod 
Condenser Microphone ^ 

The Sennheiser MKH 815 
Shotgun Condenser Microphone 

AFTER WE SAY 
THIS IS THE 
INDUSTRY'S MOST 
WIDELY-USED 
MICROPHONE. 
WHAT ELSE CAN 
WE SAY? 

We can tell you that its sister microphone, the MKH 415, provides 
semi-shotgun performance for closer-range applications such 

as reporting, in-studio recording and close-miking With its ultra-flat 
response, complete freedom from proximity effect, low noise, high 
output and overload resistance, the MKH 415 offers equal perform¬ 
ance and only slightly less directionality than the industry-standard 
MKH 815 

Call or write us, and we II tell you even more. About our condenser 
lavalier microphone, dynamic microphones with condenser 
response, wireless microphones and more If you think all this sounds 
good, wait til you hear how it really sounds 

Sennheiser Electronic Corporation, 10 W 37th Street, New York, 
N Y 10018 (212) 239-0190 Manufacturing Plant: Bissendorf, 
Hannover, West Germany 
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rent all your equipment there 
from Arri in Munich 

If you’re shooting anywhere in Europe it makes 
sense to rent from ARRI’S Rental Department in 
Munich. Because you’ll save time and money . . . 
eliminate Customs hassels . . . duty charges and 
expensive air freight. Simply pick up your equipment 
when you need it, return it when you’re ready. And 
should there be a problem—we’re right there with 
factory back-up! 
What do we have? Everything! One of the largest, 

best maintained inventories in Europe . . . cameras 
and accessories . . . sound equipment . . . lighting 
and grip equipment . . . generators . . . helicopters. 
. . . laboratory services . . . sound stages . . . editing 
rooms. So, if you’re shooting in Europe—a multi¬ 
million dollar feature or a low budget documen¬ 
tary—rent the best of everything there from ARRI’S 
Rental Department. And take a ‘load’ off your mind. 

RENTAL 
CATALOGUE 

Write for FREE catalog of Arri rental equipment: □ camera and accessories □ lighting □ sound □ grips 
□ helicopter service □ laboratory □ sound stages □ complete editing rooms 

ARNOLD&RICHTER KG/Rental Department 
Contact: Heinz Feldhaus / 
8 Munich 40 West Germany, Turkenstrasse 89 ■ Phone 3809306, 3809316, Telex 524317 arri d 
or Arriflex Company of America, Woodside, N.Y. 11377 □ Phone (212) 932-3403 



We’ve qoioe along 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 
RESEARCH 
CORP. 
Since 1947 
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Generators and Lights by Southern 
CASPER TRACKING VEHICLE by SOUTHERN SAM-MIGHTY CRANE by SOUTHERN 

The same outstanding equipment, operated by our enthusiastic technicians, 
with super service and back-up* is available to you. 

*The service and back-up are precisely the same if you just need 4 Pups and a Basher for one day! 

Contact Geoff Smith or Terry Walters 

SOUTHERN LIGHTING ASSOCIATES Ltd 
112 Cricklewood Lane, Cricklewood, London NW2 2DP. Tel: (01) 452 5477. Telex: 21430. Cables: Samcine London 

H A MEMBER OF THE SAMUELSON FILM SERVICE GROUP OF COMPANIES 
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PREPARING “THE PREPARATORY” 
The writer/director of the picture that won both the A.S.C. College 
Cinematography Award and the Academy Award for Best Student Dramatic 

By TERENCE CAHALAN Film talks about the challenges and creative opportunities it presented 

“THE PREPARATORY” is the story 
of a young high school boy’s first days 
in a Catholic boarding school and of 
how he is forced to become hardened 
to the insensitivity of his fellow stu¬ 
dents and his teachers. Though most 
people could identify with the themes of 
the film, the environment of this 

Production Manager Ben Weissman levels 
the camera for Cinematographer Philip 
Earl, Jr. in preparation for a crane shot 
during the filming of “THE PREPARA¬ 
TORY”. 

particular boarding school was a world 
that very few people were familiar with. 
Nothing could be out of place or the 
unique world of the film would be de¬ 
stroyed. For this reason the crew of the 
film had to become almost authorities 
on the subject of Catholic boarding 
schools in order to re-create the look of 
the place. Though most people who 
see the movie think we found a real 
boarding school like the one in the film, 
actually we chose to redecorate nearby 
locations for our specific needs. 

Every detail mattered: the insti¬ 
tutional architecture, the ever-present 
crucifixes and statues of Mary, the 
black and grey dress code, the winter 

light filtering through the dark cor¬ 
ridors and classrooms. 

The use of color alone was a chal¬ 
lenge. In order to create the colorless 
world of the school we decided to limit 
our palette to black, grey and white, 
except for flesh-tones. For this reason 
the clothes had to be dyed, and the 
props and sets carefully chosen. We 
even painted the outside wall of a build¬ 
ing with grey rottenstone, which, inci¬ 
dentally, is very useful for greying- 
down props and sets, since it washes 
off easily. The production managers, 
Pat Tooke and Ben Weissman, were 
wonderful the way they rounded up all 
of these things without paying for most 
of them, since our meager budget 
could afford practically nothing out¬ 
side of raw stock and processing. 

Our most unusual production prob¬ 
lem came in a scene where the main 
character sits in a classroom watching 
another boy tape one of a moth’s wings 
down to a desk in order to force the in¬ 
sect to beat itself gradually to death in 
its efforts to escape. Since we didn’t 
want to torture a moth to death, we had 
to find another way to simulate this 
scene. We found that, if you take a 
dead moth and inject it with hot liquid 
(in our case the coffee on the set), it 
becomes pliable enough to flap wildly 
when shot with a jet of air. Of course, 

then our fine soundperson on the film, 
Barbara Cohen, had the ridiculous job 
of trying to find the sound of a moth 
beating itself against a desk. Believe 
me, that’s a lot more difficult than it 
sounds. 

Our biggest production scene, how¬ 
ever, was of the entire student body 
assembling in the dining hall for break¬ 
fast. We had to dress a mob of boys ac¬ 
cording to the regulation dress code, 
pin their hair back so that it would look 
short, stage them in a manner so that 
no one would get hurt as they scurried 
to their seats, and then teach them to 
recite a Latin prayer before they sat 
down to eat. 

The methods I used to stage this 
scene were ones which I used con¬ 
tinually in group scenes throughout the 
movie and which are used quite often in 
theater. There were several rather vio¬ 
lent group scenes in the film, such as 
the catching of the moth, the struggle 
on a staircase, and the most difficult 
scene of all in the film — the fight in the 
shower room. In all of these scenes I 
first blocked in the main characters, 
having them go through their move¬ 
ments in slow-motion without any 
feeling at all. Then more and more 
characters were added, until the entire 
ensemble was moving in 9 pattern that 
Continued on Page 930 

Writer/Director Terence Cahalan (foreground) drew from his own experiences to re-create a 
completely credible representation of a very specific life situation. He handles the subject 
matter with incisive insight, profound sensitivity and a high degree of professional skill. The 
ambitious production was shot over a five-month period by an all-student crew of the Univer¬ 
sity of Southern California Cinema Department. 



(LEFT) A light moment during the film’s hectic shooting schedule. (CENTER) Director Cahalan does a makeup job on the hand of the main 
character, Kelly Ward, using stage blood. (RIGHT) The crew prepares for a take. (Left to right:) Terence Cahalan (Director), Philip Earl, Jr. 
(Cinematographer), Ben Weissman (Production Manager), Barbara Cohen (Sound). (BELOW LEFT) The crew prepares the jib arm with 
counterweights for a crane shot. (CENTER) Director Cahalan demonstrates the staging of a fight. (RIGHT) The actors perform the fight for a 
take. 

Frame blow-ups from “THE PREPARATORY”. (LEFT) Breakfast of the entire student body in the refectory, the most complicated sequence in 
the film. (CENTER) With great subtlety, Kelly Ward plays a “new boy” in a Catholic boarding school. (RIGHT) The opening sequence takes 
place in the Sacristy and is one long moving camera shot in which a group of boys try to capture a moth. 

(LEFT) Daytime interior of a classroom was lit with bounce light. The windows were covered with shelving paper to create the effect of an 
overcast day. (CENTER) The same room with low-key lighting for a dusk effect. (RIGHT) The shower sequence climaxes with the main char¬ 
acter’s last attempt to escape. (BELOW) Night exteriors of the school were shot at the “magic hour”. 



PHOTOGRAPHING “THE PREPARATORY” 

By PHILIP EARL, JR. 

Behind the camera on an outstanding student film, as described by the 
winner of the coveted A.S.C. Award for Best College Cinematography 

(ABOVE RIGHT) Philip Earl, Jr., Graduate Student of the U.S.C. Cinema Department, shoots a scene for “THE PREPARATORY”. (BELOW 
LEFT) Lining up the camera for the intricate and demanding shower room sequence. (RIGHT) The director explains the complex action 
pattern, which involves tormenting the main character and finally tripping him so that he sails through the air. The young actors rehearsed the 
action numerous times in slow-motion in order to perfect the choreography, before attempting it at normal speed. 

“THE PREPARATORY” was pro¬ 
duced at DSC as a graduate film proj¬ 
ect. It was written and directed by 
fellow student, Terry Cahalan. The film 
was shot over a five-month period by a 
crew of six students on a budget of 
$1,700. All the camera, sound and 
editing equipment was provided by the 
school. 

The film concerns a sensitive boy 
and his hardships at a Catholic prepar¬ 
atory school. It was important that the 
school have a “look” that corres¬ 
ponded directly with the dark theme of 
the story. Isolated outside the city, the 
school was to appear prison-like, a 
colorless claustrophobic environment. 
The interior was to be comprised of 
barely lighted rooms and hallways. 
Outside, it was winter and the sky was a 
gloomy grey overcast. 

Terry and I decided that none of the 
interiors should have a “lit” look to 
them. In other words, it should appear 
as if the main source of light was 
coming from the windows. A flat light¬ 
ing style was decided upon and, as a 
result, bounce light was used for all the 
day interiors. Generally, IK’s were 
rigged on polecats and bounced off the 
ceiling. Most of the time, however, the 
ceilings were brown or beige in color, 
so that we usually had to gaffer-tape 
large white cards to them in order to 
get a white bounce light. This gave the 
room a soft fill and, because the lights 
were all rigged overhead, there was 
plenty of room to maneuver about for 
various setups. I also used 4K Mole 
soft lights for fill from the camera 
position, which worked very nicely, 
since the overhead lighting caused a 

slight eye shadow problem. 
Using bounce light exclusively, and 

the fact that some of the rooms were 
quite large, I was dealing with rather 
low lighting intensities most of the time 
— around 80 footcandles. This meant I 
had to opt for the faster EF-7242 over 
ECO-7252. Even so, we were shooting 
at f/2.8 most of the time. Of course, the 
lower intensities meant a much more 
comfortable working environment for 

the cast and the crew. The film was 
post-flashed to reduce the contrast of 
the original and looked nearly like ECO 
in the final print, as far as graininess 
and contrast are concerned. 

After much scouting, no one on the 
crew could find a school that fit our 
requirements. Consequently, most of 
the locations were judiciously picked 
from buildings on the USC campus it¬ 
self. We were forced to cover the 



windows with some kind of diffusion 
material so that normal student activity 
wouldn’t be seen while we were shoot¬ 
ing. 

In keeping with the cold winter look, 
we let the windows “burn” out a little 
compared to the rest of the interior, 
giving the impression of an overcast 
day exterior. We experimented with 
various materials for diffusion — tis¬ 
sue paper, white shelving paper and 
rottenstone powder mixed with water. 

The first scene with windows that we 
filmed was the large dining room se¬ 
quence. In this instance, rottenstone 
was applied to the glass for diffusion. 
The south side of the room, however, 
had tons of direct sunlight pouring 
through — not the overcast look we 
wanted. An enormous tarpaulin was 
obtained and rigged outside the 
windows which successfully shaded the 
sun. Unfortunately, a tremendous wind 
came up as soon as it was rigged and 
the tarp acted like a giant sail. It took 
six people to hold it down during takes. 

The rottenstone mixture took a very 
long time to apply, so in the classroom 
sequence, we decided to use white 
shelving paper for window diffusion. 
The windows were completely covered 
the night before filming. When we 
arrived the next day, we discovered 
that since the windows were on the 
shady side of the building, most of the 
light was blocked off. We quickly ran 
over to the Cinema Department’s 
sound stage and brought back two 5K 
seniors to boost the light from the out¬ 
side. This did the trick and, from the in¬ 
side, the windows had the right winter 
look to them. 

For night interiors, when a “no light” 
effect was required, Rosco Tough 
Booster Blue was placed on the lights. 
This gel raised the color temperature 
900° and gave the scene a slightly blue 
cast. An ungelled lamp was also used 
in order to appear as an off-screen 
source, such as light from another 
room or moonlight. Cucalorises were 
placed in front of the lights to break up 
and dapple the light. These techniques 
produced a rather convincing night 
interior. 

In one sequence, the exterior of the 
school is seen at night. In the scene, 
students are turning out their bedroom 
lights, as a bell sounds. I decided to 
shoot the scene dusk-for-night. The 
idea was to film at the “magic hour” 
without an 85 filter. This caused the 
evening sky to provide a soft blue fill 
light on the building. Tungsten lights 
were placed inside the rooms and 
pointed towards slightly opened 
Venetian blinds which reflected the 
light to the camera position on the 
Continued on Page 931 

Blue gels and cucalorises (to break up the flat expanse of light with mottled shadow pat¬ 
terns) were hung in front of 5K lamps to light the close shots for night exterior sequence. The 
establishing long shot was filmed at the “magic hour” without an 85 filter. This caused the 
evening sky to provide a soft blue fill-light on the building. Tungsten lights were placed in¬ 
side the rooms and pointed towards slightly opened Venetian blinds, which reflected the light 
to the camera position. 

Cinematographer Earl operates the Milliken high-speed camera, used in the shower room 
sequence to make the main character appear to be floating through the air after he has been 
tripped by the school bully. The slow-motion effect is used legitimately here to emphasize 
the look of anguish on the boy’s face and the impact of his body hitting the hard floor. 



THE FILMING OF “DAWN FLIGHT” 
Two young film-makers take to the skies with soaring imagination 
and extraordinary technical ingenuity to produce a stunning short 

By LAWRENCE M. LANSBURGH subject that ends up garnering them an Academy Award nomination 

It was the first shot of the day, and in¬ 
visible teeth were gnawing at me, tell¬ 
ing me something was going to 
happen. 

“Leave yourself plenty of margin for 
error,” I had told our young pilot. “We 
can make it look dangerous in the 
cutting room.” 

In our story, the main character is on 
a mountaintop watching the sailplanes 
soaring and riding the air currents. 
Then a mysterious red sailplane 
appears and dives straight at him. The 
red glider is supposed to come very 
close, but to pull up just in time. 

We split into two crews that day. My 
crew left early in the morning by four- 
wheel-drive vehicles. It was a pound¬ 
ing two-hour drive up an old stage¬ 
coach road to our location in the craggy 
palisades above Calistoga, California. 

My brother, Brian Lansburgh, was in 
charge of the crew at the glider port 
down in the valley. Once we got to the 
top of the mountain, we planned to hide 
our crew and equipment until Brian was 
finished with all the air-to-ground 
photography in the sequence. Then I’d 
break out the cameras and shoot the 
attack from the ground. I was not 
planning to shoot the first pass 
because Brian had mounted a remote 
Continued overleaf 

Lawrence M. Lansburgh (left), writer-director-editor of “DAWN FLIGHT” and his brother, 
Brian Lansburgh, Director of Photography, second unit director and the mechanical genius 
who devised all sorts of exotic mounts and remote camera controls for the filming. Their 
father, famed veteran film-maker Larry Lansburgh, has the right to be extremely proud of his 
sons for their superb achievement in combining dramatic artistry with next-to-impossibie 
technical skill. 

(LEFT) Larry Lansburgh and stunt pilot Barry Jacobsen filming a landing sequence. (CENTER) Cinematographer Brian Lansburgh and stunt 
pilot Tim O’Neal prepare to film the Phantom’s point-of-view during his aerial attack on The Flier. Light skydiver’s goggles allow Lansburgh to 
look through the finder of the Arri-S without causing any light leak. Since the plane is flown without a canopy, goggles are necessary to 
prevent tears and, worse, bug strikes. (RIGHT) Clowning between takes, star actor Denis Arndt and Larry actually established a close rapport 
during filming. 

(LEFT) Professional actor Denis Arndt, although a highly experienced pilot of conventional aircraft and helicopters, had never flown a sail¬ 
plane (glider) before the filming of “DAWN FLIGHT”, but after only a few hours of instruction, piloted the craft through intricate aerobatics like 
an old pro. (CENTER) Denis and George Bernstein prepare to take off in their respective sailplanes. Larry will run with Arndt’s wing, keeping 
the plane level for the first few yards of the takeoff roll. (RIGHT) Toward the end of the film, The Flier, for the first time, maneuvers into position 
behind the red sailplane of The Phantom. 



(LEFT) In a daringly provocative one-to-one confrontation, The Flier stands boldly on a mountaintop, defying the Phantom to chop him in half 
with his red sailplane. Thus challenged, his attacker misses him by a good 15 feet. (RIGHT) As The Flier stand his ground to face The 
Phantom’s strafing pass, Brian Lansburgh films the action with an Arriflex 16BL. Associate producer Claire Wiles stands by to end slate. The 
magazine of the camera is covered with a red knit cap, so that the pilot can see the camera and line up on it. 

(LEFT) Brian poses with chief pilot George Bernstein (wearing blonde wig for doubling purposes), actor/pilot Denis Arndt, and stunt pilot Tim 
O’Neal (foreground). (CENTER) Larry, Bernstein, Arndt and script supervisor Elaine Hamilton involved in a last-minute briefing before the 
two pilots take to the air. Bernstein will double for The Phantom, flying the red sailplane in the background. (RIGHT) Arndt, who did all his own 
flying, prepares to take off with the Arri-S nose-mounted on his sailplane. 

(LEFT) Larry readies the Nagra for a sync-sound take, while 
Brian grabs a quick still before manning the Arri 16BL. (RIGHT) 
Brian and Larry shown in the atmospheric set they built to serve 
as the home of The Flier. At top left is the glider fuselage which 
serves as his bed. 

(LEFT) John Randall holds his 
helmet-mounted K-100 camera in 
preparation for free-fall filming. 
(RIGHT) Randall and pilot Tim Sal- 
tonstall in the Cessna 180, prior to 
6000-foot leap. 



(LEFT) A few last-minute adjustments and the Arri-S on the nose-mount is ready to be rolled 
out for launching. (RIGHT) The Arri-S in the foreground and the Nagra III lashed into place 
behind the pilot’s seat. This was the combination used to shoot a few sync-sound scenes in 
the air, later looped. Pilot/actor Denis Arndt had his hands full flying, acting, and running 
camera and sound. 

camera on the tail of the red ship. 
But thinking it over, I realized that the 

small, black GSAP gun camera would 
probably not show up. We stretched a 
sync cable from the Arri-BL to the 
Nagra, hid behind a rock, and waited. 

Our glider pilot released from the 
tow plane high above us. Something 
occasionally happens to fighter pilots 
called “target fixation.” A pilot on a 
strafing run may concentrate so intently 
on his target that he flies right into the 
ground. It does not make any dif¬ 
ference if it is a jet fighter or a sail¬ 
plane. 

The pilot was eager to give us a 
spectacular take. With his adrenalin 
glands pumping away, he concen¬ 
trated on his target and went into a 
steep dive from half-a-mile out. 

I fingered the switch on the Arri. I 
could hear the sailplane slicing through 
the air, getting closer and picking up 
speed. 

I started to roll, and our actor began 
to run along the ridge as the sailplane 
came at him. His performance for the 
camera quickly turned into a dive for 
the dirt to save his life. The instant he 
was flat on the ground, the 100 mph 
missile aimed at his back roared over 
him — three feet above the grass. 

The pilot pulled out of his dive with 
so much speed that the engineless air¬ 
craft climbed almost three hundred feet 
on momentum alone. There is no way 
we could have created that shot in the 
cutting room. 

At dusk we came off the mountain 
quietly thankful. Another day on the 
filming of “DAWN FLIGHT” — and no 

one had been hurt. 

Prologue to “Dawn Flight” 

Our central problem in “DAWN 
FLIGHT” was the same one everybody 
who makes a picture must face. We 
had to get our ideas clearly and strong¬ 
ly onto the screen. 

“DAWN FLIGHT” is a character 
study. It is a close look at a man who 
has an obsession with flying sail¬ 
planes. His obsession leads him to dis¬ 
cover something very basic about him¬ 
self. 

Because our character is a flier, we 
had to study him in his element, the 
sky. Even if our budget had allowed us 
to use sound stages and rear screen 
projection, we would not have done it. 
We wanted the crispness and realism 
of a man sitting in an aluminum and 
plexiglass cocoon a mile above the 
earth. 

With the prospect of doing an 
aviation picture on a small budget, we 
began to plan. 

Preparing for Battle 

We spent four months in pre- 
production for a 211/2-minute picture. 
We chose Pope Valley, California, for 
most of our shooting. Its little airstrip is 
a long way from everywhere and is nes¬ 
tled in ideal country. You can swing a 
camera 360 degrees and end up with a 
fine background. 

But getting our idea onto the screen 
without running out of money depend¬ 
ed on a few of the right people and 
some technological innovation. 

We used a tiny crew. I wrote the 

script and directed and cut the picture. 
Brian photographed, directed second 
unit, and handled all the technical and 
mechanical aspects of the production. 
The two of us have a lot of overlapping 
skills, so sometimes the boundaries 
between jobs were pretty fluid. 

One job neither of us did was financ¬ 
ing. We left that up to the picture’s 
associate producer, Claire Wiles. Once 
she got the backing, she did not stop 
there. Claire has a very fine sense of 
what contributes to the thrust of a story 
and what does not. Her suggestions 
during screenwriting and editing 
helped to maintain a clear perspective 
on what we were trying to accomplish. 
She even found time on location to 
shoot some production stills. 

We also needed an overall produc¬ 
tion assistant with certain exotic skills. 
John Randall was our man. He has a 
unit manager’s talent for organization, 
and can also squeeze his head into a 
helmet with a camera on it and hurl 
himself out of an airplane. On the way 
down, filming other parachutists fall¬ 
ing at 120 mph, he gets shots that are 
more beautifully composed, and a lot 
steadier, than most of us get on the 
ground with a tripod under the cam¬ 
era. 

Elaine Hamilton, a former airport 
manager’s assistant eager to escape a 
desk job, signed on as script super¬ 
visor. She did a wonderful job her first 
time out. 

Our ideas could not have made it to 
the screen without sailplanes and su¬ 
perb pilots to fly them. We found every¬ 
thing (except our close-call pilot on the 
mountaintop) at Bud Murphy’s Sky¬ 
sailing Airport in Fremont, California. 
Bud was a blessing. He understood our 
logistical and budget problems. Air¬ 
craft and pilots were always ready. 

Finally, we needed someone for the 
part of The Flier. We did not want to 
direct an amateur actor in a complex 
role, no matter how great a pilot the 
amateur might be. There was only one 
man we would settle for, so casting was 
easy. 

Denis Arndt is both a film and a stage 
actor, skilled in Shakespeare and 
inventive with O’Neill. He has a voice 
that can knock hats off in the back of 
the hall, but he has the wisdom to play it 
small in a tight closeup. Denis also has 
five hundred hours in airplanes and six 
thousand hours in helicopters. If he 
could keep his presence of mind while 
he was being shot at in Vietnam, per¬ 
haps he could act and fly at the same 
time. Denis worked on the character of 
The Flier for four months. Just before 
production started, we gave him a few 
hours of glider instruction. Almost 
immediately he was flying formation 
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aerobatics. We were right. Denis would 
do. 

How To Get All the Coverage You 
Need, A Mile Above the Ground 

As “Dawn Flight” opens, The Flier is 
the object of a gut-wrenching aerial 
pursuit. No matter what violent maneu¬ 
vers he tries, he cannot get rid of a 
mysterious red sailplane flying right 
behind him. The Flier has no idea who 
the other pilot is. Neither does the 
audience. The opening chase is an 
emergency, and we needed thorough 
coverage for plenty of quick cuts. 

Brian solved the coverage problem. 
He covered our sailplanes with remote 
cameras. Denis turned them on and off 
with a switch in the cockpit. The all¬ 
aluminum construction of Bud 
Murphy’s Schweitzer 1-26 gliders made 
them perfect for mounting remote 
cameras. Brian put cameras on the 
nose, the top of the tail, at the wingtips, 
and halfway out the right wing. When 
we see Denis in the cockpit, it is clear 
he is a real pilot. 

We used four types of remotes on 
“DAWN FLIGHT”. We had a Kodak K- 
100, two N-9 gun cameras, and three 
GSAP gun cameras. The GSAP’s were 
so old that they had almost turned into 
fossils. But any gun camera, new or 
used, is prone to malfunctions. 

Brian did not allow them to mal¬ 
function. He overhauled and lightened 
all the gun cameras. They were incred¬ 
ibly reliable. The cameras operate on 
24 volts DC and many kinds of bat¬ 
teries can be used. From All-West Bat¬ 
tery in Oakland, we got NiCads that 
were a good balance of size, weight, 
and ampere-hours. 

It is easy to buy nice little 50-foot 
magazines that fit the gun cameras. 
You can get them with everything but 
7247 inside. We shot the picture on 
7247. When Brian said he was going to 
rewind Eastman’s delicate new color 
negative onto special cores, stuff it into 
war surplus magazines, then blow it up 
to 35mm, the experts gave him a long, 
level look, sighed, and stepped out for 
an early lunch. 

But Brian tested like a man 
possessed. During testing and on 
location, he loaded the magazines in a 
special changing box he had built. Un¬ 
like a changing bag, the box did not 
cover the material with lint and dirt. 
Every frame of our remote footage was 
without a scratch or a fleck of dust. 

Our fourth type of remote camera 
was an elderly, and supremely trust¬ 
worthy, Arriflex-S. Brian built a minia¬ 
ture tripod and attached it to the tip of 
the glider’s nose. The weight of a good 
tripod head out there would have af¬ 
fected the balance of the glider; a light 

head would not have been reliable 
under the g-loads Denis created in his 
aerobatic maneuvers. So we put the 
Arri on the tripod, pointed it back at the 
cockpit, and used shims under the 
camera to compose the picture. 

With a 28mm lens on the Arri, Denis’ 
face filled the frame. A 16mm lens 
resulted in a loose closeup with a frag¬ 
ment of horizon in the background. A 
5.9mm lens gave us some splendid 
shots. The camera-to-subject distance 
was almost five feet, enough so that 
Denis’ features were not distorted. On 
the screen we see The Flier enclosed in 
his plexiglass bubble. The mystery sail¬ 
plane is right behind him diving and 
swooping like an angry red wasp, and 
the green horizon of Pope Valley tilts 
wildly in the background. As Denis 
banks, spins and loops, the changing 
light and the strain of g-loads on his 
face give us something that no proc¬ 
ess shot ever could. 

A 120mph Vertical Dolly Shot 

At the end of the opening chase, the 
mysterious pilot in the red sailplane 
forces The Flier into a spin. For this se¬ 
quence we also needed a shot of the 
red ship climbing miraculously away 
from the camera. 

Waiting for an updraft powerful 
enough to make a sailplane climb as if 

it had an engine was out of the ques¬ 
tion. A pullback from the ground with a 
zoom lens would not have looked right, 
since we needed a change of per¬ 
spective, not of focal length. I had 
always wanted to try something, so I 
Continued on Page 898 

The “poor man’s Chapman crane”, de¬ 
signed and built by Brian Lansburgh onto 
his 1961 Ford van, because the film’s ex¬ 
tremely low budget would not stand rental 
of the real thing. 

Wing-mounted in foreground is the remote-controlled panning machine which Brian made 
out of light aluminum stock and “spare electrical gizmos”. Mounted five feet out from the 
fuselage, it carried an N-9 gun camera, switched on remotely from the cockpit by actor/pilot 
Arndt, who also activated the switch to start the camera panning on cue. Brian had set the 
arc and pan speed before flight. 

' 



(LEFT) Aerial view of Aspen, Colorado, a former mining town which, in the summertime, is now a renowned arts and cultural center and, in the 
wintertime, is one of the world’s top ski resorts. Aspen was the site of shooting for a recent John Denver TV special, utilizing both film and 
videotape. (RIGHT) The magnificent Maroon Creek area, where a brook trout life-cycle sequence for the special was filmed. It is typical of the 
majestic vistas abounding in Colorado, which many consider to be the most scenically beautiful state in America. 

(LEFT) Mark and Marty Stouffer, the young film-making team which shot 
wildlife, scenic and skiing sequences for the John Denver special. The 
two brothers, formerly of Santa Barbara, California, have lived and filmed 
in the Aspen area for the past four years, during which time they have be¬ 
come enthusiastic Colorado boosters. (RIGHT) John Denver and Steve 
Weisberg performing inside the huge transparent plastic “dome” which 
was erected as a locale for the intimate concert featured in the show. Art 
Director Ken Johnson and his assistant, Chris Westlund, cleverly decor¬ 
ated the interior to simulate springtime, though winter raged just out¬ 
side. 

(LEFT) Valerie Harper, John Denver, Olivia Newton-John, Steve Martin and John Sommers perform during the show. (RIGHT) Colorful light¬ 
ing enlivened night sequences shot inside the dome, with videotaping by Compact Video of Hollywood. This musical portion of the show was 
represented not as a full-scale formal concert, but rather as a casual get-together of Denver with his friends and relatives in the area. 



FILM OR VIDEO?...WHY NOT BOTH? 
Using film to shoot sequences for a John Denver TV “special” under 

MARK <?TmiFFFR conditions where videotaping would not have been practical, film-makers J * 0 
s, ou ,^ , learn that the two media can blend smoothly when the execution is correct 

Stouffer Productions Ltd., Aspen, Colorado 

John Denver is an outdoors sort of 
person. When the theme of a television 
special is John situated in his home 
town doing all the things that one does 
in Aspen, Colorado, it is somewhat 
hard to visualize a video camera 
chasing him skiing down the moun¬ 
tain, or shooting an underwater 
sequence of John observing the 
spawning behavior of brook trout in the 
Maroon Creek. 

It wasn’t long before all those in¬ 
volved accepted the fact that the entire 
program could not be shot in video¬ 
tape and, therefore, a film crew would 
have to assist in shooting the 
sequences that required a more mo¬ 
bile camera and crew. 

Thus, we were contacted. An 
operation thriving mainly on the distri¬ 
bution of educational films and oc¬ 
casional contract shooting, we ac¬ 
cepted the offer to work on the project 
wit-h overwhelming enthusiasm. 

My brother, Marty, and I had worked 
with John on several occasions in the 
past, but never had we been asked to 
deliver such important segments of 
such a large-scale production. It defi¬ 
nitely presented an exciting challenge! 

Being somewhat naive to the tech¬ 
nical world of videotape production, we 
were rather surprised to learn of the 
great concern brewing over the idea of 
combining our film with the videotape. 
Having a vested interest, upon hearing 
these doubts, we naturally began to 
take a stand in the defense of good old 
ECO (7252). 

Now, I’m not about to testify to the 
superiority of film over videotape 
because that would be an inaccurate 
testimony. Besides, the last thing I want 
is for all those video experts coming 
back on me and saying that I’m full of 
b.s.! 

Instead, what I would like to stress is 
the fact that under certain circum¬ 
stances, both film and videotape can 
be successfully mixed with little quality 
shift evident. 

Fortunately, in our first attempt we 
happened to combine the proper 
equipment, film stock and expertise to 
yield a winning combination. Perhaps 
from reading this story, you can learn of 
some technique that could very well 
save you a tremendous headache at 
some point in the future. 

I imagine the most important in¬ 
gredient to successful shooting is a 
compatible crew. If everyone is in 

“sync”, it seems that half of the battle is 
won. In this regard, we have nothing 
but praise and admiration for all those 
involved in this project. 

Overseeing the entire event was 
John’s agent, Jerry Weintraub. It was a 
pleasure to meet such a uniquely in¬ 
teresting man. Always a welcome sight 
were the producers, Al Rogers and 
Rich Eustis, along with their walking 
computer and financial wizard, Harry 
Waterson. Working with Harry was 
fellow associate producer, Tom Biener. 
Accomplishing the impossible task of 
keeping all of their business organized 
was veteran to many of John’s specials 
in the past, Nancy Heydorn. Perhaps 
the most important personality of all, 
the one under whom we were to 
operate, was the director, Bill Davis. 
Having never been “directed” before, 
we could not have chosen a more 
pleasant man to work with. With many 
credits to his name (“The Cher Show”, 
“Hee Haw”, etc.), it was a tremendous 
learning experience to work with such a 
universally-liked man. The same could 
be said of the assistant director, Lee 
Bernardi. It should go without saying 
that working with a person as good- 
natured and cooperative as John 
Denver is a director and cameraman’s 
dream. 

Though all of this may seem a bit 
irrelevant to the actual shooting, I can¬ 
not stress how important a compatible 

crew is to the efficient performance of 
each individual involved. 

It was understood that the bulk of the 
program would be shot in videotape 
and only when absolutely necessary 
would they resort to film. It was easy to 
see why we were gradually developing 
an inferiority complex. Several film 
sequences were finally decided upon, 
due to the demanding nature of the 
work, and, as it turned out in the end, 
the time factor forced them to shoot 
additional sequences in film that they 
would have otherwise shot in video¬ 
tape. 

Our first project started several 
months before the major shooting 
schedule began. We were asked to pre¬ 
sent a time-lapse transition of the 
seasons turning from Summer, to Fall, 
and finally, to Winter. Six carefully 
selected scenic areas were chosen, 
each of which would open a new seg¬ 
ment of the program. The plan was for 
the transition to take place through a 
series of dissolves, and on the last shot, 
John would enter the shot giving the 
sequence a somewhat surreal feeling. It 
sounded good and we were willing to 
give it our best effort. No hints were 
given as to how this was to be done. We 
were only asked to do it. So we did. 

Wanting it done in an entirely profes¬ 
sional manner, we eliminated the 
consideration of anything but a per- 
Continued on Page 904 

Singing star John Denver (center) shown with Marty and Mark Stouffer. The three had 
worked together before, but never on a project of such ambitious scope. Since Aspen is 
Denver’s hometown, it was wisely decided to intersperse the musical numbers with 
sequences showing him engaged in a number of colorful activities in his native habitat. Wild¬ 
life sequences added both entertainment and educational value to the presentation. 



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. 

*Pat. Pending 
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Du Art Film Building, 245 W. 55th St.. New York, N.Y. 10019 (212) PL 7-4580 
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WIDENING THE GAP 
IN SOUND TECHNOLOGY 

M m 

The Swinrek Wireless Microphone Sysrems ore purring o lor 
of disronce between rronsmirrer 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 srore-of-rhe-orr solid store cir¬ 
cuitry, Swinrek has developed three new 
sysrems for versatility and adaptability — 
The Mark 6 Hirchiker, rhe Mark 3H (self- 
conroined), and rhe new, broadcast- 
licensable Mark 7. All three sysrems feature 
o mini-sized rronsmirrer weighing only five 
ounces which is capable of being con¬ 
cealed anywhere. The rronsmirrer will ac¬ 
cept any microphone and con phonrom 
power rhe new elecrrer condenser mikes. 
The receivers con be installed on a variety of 

cameras, recorders and video bock packs. Audio modula¬ 
tion, field strength and borrety condirion ore prominenrly 
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 spors and inter¬ 
ference. Swinrek also offers on exclusive 
crystal fronr-end, limiring interference and 
allowing rhe use of rwo or more units 
within SOKhfz and wirhin close proximity. 
So if you find yourself bridging rhe sound 
gap o little roo ofren, look into rhe 
Swinrek Wireless Microphone Sysrems or 
one of rhese exclusive distriburors. For 
pure sound and portability, you 
can't bear Swinrek. 

SWINTEK. 
ALAN GORDON 

ENTERPRISES, INC. 
1400 N. Cohuengo Dlvd. 
Hollywood, Calif. 90028 

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

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

2659 Fondren, Dal las, Texas 75206 (214) 369-1165 
11043 Grarior, Derroir, Michigan 48213 (313) 371-4920 

MODI US CINE LTD. 
7 Easr 47rh Srreer 

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

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



AN AMERICAN FILM INSIIIUTE SEMINAR WITH RICHARD KLINE, ASC 
From “CAMELOT” to "KING KONG" — a discussion of the challenges 
and techniques involved in putting it up there on the silver screen 

As perhaps the most important as¬ 
pect of education for the Fellows in 
training as film-makers, historians and 
critics at its Center for Advanced Film 
Studies, located in Beverly Hills, 
California, the American Film Institute 
sponsors conferences and seminars 
with top technicians and talent of the 
Hollywood film industry. These men 
and women, outstanding profes¬ 
sionals in their respective arts and 
crafts of the Cinema, donate 
generously of their time and expertise 
in order to pass on to the potential 
cinema professionals of tomorrow the 
benefits of their vast and valuable 
experience. 

In keeping with this tradition, 
Cameraman’s Local 659 (IATSE) 
sponsors a continuing series of 
seminars with ace cinematographers. 
These men — both contemporary 
working Directors of Photography and 
some of the now-retired “greats” of the 
past — meet informally with the Fellows 
at Greystone, the magnificent estate 
which is the headquarters of the AFI 
(West), to present valuable information 
on cinematographic techniques and 
answer questions posed to them. Very 
efficiently introducing and moderating 
each of the individual seminars is 

“Emmy” Award-winning Director of 
Photography Howard Schwartz, ASC. 

Through a special arrangement with 
The American Film Institute and Local 
659, American Cinematographer will, 
from time to time, publish excerpted 
transcripts from these seminars, so 
that readers of this publication may 
also receive the benefits of the 
information conveyed. 

The dialogue which follows repre¬ 
sents the essence of the seminar 
featuring Richard H. Kline, ASC. The 
seminar followed a screening of “THE 
TERMINAL MAN”, on which he was 
Director of Photography. 

A “second-generation cameraman”, 
son of veteran cinematographer Benja¬ 
min Kline, ASC, Richard Kline grew up 
in the Hollywood film industry and 
followed the classic progression from 
slate boy to assistant cameraman to 
operator to first cameraman (Director 
of Photography). His feature credits 
include: “GAILY, GAILY”, “CAMELOT” 
(for which he received an Academy 
Award nomination), “THE BOSTON 
STRANGLER”, “THE ANDROMEDA 
STRAIN”, “THE MECHANIC”, “MR. 
MAJESTYK”, “WHEN LEGENDS DIE”, 
“KOTCH” and “MANDINGO”. At this 
writing he is hard at work as Director of 

Director of Photography Richard H. Kline, ASC, checks his lighting overhead, while Director 
Robert Wise lies on the floor to sight a camera angle during the filming of Michael Crichton’s 
“THE ANDROMEDA STRAIN”. This science-fiction “mood” film, replete with unusual 
photographic effects, proved to be a stimulating challenge to the cinematographer. 

Photography on Dino DeLaurentiis’ 
$22,000,000 remake of “KING KONG”. 

In the following discourse, excerpt¬ 
ed from a transcript of his A.F.I. 
seminar, he shares some of his con¬ 
siderable expertise with the young 
cinematographers of tomorrow in resi¬ 
dence as Fellows of the American Film 
Institute: 

QUESTION: How would you describe 
the visual style of the picture we’ve just 
seen, “THE TERMINAL MAN”? 

KLINE: What we tried to get in this film 
was a true monochromatic look, with 
the exception of the last sequence, the 
cemetery sequence. One reason I 
selected this particular film to show you 
is that it was probably my most difficult 
assignment in terms of color control. 
We weren’t searching for beauty. We 
were searching for a sterile look, a lack 
of color. That presented some diffi¬ 
culties, because, first of all, the film 
stock we use exaggerates color. And in 
art direction, so often, they’ll add color 
because the producer has a favorite 
color and he wants to see it. He wants 
to underline color, color, color ... We 
went in the opposite direction on this 
picture, but it’s very difficult to show a 
lack of color when you have sky, trees 
and things like that. Then, too, the 
laboratory sometimes prints color into 
it, and that’s very hard to monitor. So 
this picture gave me many, many prob¬ 
lems. 

QUESTION: But can’t you control the 
color in art direction by getting with 
the designer and gaining his co¬ 
operation? 

KUNE: Sometimes you can and some¬ 
times not. For example, one of the se¬ 
quences for this picture was shot at the 
Arco Tower in the central part of Los 
Angeles. They had just completed the 
building and were doing the last- 
minute touch-up. So on the day before 
shooting, they brought in a bunch of 
trees and planters with colored flowers. 
They thought we would want that when 
we went in to shoot. We had one hell of 
a time getting rid of it, and that’s where 
the studio almost didn’t back us up. 
They said, “Oh, the hell with it. Put a 
little color in. It’s all right. ” They finally 
did back us up, but they had to be con¬ 
vinced. We were very strict in main¬ 
taining our concept and controlling 
things to achieve a lack of color. 
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QUESTION: The only color you were 
interested in was the skin tone? 

KLINE: The skin tone was the only 
color. Occasionally we would put in an 
accent of color — such as a red rose or 
the red tail light of a car. 

QUESTION: At what point did you 
come into the production and start 
working on the concept of lack of 
color? 

KLINE: I had about four weeks of pre- 
production, but I was originally brought 
in two months prior to that for a short 
period to conceive the overall look with 
the director and art director. As you 
know, it takes a long time to draw up 
the plans and build sets. 

QUESTION: In a lot of your closeups, 
compositionally, it seemed that the 
actors were framed off-center. Was 
that part of your visual concept? 

KLINE: Yes. Actually, that kind of 
composition was really inspired by 
Lelouch. He frames that way. But in the 
1.85 aspect ratio or the 2.33 ana- 
mo rphic ratio it’s really awkward if you 
frame somebody dead center in a 
closeup. It’s really a rarity when I think 
it’s correct. You usually have to put 
them off-center a little bit. There are 
some people who say that the cross¬ 
hair should be on the right eye — or the 
left eye. Generally, you lead them the 
way they’re looking. It’s just a matter of 
feel. Composition is largely a matter of 
personal feeling and taste. 

QUESTION: In the operating room se¬ 
quence of this picture, with so many 
white surfaces, obviously you must 
have had some lighting problems. 
Could you talk about whether you were 
using bounce light or a lot of cutters or 

KLINE: Actually, in most cases, the 
white helped — contrary to what you 
might think. I did use some bounce 
light, although not a lot. I tried to keep it 
as shadowless as possible and the 
bounce light naturally helped in that re¬ 
spect. But I also used as much cross- 
light as I could, even though we wanted 
a sterile look. The white walls helped 
fill. We worked at a very low light level 
— we averaged 20 footcandles on the 
whole picture — and, in that way, we 
didn’t get a lot of flare. It’s much easier 
to control a low level of key lighting. 

QUESTION: Did you push the film? 

KLINE: Yes — one-and-a-half stops. 

QUESTION: When you were shooting 

(ABOVE) Wise and Kline on desert location for the opening sequence of “THE AN¬ 
DROMEDA STRAIN”. (BELOW) Dick Kline, a “second generation” cameraman, was, at the 
start of his career, the youngest assistant and operator in the industry. He became a Director 
of Photography at the age of 35, at a time when the average age for that category was closer 
to 60. 

AMERICAN CINEMATOGRAPHER, AUGUST 1976 877 



Kline with Director Joshua Logan on the set of “CAMELOT”, for which he received an Acad¬ 
emy Award nomination for his ethereal cinematography. The objective was to translate the 
famed Broadway musical into motion picture terms — creating cinematic magic, while 
making the castle look slightly used, a little tired and definitely lived-in. It’s a far cry from this 
to his present assignment: “KING KONG”. 

with the zoom lens you must have had 
to use more light, because that’s an f/4 
lens. Isn’t that so? 

KLINE: No, the one we were using was 
f/3 and all you needed was just a little 
more light. I would work with that at 25 
or 30 footcandles. If I could get up to 50 
footcandles with the zoom lens I’d be 
happy, because 50 at f/3 is right on the 
scale. But if I couldn’t do that, then I’d 
let the laboratory print it up. 

QUESTION: Were the hard lenses you 
used high-speed lenses? 

KLINE: Yes, practically all of them were 
high-speed lenses. I must say that 

Panavision has very good ones. 

QUESTION: You mentioned that the 
cemetery sequence was the only one 
with color in it. What was the thought 
behind that? 

KLINE: To kind of make the funeral 
look garish. It was really a pot-shot at 
funerals, a comment by the director. 
That was the reason for it. 

QUESTION: You spoke earlier of trying 
for a shadowless effect, while using as 
much cross-light as possible. How do 
you manage that? 

KLINE: Well, it’s difficult. This is one of 
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the toughest challenges, I think. I guess 
everybody has his own technique, but I 
try to cross-light so that the shadow 
from the main key is thrown out of 
frame. Now you have to contend with 
the fill, and for that I generally use a 
hand-held light — I hold it myself. I just 
put it in a little container and have a 
scrim on it of spun-glass. I hold it right 
in back of the camera, either under the 
lens or above the lens or just over the 
operator’s head. I drive a lot of 
operators crazy with it. And I have a 
little hand flag of solid material that I 
work myself. As the subject comes 
closer I diminish the light with this little 
paddle. Hopefully, the effect ends up 
shadowless, because the shadow is 
thrown directly behind the subject. The 
little light I use is actually an Obie light, 
but hand-held. When I started in the 
industry this was the technique they 
used. And I’ll tell you, judging from 
some of today’s techniques, I think we 
should go back to what they used to do. 
You look at those marvelous films on 
television, the early ones, and they’re 
beautiful. Those cameramen knew how 
to light. They took pride in it, and it 
wasn’t just a lot of flood lighting. I like to 
model light, and they did it in those 
days. Yet, it was full light. They didn’t go 
quite as deep as we can go today 
because they didn’t have the tech¬ 
nology. They didn’t have the instru¬ 
ments that we have. We should take 
advantage of what we have, but still use 
their techniques. They were masters. 

QUESTION: I’d like to ask about what I 
thought was a really interesting 
sequence, the dawn sequence with the 
helicopter on the roof — the fog effect 
and all that. How did you do that? 

KLINE: The location was selected for 
that reason. It was the top of the Arco 
Tower, and it was their air-condi¬ 
tioning units that were creating that 
vapor. We got there in darkness and 
waited for dawn to shoot. The idea was 
to conceal the color of the city. We were 
still trying to keep it black and white. 
The most difficult part of the filming 
was to control those black and white 
and gray color values — or lack of color 
values. 

QUESTION: Could you say something 
about what, from your point of view as 
a cameraman, you want from a director 
in terms of ideas, direction, collabo¬ 
ration? 

KLINE: Well, you just said it — ideas, 
collaboration. I find that quite often 
directors succumb to studio pressure. 
They’ll have fantastic ideas going in, 
and you try to get those ideas on film. 
Then, all of a sudden, the studio will 
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say: “That’s a little dark, or it’s a little 
this, or the framing is off." As for work¬ 
ing together — / like to think of us as a 
team. The cameraman is there to 
service a director, and not to restrict a 
director. If he wants something that 
really is different, then you’ve got to 
find a way of doing it. In the case of 
Michael Hodges on “THE TERMINAL 
MAN”, I think he’s very talented and he 
has integrity. He’s one of the few 
directors I’ve worked with who really 
did stay with his original idea 100% — 
which made it easy for me and the 
other people involved. We could go 
ahead with what we’d originally 
planned and stay with that, as opposed 
to deviating and making adjustments to 
appeal to so-and-so’s taste upstairs or 
someone else. That’s one of the 
dangers of film-making. 

QUESTION: As compared to this pic¬ 
ture, in which you were trying for a lack 
of color, what about a film that was just 
the opposite: “CAMELOT”? Did Jack 
Warner put any pressure on you to 
shoot it a certain way? 

KUNE: That was a completely different 
kind of picture, and on a picture like 
that they don’t bother you, as long as 
they feel that the shots are attractive. 
“CAMELOT” was supposed to be a 
very rich-looking picture — at times, 
even garish. But we didn’t go that far. 
We made it look like an old castle — a 
used, tired castle. Mr. Warner went 
along with that. He was quite co¬ 
operative, I must say. Usually, castles in 
movies are so sterile-looking. They 
don’t look lived-in. 

QUESTION: You said that on “THE 
TERMINAL MAN” you consistently 
pushed the film. Were there any other 
mechanical techniques that you 
utilized full time? 

KLINE: There were some low contrast 
filters used on the exteriors. 

QUESTION: Consistently? 

KLINE: Well, that depends on the lens. 
Each lens dictates a different low 
contrast filter — and, also, the stop has 
a bearing on which filter you use. Since 
low contrast filters in general have 
some diffusing effect, they’re danger¬ 
ous to use in combination with dif¬ 
fusion because the effect is 
compounded. 

QUESTION: You said that you used 
different low contrast filters depend¬ 
ing upon the stop of the lens. Could 
you explain that a little bit? 

KLINE: If you’re working wide open, for 

example, you’ll have a very shallow 
depth-of-field, so the lens itself does, 
perhaps, what a low contrast filter 
would do if you were stopped to f/5.6 or 
f/8. It’s a compensating balance. 

QUESTION: What about the differ¬ 
ence in the focal length of your lens — 
wide angle as opposed to telephoto? 
How do you shift down in using the 
different lenses with the different 
filters? 

KLINE: Each lens has a different 
characteristic, so you have to go by 
sight. There is no rule that can be put 
on paper because, in fact, each 50mm 
lens is different. No two are alike. The 
best way to tell is to make thorough 
tests of the various combinations of 
lenses and low contrast filters. I must 
say that the viewing systems on 
present-day cameras are excellent — 
the Panavision cameras, the XR35, the 
Arriflex 35BL. You can see exactly what 
you’re getting — whereas, before, when 
we had to use rack-over cameras, we 
were really at the mercy of an inferior 
viewing tube. 

QUESTION: Do you shoot extensive 
film tests if you’re going to be filming in 
unusual locations? 

KLINE: Generally, what I do when I’m 

scouting locations is load my Nikon 
with whatever film stock we’ll be using 
to shoot the picture — 5254 or 5247 — 
and have it developed by the lab we’ll 
be using. Then I project my stills and 
this shows me what I’ll be getting. I find 
that this is very helpful to me, because I 
usually scout locations during pre- 
production and then don’t go back 
there to shoot until weeks or months 
later. The slides give me a chance to 
review. Also, I project them for the 
director and art director, and I say, “Is 
this the effect you’re after?” I might try 
several different things — various 
exposures, different compositions — 
but with the Nikon. 

QUESTION: How do you feel about 
flashing film? 

KLINE: I didn’t flash on “THE TERMI¬ 
NAL MAN”. I do flash sometimes, but I 
don’t do it often. I find that I lose con¬ 
trol. I’m at the mercy of the lab when I’m 
flashing. I know there are cameramen 
who flash every foot of film, but I think it 
builds up grain — number one — and 
you lose blacks. Then, again, you often 
find that you’re into some kind of color 
shift. I think it’s dangerous. On the 
other hand, on the picture that I just fin¬ 
ished I did some flashing through a lab 
that I think is sensational, the Radiant 
Continued on Page 933 

While Robert Wise looks on, Dick Kline lines up an angle for “THE ANDROMEDA STRAIN” 
from behind the camera on a helicopter mount at the end of a crane boom. Schooled in clas¬ 
sic cinematography, Kline likes modeled lighting and refers budding cinematographers to 
the old movies on television as an example of how the “masters” used to do it. 
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The words used to describe the charac¬ 
ter of a particular lighting look are fa¬ 
miliar to all. High and low key, soft, 
flat, hard, and shadowless are only a 
few of the more familiar ones. The va¬ 
riety of terms, and the implied grada¬ 
tions inbetween, are the reasons for 
having fifteen types of diffusion media 
in the Rosco Cinegel product line. 

ROLUX, Rosco’s densest material has 
diffusion properties capable of diffusing 
the sun into a nearly shadowless source. 
It makes the illumination from an in¬ 
tense point-source look like “shadow¬ 
less” light. It is used in applications 
ranging from tents for the photography 
of specular items (jewelry, appliances 
and the like) to covering the windows 
on natural locations so that the sun pro¬ 
duces only a soft, diffuse glow. May be 
used as a bounce surface as well. Rolux 
is available in 48" wide rolls of 100 sq. ft. 

SOFT FROST. When you want to elim¬ 
inate the strong shadows in a set, and 
you’re lighting from above, you can dif¬ 
fuse all the lights with one roll of Soft 
Frost stretched over the top of the set. 

Rolux and all the Soft 
Frosts are not de¬ 
signed to be used di¬ 
rectly on hot lights. 
They do not have the 
high-heat resistance 
of the “tough” diffu¬ 
sion filters. 

TOUGH SPUN. A 
tough diffusion filter 
for use on hot lights. 
Diffuses like spun 
glass without the par¬ 
ticle irritation to eyes 
and skin. It won’t char 
or yellow. 

Tough Spun, but is less dense. Both are 
sold in 100 sq. ft. rolls, 48" wide. 

TOUGH SILK is another “hot light” 
diffuser. It gives an effect similar to silk. 
The 100 sq. ft. rolls are 48" wide. 

TOUGH FROST is a non-textured frost 
filter designed for direct application to 
a “hot light”. 

LIGHT TOUGH FROST and OPAL 
TOUGH FROST are two derivatives 
with V2 and !4 of the density of Tough 
Frost respectively. All three Tough 
Frosts come in 100 sq. ft. rolls, 48" wide. 

CINE FROST is a traditional diffusion 
filter on an etched acetate base. It is suf¬ 
ficiently heat stable for use on most 
lights and comes in 100 sq. ft. rolls, 
41" wide. 

Although nominally 3200K, most lights 
tend to produce slightly lower color 
temperatures because of voltage drop 
or reflector aging. 

That’s why we created the “Booster” 
diffusers. 

TOUGH BOOSTER SILK, combining 
Tough Silk and Quarter Booster Blue— 
Diffuses and raises color temperature 
about 300°K. 100 sq. ft. rolls are 54" 
wide. 

TOUGH BOOSTER FROST, combin¬ 
ing Tough Frost and Quarter Booster 
Blue, 100 sq. ft. rolls are 48" wide. 

TOUGH BLUE 50 
FROST, diffuses and 
makes the full cor¬ 
rection of 3200 K to 
daylight. 100 sq. ft. 
rolls are 48" wide. 
Then there is also a 
special diffuser: 
ROSCOMATTE, 
whose extraordinary 
light transmission 
ability is so high that 
it becomes worth¬ 
while to put up with 
its brittleness. Only 
available in 20"x24" 
sheets. Must be 
handled with care. 

Diffusion is utilized to control the 
“shadow-casting” properties of a light 
source. The variety of light sources that 
the cinematographer must deal with 
range from the sun, through the gamut 
of natural conditions, artificial sources 
in luminaries designed for photographic 
use. 

Rosco provides the widest range of dif¬ 
fusion materials available today. 

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

WIDE SOFT FROST is the same as 
Soft Frost but comes in a 150 sq. ft. 
roll, 72" wide. 

Soft Frost is roughly Vi the density of 
Rolux. 
1/2 DENSITY SOFT FROST is about 
half of that. Soft Frosts are sold in 100 
sq. ft. rolls, 54" wide. 

LIGHT TOUGH SPUN is similar to 

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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Whenever there’s something new from 
Cine 60, you know it’s going to be something 
that helps you do a lot more, for a lot less. And 
these new products are no exceptions: 

We’ve done it again with battery power. 
Now, there’s a line of Cine 60 Power Packs to 
give you the same kind of rechargeable, 
nickel-cadmium performance and reliability 
as our popular Power Belts. Available in 6-30 
volts and up to 7 ampere-hour capacity, to 
match the power requirements of motion 
picture cameras, portable videotape systems 
and sun guns. Use it on a belt, shoulder strap 
or tucked in a pocket. 

We’ve done it again with a very light light. 
Adjustable from spot to flood, our new, com¬ 
pact sun gun features a swing-away filter 
holder that’s a boon to TV and documentary 
filmmakers. Accepting 150-, 250-, and 350- 
watt screw-in quartz bulbs, the Cine 60 sun 
gun comes in two models: “A’,’ with removable 
handle, for mounting on camera or light stand 
and ”B;’ with extra-long handle and storage 
for spare bulb. 

We’ve done it again with a very versatile pod. 
The new Combi Pod, designed especially for 
portable video and super-8 cameras, reflects 
over a decade of experience in making 
popular shoulder pods for cameras like Arri, 
Bolex, Eclair and many others. Weighing in at 
less than 2 pounds (!), the Combi Pod features 
comfortable rubber-cushioned shoulder and 
waist pads, plus a universal ball joint, for easy 
leveling. Folds quickly and compactly, for 
easy packing, too. 

We’d like to tell you more... about these and 
the many other Cine 60 innovations. Call or 
write for catalog and prices. 

AMD AGAIN. 

I INCORPORATED 

630 Ninth Avenue, NewYork 10036 (212) 586-8782 

© 1975, Cine 60, Inc. 
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The other winners (left to right): Actor George Segal presents the Dramatic Award to Terence Cahalan (USC) for “THE PREPARATORY”; 
Animation Director Chuck Jones presents the Animation Award to Richard Jeffries and Mark Kirkland (California Institute of the Arts) for 
“FAME”; Producer David Wolper presents the Documentary Award to Karen Grossman and Richard O’Neill (Adelphi University) for “WHAT 
THE NOTES SAY”; beloved Comedian Groucho Marx presents the Special Jury Award to Lee M. Rhoads, JR. (USC) for “AMERICAN LOVE 
AFFAIR”. 

The Academy of Motion Picture Arts and Sciences presents its 
prestigious awards to this year’s group of talented young film-makers 

Five student films and their makers 
were honored recently by the Acad¬ 
emy of Motion Picture Arts and 
Sciences as recipients of the third 
annual Student Film Awards for dis¬ 
tinguished achievement in cinema. 

The winners were presented Saul 
Bass-designed trophies and cash 
grants of $1,000. Runners-up received 
cash grants of $250 and certificates of 
merit. 

The ceremonies in the Academy’s 
Samuel Goldwyn Theater in Beverly 
Hills, Calif., featured celebrity pre¬ 
senters. Producer David Wolper pre¬ 
sented the Documentary Award. 
Comedian Groucho Marx, who is an 
honorary Oscar recipient, gave out the 
Special Jury Award. Actor George Se¬ 
gal handed out the Dramatic Award. 
Academy Award-winning film editor 
Verna Fields presented the Experi¬ 

mental Award. Chuck Jones, an Oscar- 
winning animator, made the Animation 
Award presentation. 

Academy President Walter Mirisch 
served as the master of ceremonies. He 
introduced Tom Bolger, executive vice 
president of the American Telephone 
and Telegraph Company. The third an¬ 
nual Student Film Awards were co¬ 
sponsored by the Academy Foun¬ 
dation in cooperation with AT&T. 

The Animation Award was won by 
FAME, California Institute of the Arts; 
Richard Jefferies, Mark Kirkland. 
FAME is a graphically-animated film 
made to the song “Fame” by David 
Bowie. 31/2 minutes, 16mm, color. 

The Documentary Award winner was 
WHAT THE NOTES SAY, Adelphi Uni¬ 
versity (N.Y.); Karen Grossman, Rich¬ 
ard O’Neill. Through concerts, indi- 
Continued on Page 932 

(ABOVE RIGHT) The handsome Academy of Motion Picture Arts and Sciences Student Film Award trophy, designed by Saul Bass. (BELOW 
LEFT) The impressive Student Film Awards presentation ceremony was held in the Academy’s beautiful new Samuel Goldwyn Theater in 
Beverly Hills, California. (RIGHT) Academy Award-winning Film Editor Verna Fields (“JAWS”) presents the Experimental Award to Joan 
Laine (UCLA) for “AFTER LUMIERE”. 

THE ACADEMY STUDENT FILM AWARDS 



Only Beaulieu builds Super-8 
motion picture cameras to the 
standards usually associated 
with professional 16mm 
cameras like Eclair and ARR1. 
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 



Nobody cares 
how great it sounds 
in our anechoic 
chamber! 

We’ll stack our Sentry 111 specifications 
against anyone else. And we’ll easily meet or 
exceed the claims we make for it. But winning 
the “spec race” is not the point. 

What is important is what Sentry III 
does in your studio...your control room. And 
no lab tests can duplicate the problem. Only 
real studios, actual day-to-day operations, and 
those highly sensitive testing instruments 
known as recording engineers, producers, and 
directors. 

The results are in, and they are well 
worth sharing. From studios in Chicago, New 
York, Nashville, and Los Angeles of course. 
And important stops in between. Comments 
that reflect how well the Sentry III meets 
actual studio needs. 

One constant theme: everyone in the 
control room hears the same sound with 
Sentry III...everyone judges the same balance. 
It’s because Sentry III has unusually wide 
dispersion. It also doesn’t have “lobes” at 
different frequencies like a multi-cell. Nor on- 
axis beaming like older horn designs. Instead, 
within the stated coverage angle the balance 
remains effectively constant. A very rare 
attribute. 

Another point: users find that they no 
longer inch up playback levels during the day 
due to listener fatigue. The Sentry’s clean 
sound also helps their accuracy in later re-mix 
sessions. And they add that with Sentry III 
they can more easily hear internal voices... they 
can really hear what’s going down. 

There’s positive comment, too, about 
our bass end, with flat response to 40 Hz, down 
3 dB. Or to 28 Hz with our SEQ equalizer. 
Truly a design that recognizes that each studio 
has its own problems. 

In short, Sentry III works. It’s been 
proven on the job. With continuing field tests 
that turn good theories into better sound. 
Not trick “hi-fi” designs, not re-hashes of old 
techniques, but a complete rethinking of 
studio transducer engineering. Make your studio 
a better place to work with Sentry III today. 

Streeterville Studio, Chicago 

 I 
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Pumpkin Studio, Chicago Sound Market Recording, Chicago 

SENTRY III 
15-inch 3-way system 

$726 suggested professional net. 
SEQ optional 28-Hz equalizer $60. 

Prices slightly higher 
in Western states. 

BeclroTbice. 
◦ pulton company 
Dept. 867AC, 681 Cecil Street 
Buchanan, Michigan 49107 
Canada: Electro-Voice Div., Ontario 
Europe: Electro-Voice, S.A., Nidau, Switzerland 



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 comero 
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 V 55rh Sneer 
New York, N.Y 10019 

(212) 757-6977 

VICTOR DUNCAN, INC. 
200 E. Onrorio, Chicago, Illinois 60611 (012) 321-9406 

2659 Fondren, Dallas, Texas 75206 (214) 369-1165 
11043 Grarior, Derroir, Michigan 48213 (313) 371-4920 

ALAN GORDON 
ENTERPRISES, INC. 

1430 N. Cahuenga Dlvd. 
Hollywood, Calif. 90028 

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



REGIONAL. FIUVI - MAKING 
A plea for films which are not simply produced in distant locations, 
but which reflect the specific character of those areas and people By ARTHUR KNIGHT 

Some years ago I was up in Ishpem- 
ing, Michigan — which is as regional as 
you can get — and Otto Preminger was 
making a film there called “ANATOMY 
OF A MURDER”. The picture was 
being made entirely on location — all 
filmed up in northern Michigan. 
Preminger, as usual, had brought along 
his own Moviolas and crew and the pic¬ 
ture was being edited in one of the 
hotels up there. The film company had 
almost literally taken over Ishpeming — 
which is hardly a feat in itself — but 
could you call “ANATOMY OF A 
MURDER” a regional film? I don’t think 
so. 

Today, more than ever before, film 
companies from Hollywood are moving 
out all over the place. I saw a film the 
other night which had been made in 
Philadelphia. A regional film? I don’t 
think so. Part of the answer, to me, 
about its lack of regionalism is the 
number of pictures that have been 
made recently about the Deep South, 
filmed up around Stockton, California. 
If you can film the Deep South in Stock- 
ton, that doesn’t say much about the re- 
gionality of the movie. If you can film — 
as, Lord knows, they have been doing 
— Westerns in Spain, in Mexico, in 
Israel, every place where there is a 
mountain and some horses, that 
doesn’t make for strong regional film- 
making. What I’m thinking about when I 
talk about regional film is not just the 
fact that a film was made in the North¬ 
west or the Middle West or in the Deep 
South, but it is about the life that takes 
place in those areas. 

Some few years ago I was in Hawaii 
for a film festival and it was a very inter¬ 
esting experience because, along with 
the Festival itself, which had the usual 
complement of films from all over the 
world, there was a little workshop ses¬ 
sion and the people in the workshop — 
a dozen or maybe twenty — were given 
an assignment. They were told to take 
an 8mm or 16mm camera out to the 
zoo near Waikiki and make a film about 
it. I don’t think they were given any 
other direction than that — simply: 
Here’s the accepted area. You can ap¬ 
proach it any way that you want to. 

Well, looking at those dozen or so 
movies, I was struck by one thing very 
strongly. Certainly they did represent 
the personal viewpoints of the people 
who had the movie cameras, but I think 
that, because all of them were from 
Hawaii, they were looking at aspects of 
the zoo that would not probably be the 
same as if the film-makers had come 

onto the Hawaiian shores after just 
docking from Los Angeles. In Los 
Angeles, the film-making, as we know 
it, is very story-oriented. But the people 
who were making these little films in 
Hawaii — even if they did put a story 
wraparound to their visit to the zoo — 
were looking at scenery, were looking 
at mountains, cloud formations, flowers 
in abundance. This was part of the the 
life that they knew and, even in this very 
little experiment, it became clear to me 
that, yes, there was such a thing as an 
“Hawaiian Experience”. 

I think that the thing that is hap¬ 
pening — the thing that I’m so worried 
about — is that there is a kind of 
“homogenizing” that is taking place, 
and has long since taken place, in the 
movies that come from Los Angeles. 
Not that I am in any way putting them 
down, but it is very much like what hap¬ 
pened in England when they decided 
that there was going to be such a thing 
as a BBC accent. Everybody on the 
BBC was going to speak the same way. 
Well, I don’t see why everybody in 
America should be making movies the 
same way, and it seems to me that, 
more and more, we are seeing the 
possibility of an emerging regionalism. 
Lord knows we’ve already seen it in 
Theatre. I think that the most vital 
aspect of Theatre in this country at this 
time is what is happening in the so- 
called “Regional Theatres” that are 
usually clustered around universities in 
the various parts of this vast country. I’d 
like to see the same kind of diversity 
beginning to come into our movies. 
And why not? When you come to think 
of it, this country covers roughly the 
same land mass as Europe, and if you 
stop to think of the European films, 
there is a very distinctive look to the 
French films, a very distinctive look to 
the Italian films, a very distinctive look 
to the German films, the Scandinavian 
films, the films from Czechoslovakia, 
the films from Russia. Each of these 
has its own quality, a quality that I think 
would correspond to the possibility of a 
regional film in this country, if only that 
regionalism could be and were devel¬ 
oped. 

There are themes that are intrinsic to 
the Northwest area of the United 
States. There are themes — and I came 
across several — that could be devel¬ 
oped in Hawaii. There are many, many 
stories that come out of the Deep 
South. There are some stories which 
could take place only in northern Michi¬ 
gan. Why is it left to the film-maker in 

Hollywood — and, to some extent, in 
New York — to move into those areas 
with his predigested scenario that may 
be based on a couple of quick trips to 
Ishpeming or Hawaii or someplace in 
God-forsaken Texas? The whole con¬ 
cept has been tailored to fit over what 
they find down there. The whole crew 
has been assembled and transported 
to wherever the shooting is taking 
place. This is what I question. Oh yes, 
there might be, as a token, photog¬ 
raphy of some of the locals, some of the 
faces that might help provide local 
color, and they might hire some of the 
local truckers to appease the union, but 
that’s about the extent of it, and that 
worries me. 

When I speak of regional films, 
obviously I’m thinking of something 
much broader than the films that come 
only from the major studios. I’m 
thinking about films that will be seen in 
schools, in film festivals, on television, 
and purchased by libraries — all sorts 
of utilizations of film that go far beyond 
what happens in the motion picture 
theatre — and I think of the fact that at 
this moment there are 30,000 students 
in various film schools around the 
country wondering what is going to 
happen to them when they get out of 
school. It seems to me that regional 
film-making is going to be able to call 
upon a great stock of trained young 
people who will be able to move into 
this area and make it meaningful. 

The University of Southern Cali¬ 
fornia, where I teach, has students not 
only from southern California, but from 
all around the country, even all around 
the world. After finishing at U.S.C., 
some of them stay in Los Angeles, but a 
good many of them go back to their 
own areas, their own states, their own 
cities. For the past year or so I’ve been 
doing a lot of lecture work around the 
country, speaking in various univer¬ 
sities, and almost every place I go I find 
that there is at least one former U.S.C. 
student who is on the faculty at that uni¬ 
versity, and also, quite frequently, I find 
that there is at least one film-maker 
who has taken the skills that he was 
taught at U.S.C., such as they are, and 
gone back with them to Boulder, Colo¬ 
rado, to Gainesville, Florida, to good 
old Ishpeming in northern Michigan, 
and begun making films there. For the 
most part, they are making docu¬ 
mentaries. A lot of what they produce 
are travel films made at the request of 
the Department of Tourism of that par¬ 
ticular state. But they are making 
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industrials; they are making com¬ 
mercials; they are making films. There 
are skilled film-makers in these various 
communities. 

I think it is important to stress the fact 
that schools can only teach tech¬ 
niques. They cannot make people 
think; they cannot really make film¬ 
makers. They can really only say to the 
film-maker: “Here are the tools of your 
trade that you will need to express 
yourself. You can’t really express your¬ 
self fully until you have mastered these 
elements of film-making.” 

The vision, however, has to come 
from the film-maker himself — which 
raises the question: “Do we have too 
many students in terms of the avail¬ 
ability of audiences for this kind of film- 
making?” And I find myself feeling, 
more and more, that this is not the case 
— that while 30,000 students are not all 
going to become ardent film-makers, 
many of them will become ardent 
audiences for film, which, I think, is 
useful too. Many of them will become 
teachers. There are dozens of possi¬ 
bilities for former film history and criti¬ 
cism majors, as well as for former film 
production students. 

There are many new areas for film¬ 
makers which lie just ahead — not 
simply theatrical exhibition, not simply 
TV transmission, not even simply the 
use of the cassette and the 16mm reel 
and all of those elements. Super-8 is 
something that is going to have a great 
expansion. The cassette and the video 
disc will offer the possibility of choosing 
your own form of transmission — 
usually through your own television set. 
Cassettes are already available and 
MCA is preparing the disc for dis¬ 
tribution in the not-too-distant future. I 
saw a demonstration of the MCA proc¬ 

Eminent film critic-historian-U.S.C. Cinema 
Professor Arthur Knight addresses the 
Ninth Motion Picture Seminar of the North¬ 
west. 

ess some time ago and it’s very impres¬ 
sive — except for one little thing: The 
subject they chose for their demon¬ 
stration reel was “AIRPORT” and I 
found myself wondering how many 
people are going to want to buy copies 
of “AIRPORT” for their very own. It’s not 
quite like having a Mozart opera on a 
12-inch LP. Maybe twice is enough to 
see “AIRPORT”. 

At the same time, I’m aware that so 
much information can be stored on a 
12-inch video disc; so much can be 
done with it in terms of the educational 
field, filmed material in this enormous 
retrieval package — and that filmed 
material is going to have to come from 
somewhere. 

What about the possibility of satel¬ 
lite transmission? The fact is, the 
experts tell me that within five years, 
possibly ten years, there will be as 
many as 500 channels available to you 
in your own home — which is more 
than I think any of us really need. But 
again, the material to supply those 
channels is going to have to come from 
somewhere. 

Even more immediate is the exis¬ 
tence of multiple channels available 
through cable transmission. As a 
matter of fact, the most standard form 
now seems to be the kind that you have 
in your hotel room, where you call down 
to the desk and tell them you’d like 
Channel 5 or 7 and you pay them $2.00 
and you can get anything from “AIR¬ 
PORT” to “DEEP THROAT” — if you’re 
staying at the right hotel. 

There is this multiplicity of choices 
that is already available to us and which 
is going to be multiplied further to an 
incredible degree as this cable system 
proliferates throughout the country. 
And how marvelous! Besides the local 
football or baseball game coming over 
your transmitter, the visit of a great 
symphony orchestra or a famous phi¬ 
losopher speaking at the local Univer¬ 
sity can be recorded and turned on for 
anyone who wants it. Added to that will 
be the possibility of filming regional 
theatre or the making of regional films. 
The fact is that an expanded audience 
is going to exist out there for this 
material through the cable system. 
They will be actively looking for people 
to make the films that will be trans¬ 
mitted on this multitude of cables, or 
the satellite, as that comes along. 

I really should stop using the word 
“film” because, at this point, for want of 
a better term, “the moving image” 
seems much more realistic. It may be 
film; it may be tape; it may be laser; it 
may be any of a dozen things that lie 
ahead — but, nevertheless, some utili¬ 
zation of a visual medium to convey 
information, entertainment. It all comes 

down to the same thing: getting a pic¬ 
ture out there to us. 

And when that picture becomes as 
immediate as a “Seattle Experience”, 
an “Oregon Experience” or a “North¬ 
west Experience” and this is filmed so 
well that it tells us about the heart of 
this area, then people elsewhere in this 
country will want to know about it, and it 
will be shipped down to Birmingham or 
to New Orleans and will be exchanged 
with another film that has been made 
under the same circumstances by 
young people down there who want to 
tell about the “Southern Experience” to 
the people in the Northwest. 

This interchange can be internation¬ 
al, ultimately, and so exciting. Stop and 
think, just for a moment, of the things 
that we have been seeing from abroad, 
some of the films that we admire so 
much. They are not just the story films; 
the things that we admire tend to be the 
pictures that tell us about a style of life, 
something that says it as specifically 
and immediately as the Apu Trilogy of 
Satyajit Ray. We understand these 
people because he has made them so 
specific. He has filmed them with such 
humanity that their humanity translates 
over to us. 

One of my favorite examples would 
be “PASSPORT TO PIMLICO”, a tiny 
English film made 20 years ago — but 
because it is so delightfully, speci¬ 
fically British it’s able to strike a com¬ 
mon chord. Think of the films of Ing¬ 
mar Bergman; think of the films of 
Kurosawa. The thing that made those 
pictures last, the thing that made them 
acceptable, understandable and loved 
by audiences around the world is the 
fact that they speak of a very specific 
humanity which we, as human beings, 
can all respond to. 

And this, for me, is the hope of the 
future — the media of both film and 
video emphasizing the diversities of 
this great land, not just the similarities. 
The media dramatizing, as only they 
can, the economic and political prob¬ 
lems of the people in the South, the 
people in the East, the people in the 
Northwest — their society, their cul¬ 
ture, their way of life. 

America has often been described 
as a great melting pot. I’d like to see the 
media in this country serve as a great 
“smelting” pot — differentiating, rather 
than homogenizing. For not until we 
begin to appreciate and understand 
these differences can we achieve the 
harmony, the tolerance, and the 
humanity that surpasseth under¬ 
standing. ■ 

(EDITOR’S NOTE: The foregoing has been 
excerpted from a talk given by Arthur Knight 
at the Ninth Motion Picture Seminar of the 
Northwest, held recently in Seattle, Wash¬ 
ington.) 



Eclair* is a trade mark of Eclair International, France 

Which ever one you choose, you've made the right decision. 

It probably isn’t possible to single out one 16mm motion picture camera and say for certain 
that it’s the best in the world. For one thing, Eclair International of France makes more than one 
16mm camera. 

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

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

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

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

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

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

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

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

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

The ACL has a heavy-duty variable speed, crystal controlled motor with speeds of 
8, 12, 24/25, 50 or 75 fps. The new “auto-reflex” function always stops the mirror in the viewing position. 

And the ACL’s “HC Self-Orientable Viewfinder” lets you see things exactly the way the camera sees them, maintaining an 
erect image through a full 360' rotation. 

In addition, the French Eclair ACL features an exclusive new through-the-lens light exposure monitoring device called 
LED 7. The LED 7 system incorporates seven light emitting diodes in the viewfinder which light up to alert you instantly to 
any deviation in exposure level from a given setting. So you can adjust the aperture setting to compensate for changes 
without your eyes ever leaving the viewfinder. 

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

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



Eclair NPR 
■The world-famous 16mm noiseless, 
portable reflex camera precision built in 
France. Features five-second magazine 
change, blimp-free silent running, 
cordless sync sound with crystal control 
motor, automatic clapper system, 
built-in sync-pulse generator, 
registration pin movement, rotating 
finder and eyepiece, extra viewing area 
in finder, spool or core loads up to 400 
feet, adaptable component parts, 
comfortable shoulder-resting and low 
and unobtrusive profile. 

ECAM COMPANY 
6430 Sunset Boulevard • Hollywood, California 90028 • (213) 466-7301 
262 Long Beach Boulevard • Long Beach, N.Y. 11561 • (516) 889-2190 

Eclair ACL 
■ Newest member of the Eclair line. 
Light weight, self-blimped, silent 
professional 16mm camera with 
intermittent pull down claw mechanism, 
hard chrome plated stainless steel gate, 
175° focal plane shutter, oscillating reflex 
mirror, engraved TV ground glass with 
extra field of view around the image, 
built-in gelatin filter holder and many 
other features. 



FIRST ANNUAL WORKING SYMPOSIUM OF THE IMAGEMAKER S ART 
Report on the highly successful “first” of what will, hopefully, 
continue as yearly forums for the exchange of ideas and techniques 
relating to film, videotape and, perhaps, media as yet undiscovered 

In what was billed as the First An¬ 
nual Working Symposium of the 
Imagemakers’ Art, Miami’s Image 
Devices Incorporated presented during 
May a full day’s intensive considera¬ 
tion of the hows and whys of several as¬ 
pects of imagemaking (including film 
and tape). 

The program occupied a Saturday 
from early morning until well after dark 
when the nearly 200 registrants had 
their spirits only slightly dampened by a 
Floridian downpour that arrived in time 
to augment an underwater filming 
demonstration in the Holiday Inn’s 
swimming pool. 

The event actually began the evening 
before with a pleasant cocktail party 
and preview of displayed equipment 
from IDI as well as cooperating manu¬ 
facturers. 

Organization of the affair was 
primarily handled by Bill Reiter, who 
coordinates customer requirements at 
IDI. He was introduced by Dave Hay- 
lock and, in turn, sketched out the day’s 
features — pointing out that since it 
was a “Working” Symposium, the 
audience would be expected to parti¬ 
cipate in a definite “hands on” style, 
leaving their seats to come onto the 
stage area to help push dollies around, 
peer into viewfinders, and, of course, 
ask questions to their hearts’ content. 
All of which they did. 

The enthusiasm with which this 
offering was received seems to indi¬ 
cate a widespread thirst for continuing 
education among young workers in this 
field, as well as the fact that Miami 
seems to be gaining ground as a pro¬ 
duction center. Thus, the IDI intention 
to regularize this beginning into an an¬ 
nual presentation received con¬ 
siderable local applause, including 
offers to lend a hand with the future 
work. As Haylock pointed out in his 
preliminary remarks, it is the IDI 
intention to augment the annual affairs 
with a program of mini-seminars from 
time to time, covering single subjects in 
a less elaborate way. 

Top billing on the technical program 
obviously went to Haskell Wexler, 
multi-talented A.S.C. Member and 
Academy Award winner, who took time 
out from a busy schedule of shooting in 
Jamaica to fly in for the day. His part of 
the program involved working out the 
lighting and shooting of various scenes 
with a set provided and involved the 
assistance of John Barry, sound re- 
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cordist; J.B. Jones, lighting grip; Will 
Williams of IDI as first assistant 
cameraman; various groups of the 
audience as described above; and 
even a Shetland sheepdog who 
dropped in apparently only as an 
auditor. 

Other major participants included 
during the day: Garrett Brown, cinema¬ 
tographer, who demonstrated his new 
camera stabilizer, the STEADICAM-35, 
and showed film made with it; Dick Mil¬ 
lais of Video City who talked about 
film/tape conversion and special 
enhancement procedures; Scott Ran¬ 
som, who covered his activities as a TV 
network documentary filmmaker; Steve 
Tello, news-gathering chief at Miami’s 
WPLG-TV 10, who discussed that sta¬ 
tion’s experiences in moving toward 
electronic news-gathering; Nat Tiffen, 
who shared his expertise on filters for 
cinematography; and Bob Wallace, 
underwater cinematographer, who 
took the day’s-end audience out to the 
pool and demonstrated underwater 
filming and lighting with a most obliging 
and nubile young model. 

Wexler ranged widely across the 
cinematographer’s spectrum of prob¬ 
lems and thoughts but he started with 
an equipment consideration possibly 
designed to gladden the hearts of his 
hosts. He mentioned that at an early 
time of his life he had been a fairly 
serious aficionado of race-car driving 
and went on to say: “Most of you have 
rented cars. One of the things we used 
to do is when we’d go to a strange 
track, we’d rent a Hertz car and take it 
on the track and get acquainted with 
the track (groans from the audience). 

“A lot of times when we rent equip¬ 
ment from equipment houses there’s a 
different attitude towards the equip¬ 
ment than if it were our own. How you 
feel about your equipment is very 
important to what’s up on the screen. It 
doesn’t mean you have to baby it. 
Motion picture cameras are fantastic 
pieces of equipment. A camera is 
simple, yet sometimes if you have trou¬ 
ble with it when you’re on location, it’s 
baffling and almost human. In sound 
it’s probably even more so. You should 
respect your equipment and should 
have an opportunity to check things 
out. You should be able not to think 
about it, which seems contradictory. 
You should be familiar enough with 
your equipment so that your mind isn’t 
so much on the mechanics of the 

device as what’s happening through 
the lens. These are attitudes that you 
can develop over a period of time. 

“Again with this idea of community, 
when you do use equipment from a 
rental agency, remember that some 
poor joker is going to pick up the 
camera you turned in and take the pic¬ 
ture of his life. And because you 
dropped your case, he’s going to lose 
his picture. It’s not just respect for the 
equipment as an inanimate object, but 
for other filmmakers as well. 

“Filmmaking is cooperative. You 
have a crew making a film. If those men 
give you a hard time making that film, 
you’re going to suffer. If you com¬ 
municate to them what you’re trying to 
do and listen to them, you may not 
always agree with them, but you have to 
remember that you can learn from 
them. It is a cooperative thing.” 

At that point, Wexler began an actual 
demonstration of how to light a simple 
scene for motion picture photography, 
carefully placing each light and ex¬ 
plaining its function. 

“There are many ways to look at a 
scene,” he said. “There’s no one way to 
light a scene or compose a scene — no 
right way. There’s a way that pleases 
you. There’s a way that works for the 
scene. The elements that are involved 
include composition, lighting, mood, 
emphasis, camera movement. All these 
elements enter into how you photo¬ 
graph a scene. 

“The light we’re using here would be 
good if it were a little warm. In fact, 
most rooms would look better if the 
color temperature was a little warmer 
than 3200°K. Experiment in the use of 
different colors, slightly warmer ones. 
There are no rules at all. It’s just a 
matter of what pleases you. 

“You have to keep in mind what the 
actors are going to do in a scene and 
where they’re going to go. In this scene 
we’re setting up, if the actress were 
going to get up and go to the door, in all 
likelihood, we would have a follow- 
through light, which would be whiter — 
so that just as she was going out of one 
light, she would be getting into the 
other light, which would line her while 
still preserving the illusion of the room 
lamp as the basic source. The light 
should also be on a lower axis and, as 
she steps forward, you’d get a soft light 
of lesser intensity, assuming that this is 
the only light on in the room, so that 
you’d get some registration on her face. 
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When people go in and out of light the 
feeling of movement is enhanced.” 

QUESTION: Do you believe that the 
audience should feel or sense a light 
direction? 

WEXLER: I just assume they will. I 
assume we are trying to re-create the 
reality of a situation here, although in 
many films it is the intention to totally 
disregard that — the implication being 
that the audience won’t know the dif¬ 
ference. Of course, they won’t know 
you’re using a certain kind of film; they 
won’t know you’re filming with a certain 
kind of camera. It seems that we have 
rationalized that they won’t feel it, but 
they have eyes, too. The main thing to 
remember is that you can’t lose the 
lamp (source) just because you have a 
closeup. It’s always good for a photog¬ 
rapher to show sources of light in the 
scene — windows, lamps, etc. It helps 
the audience understand where the 
source of light is. In a scene like this 
you’d be likely to use diffusion. Again, 
the use of diffusion depends strictly on 
the style of the film and what you want 
to do. On my last picture, “BOUND 
FOR GLORY”, which was a period film, 
I used a lot of diffusion. I shot most of 
the film through a pair of coffee- 
colored pantyhose — but the best 
scene I had was not in the film. It took 
place in a hosiery store while we were 
on location in Stockton, California. I 
told the lady I’d like to see some stock¬ 
ings and some pantyhose. She asked 
what size I wanted and I said, “I don’t 
care. I just want to look through them. ” 
She brought them out to me and it was 
only after I’d been holding them up and 
looking through them that I realized 
what a freak she thought she had on 
her hands. 

Getting back to the matter of dif¬ 
fusion — you can use just about any¬ 

thing. Once I was filming in the rain and 
we had covered the camera with trans¬ 
parent plastic for protection. When I 
saw how great the scene looked with 
the plastic, we just shot it through the 
transparent plastic. It really helped the 
scene. You really learn a lot by making 
mistakes and just by observing. If you 
do use nets, pantyhose or silk stock¬ 
ings for purposes of diffusion, let me 
warn you that you have to be careful of 
working in deep stops or focusing 
close, because all of a sudden you 
might see a whole wire mesh fence 
appear in front of you. Use longer 
lenses and wider apertures, or you’ll 
photograph your diffusion material. 

QUESTION: Which is easier to work 
with — color or black and white? 

WEXLER: Color is much easier to work 
with — no doubt about it. In black and 
white you have to depend upon separ¬ 
ations and the gray scale, but in color 
you can be very bad and still be very 
good. 

QUESTION: Do you see a shift back to 
black and white? 

WEXLER: I like black and white, but I 
don’t think the general public likes it. 
They do prefer color. Also, television 
doesn’t want black and white — and the 
use of it makes residuals difficult to ob¬ 
tain. 

QUESTION: Do you own or rent most 
of your equipment? 

WEXLER: I happen to own a lot of my 
equipment, but I think that’s unusual, 
because equipment is so expensive 
and rental is basically more sensible. 
You can get exactly what you need 
when you rent and you pay for it only 
when you’re using it, and it’s not sitting 

there while you’re paying insurance. 

QUESTION: Do you know about holog¬ 
raphy? 

WEXLER: No, I don’t know much about 
it, but Mark does — so let him tell you. 

At that point, Mark Diamond of Holo- 
grafix, Inc., Miami, took center-stage 
and explained: “The medium that we 
are talking about is a new visual com¬ 
munication medium and the images 
that are stored and played back are 
totally three-dimensional, having total 
depth and parallax. I’m not talking 
about stereo pairs — two images slight¬ 
ly out of phase — I mean an image that 
is a total parallax. You can have the 
same parallax effect as with real 
objects. Sometimes it’s hard to tell what 
is real and what is the hologram. 

“The actual word ‘holography’ or 
‘hologram’ comes from holos, the 
Greek word for whole, and gram, 
meaning ‘message’ — so we have a 
whole or complete message. The main 
difference is that we are recording a lot 
more information than video, stills, etc. 

“In all these methods we utilize an 
optic to focus this light wave that is 
traveling, even if it has three-dimen¬ 
sional information. But we focus this all 
down and flatten it to two-dimensional 
film. In the photographic process we 
are recording two things: varying inten¬ 
sities, light and dark; and their wave 
length, the color. In holography we re¬ 
cord the third vital aspect of the light 
wave and that is space dimension. 
What enables us to do this is that lasers 
are used and the light is phase co¬ 
herent. It is pure and cannot be filtered. 
Being familiar with the parameters of 
the medium, the cost is prohibitive for 
wide use. Holography can take many 
different forms and does not have to be 
Continued on Page 939 

(LEFT) Nearly 200 participants crowd the conference hall during the recent all-day Working Symposium of the Imagemaker’s Art, sponsored 
in Miami, Florida, by Image Devices Incorporated. The session was a practical “hands-on” workshop in film and videotape techniques. 
(RIGHT) Academy Award-winning cinematographer, Haskell Wexler, ASC, uses one of his favorite devices, an umbrella light, to provide soft 
fill for a scene he is lighting by way of demonstration. He was one of several top professionals who were present to share their expertise. 
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Location Lighting Kit Catalog No. 150-002 Pro-Kit IV Catalog No. 150-025 

Qty. Cat. No. Description Qty. Cat. No. Description 

2 100-301 Multi-10 2 100-091 Mini-Pro 
2 118-013 4 Leaf Barndoor 2 104-341 Minibroad 
2 122-141 Single Scrim 3 118-016 4 Leaf Barndoor 
2 122-142 Double Scrim 1 122-133 Single/Double Scrim Set 
2 176-012 1000W, 3200°K, 150 hr. Frosted Lamp* 2 142-011 25' Extension Cord 
3 104-051 Mini-King 1 148-030 Metal Case 
3 118-003 4 Leaf Barndoor 3 152-019 Pro-Stand 
1 148-008 Case 1 156-008 Sky Clip Kit 
2 152-003 Channel Leg Stand 1 156-012 Gaffer Grip 
2 152-019 Pro-Stand 2 176-002 650W, 3200°K, Lamp* 
2 154-027 Adaptall 2 176-092 600W, 3200°K, Lamp* 
1 156-001 Gaffer Grip 
1 156-006 Mitee Grip 
3 176-022 1000W, 3200°K, 500 hr. Frosted Lamp* *220-240 Volt Lamps available upon request 

Features 
New rugged die cast 
aluminum construction. 

Detachable barndoors. 

Constant drag and tilt handle 
permits quick adjustment. 

230 volt lamps available for 
foreign shooting requirements. 

Features 
Custom designed lamp. 

Sweep-focus lever for fast 
spot flood settings. 

Double wall construction 
provides high thermal flow. 

Low cost accessories. 

Easy relamping with swing 
away front door. 

UL listed. 

Mini King Catalog No. 104-051 6" Sweep-Focus Fresnel Catalog No. 100-411 

Accessories Accessories 
Cat. No. Description 
118-003 Four Leaf Barndoor 
152-014 Castered Channel 

Leg Stand 

Cat. No. Description 
118-013 Four Leaf Barndoor 
120-009 Diffusion/Gelatran 

Frame 
122-141 Single Scrim 

122-142 Double Scrim 
122-144 Half Single Scrim 
122-145 Half Double Scrim 
152-004 Channel Leg Stand 

Portable Lighting Equipment by Berkey Colortran 
1015 Chestnut Street, Burbank p-°- Box 5> Burrell Way, Thetford 

California 91502, Tel. 213 843-1200 Photo^Ua Norfolk IP24 3RB, U.K., Tel. Thetford 2484 
For more information write DepartmentAC-876 
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"Rro-Jr. is the best tripod 
in the business.”’ 

PRO-JR. FLUID HEAD. 
Silicone fluid assures 

maximum smoothness. 
Features adjustable tie-down 

screw to balance camera; 
accessible camera-mounting 

knob; panhandle with 
adjustable angle position; 

L-spirit level; 360° pan, 55° 
tilt action backwards and 
forwards. Accommodates 
any camera up to 30 lbs. 

Weight: 11 lbs. 
Fluid Head Complete 

with Swivel Bowl 
and Legs. $675.00. 
Without Legs $550. 

PRO-JR. MINI FLUID HEAD 
Exclusive silicone formula fluid 
assures maximum smoothness. 
360° pan, 55° tilt action 
backwards and forwards. Ball 
leveling. Spirit level. Tilt tension 
adjustment. Positive locks. 
Adjustable tie-down screw to 
balance camera. Accessible 
camera mounting knob; pan 
handle with adjustable angle 
positions. Swivel bowl and top 
tripod casting. Accommodates 
any camera up to 20 lbs. 
Weight 9 lbs. Head complete 
with swivel bowl and Mini-Pro 
Jr. Legs. $450. Mini Fluid Head 
and Pro-Jr. V-Grooved. Legs. 
$495. Without Legs. $375.00. 

After 40 years, 10,000 Pro-Jrs. are still in daily use. 
But over those 40 years we’ve never stopped improving it. And the all-new ball-joint 

heads and V-grooved legs reflect the Pro-Jr.’s continuous improvement in design and 
operation. Pro-Jr. is now all magnesium. To make it the most efficient and most light¬ 
weight tripod ever made. 

Now Pro-Jr. is the strongest, the smoothest and the lightest. And you can't beat the 
price. 

It has an instant leveling swivel bowl that helps you keep the camera level. It elimi¬ 
nates time consuming leg adjustments. And its magnesium fluid drive and friction drive 
heads can be used with all cameras. They’re tough. They’re dependable. They provide 
you with years of trouble-free service. Efficient operation is guaranteed in temperatures 
from 20° below zero through 120° above. 

Find out about the improvements in the Pro-Jr. and you’ll find out why it’s the best 
tripod in the business. 

Available from professional equipment dealers —or direct from F&B/Ceco. 

*Say 64 major equipment dealers throughout the U.S. and 30 foreign countries. 

Other tripod accessories available from F&B/Ceco: 

We want you to come back. 

raicECO 
| THE RENTAL SPECIALISTS 

SALES - SOS DIVISION 

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

F&B/CECO, INC. AC-78' 
Please send me your free brochure showing 
F&B/Ceco’s complete line of tripod equipment. 

Name  ■ 

Firm Name  J 

Address   . i 

City State Zip  I 
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THE CINEMATOGRAPHER AND THE THEATRICAL FEATURE FILM 
A behind-the-scenes view of "Big-league” film-making, presented 
by one of Hollywood’s most skilled and innovative cinematographers 

By CONRAD HALL, ASC 

(EDITOR’S NOTE: The following is 
excerpted from a talk given by Mr. Hall at the 
Ninth Motion Picture Seminar of the 
Northwest, held recently in Seattle, 
Washington.) 

I got started in my present profes¬ 
sion by going to school at the Univer¬ 
sity of Southern California and studying 
film-making there. I didn’t study 
cinematography specifically. I studied 
everything, as a matter of fact. When I 
got out of school I formed a company 
with several students and we worked in 
every category, making documentary 
films, commercials and TV films. Final¬ 
ly we found a story that we decided to 
make into a theatrical film. We bought 
it, wrote the screenplay, raised the 
money and, when it came time to go 
into production, we decided that we 
couldn’t do it by committee any longer 
and that we would have to choose jobs. 
So we wrote “cameraman”, “pro¬ 
ducer” and “director” on three slips of 
paper and put them into a hat and 
passed them around. Jack pulled out 
“producer” and my elder partner, 
Marv, pulled out “director” and I pulled 
out “cameraman” — and that’s how I 
became a cameraman. 

Once you get started doing some¬ 
thing it’s hard to go back and take 
another tack. The important thing is to 
start young and to want it as much as 
breathing. If you have those things in 
mind, you’ll make it, I believe. 

I wasn’t here yesterday, but I under¬ 
stand that you had a demonstration of 
the STEADICAM. I was one of the first 
to use it on a feature, along with Has¬ 
kell Wexler. I’d like to talk a little about 
that piece of equipment from the view¬ 
point of the cinematographer and how 
it will, perhaps, affect film-making in 
the future. 

First of all, it’s a marvelous piece of 
equipment and Garrett Brown has 
really done a good thing in designing it. 
Right now he’s the only person I know 
of who knows how to use it, but as soon 
as there are enough of them for other 
people to try out and get familiar with, 
I’m sure that there will be many virtu¬ 
oso people handling it. 

One thing that could happen, as with 
any new piece of equipment, is that you 
could abuse it. I remember that when 
the zoom lens came out people were 
running it back and forth the full length 
and everything was zooming in and 
zooming out to the point where it 
became a wearisome technique. Soon 

they learned how to conceal the zoom 
effect so that the audience wouldn’t be 
aware of it, and to use it as a “rubber” 
lens, so that just by turning a knob it 
was possible to slightly enlarge or 
tighten the composition, without having 
to move the camera. 

The problem with the STEADICAM 
will be those film directors and camera¬ 
men who will want to use it as a virtu¬ 
oso instrument to make “impossible” 
shots — equating the quality of a shot 
with the difficulty in making it. I’ve 
found that what usually happens in the 
making of these extraordinary shots is 
that the camera will start on an eye¬ 
lash, draw back and follow somebody 
out and end up stepping into a heli¬ 
copter and pulling back to infinity. It 
turns out to be a shot that will last for a 
whole reel of film — or five minutes or 
ten minutes — and when you see it in 
the projection room you are in awe of it. 
It’s incredible! But it’s probably not a 
good storytelling shot and they won’t be 
able to use it in the film — in its original 
form, at least. Therefore, it will get 
chopped up and they will use the be¬ 
ginning of it and the middle (maybe) 
and the end of it, intercutting it with 
something else. Meanwhile, the time 
that it took to make that virtuoso shot 
will slow production down instead of 
speeding it up. In the final analysis, it 
would have been simpler to do it in 
three cuts, rather than in one impos¬ 
sible shot. 

As I evaluate the STEADICAM, it will 
prove primarily valuable in terms of the 
stylistic fluidity it provides for following 
action. I made a picture with John 
Huston called “FAT CITY” and we dis¬ 
cussed the visual approach to it in great 
detail before we started shooting. He 
felt that it should have a very real look 
to it and that we should be as un¬ 
obtrusive as possible as film-makers. 
He felt that we should not think about 
master shots, closeups, corres¬ 
ponding over-the-shoulder angles and 
the other various techniques of struc¬ 
turing a sequence, but that we should 
follow the actors around as best we 
could, pushing in for a closeup as 
needed and drawing back at another 
moment to show the whole thing hap¬ 
pening, without making any cuts. His 
theory was that if you did this with each 
sequence, all you would have to do 
would be to cut the slates out, put the 
sequences together, and you would 
have a completed film. 

Naturally, that proved impossible to 
do, even though we tried our best to do 
it. Later the plan was aborted by the 
producer and we went back and shot a 
lot of closeups and got into an entirely 
different style of film-making. However, 
the STEADICAM would have been the 
ideal piece of equipment to make that 
technique work — to be unobtrusive, to 
follow people around without having to 
lay dolly tracks, to climb stairs with 
them, instead of having to use a crane. 
With the STEADICAM you simply walk 
with people and go wherever you want 
to. It’s going to be marvelous, from that 
standpoint, and very much of a time- 
saver. 

I’d like to talk a bit about the rela¬ 
tionship between actors and camera¬ 
men. A film-maker here asked me how 
I liked working with “Method” actors, 
and I had to think a while to figure out 
who is a Method actor. Certainly 
Marlon Brando is a Method actor — I 
believe he invented the technique — 
and I’ve done several pictures with him 
and enjoyed working with him very 
much. However, for the most part, 
Method actors can present problems 
for cameramen, because they are often 
not cognizant of the mechanics of 
what’s going on. They don’t realize that 
there are certain areas where they are 
lit and certain marks according to 
which they are framed and positions 
where they are out of frame. They don’t 
care about technical aspects of this 
sort. They are into their own thing and 
they don’t pay any attention to these 
mechanical things, which sometimes 
are very, very important. 

I thought one time of opening an act¬ 
ing school taught by cameramen. It 
would teach students how to act, while 
keeping in mind hitting marks and all 
the other things necessary to getting 
the best image on the screen. But it 
doesn’t really make any difference 
whether actors know the technical as¬ 
pects or not, because the cameraman 
has to work with what is out in front, 
and has to make do, and has to use his 
“rubber lenses” or “rubber lighting” or 
whatever techniques he can to adapt to 
whatever the performers are doing — 
because what they are doing out there 
is very, very difficult, and what you are 
doing is accommodating them. 

Somebody asked me what my most 
difficult shot was. It’s kind of hard to 
pick out just one and name it as the 
most difficult, but what comes to mind 
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is a shot I made in “MORITURI”, which 
was a film that starred Marlon Brando 
and Yul Brynner. It was shot aboard a 
freighter off Catalina Island and in it 
there was a sequence in which the 
freighter meets a submarine at sea. We 
had a helicopter shot that started with 
people pouring out of the conning 
tower of the submarine and readying 
the gun for use. The helicopter then 
turned around, so that you saw the 
freighter in the background coming to a 
stop, with the submarine in the fore¬ 
ground. Then the camera in the heli¬ 
copter concentrated on the captain of 
the freighter giving the command to 
halt all engines, coming up into a close- 
up at the rail, then dispatching some¬ 
one to lower a lifeboat. The camera 
next followed the man who was taking 
the message to lower the lifeboats 
down three decks (in closeup) to a 
group of people standing near the life¬ 
boats. As he gave the order, the 
camera raced along with another 
person who was taking information to 
give to someone else down in the bot¬ 
tom of the engine room. Then the 
camera swept around over the freighter 
and onto the submarine, which was 
flashing a signal in the background. 

It was an incredible scene, which 
took three minutes and, luckily, it all 
ended up in the picture. One of the 
difficulties of it, besides working for the 

smoothness of the helicopter and the 
coordination of the ships and the 
zooming and all of that, was the fact 
that it was a night scene which we shot 
in the daytime. The way that I lit it was 
to take every piece of motion picture 
equipment and put it on the freighter — 
which was supposed to be ablaze with 
light — and we had literally 50 to 100 
people standing by those lights and 
aiming them directly at the helicopter. 
They were all either lined up in the port¬ 
holes or just standing on deck and by 
having them aimed directly at the heli¬ 
copter and stopping down, I was able to 
produce a marvelous night effect. 
Those lights became the only thing you 
saw. You didn’t see the stands or the 
people standing beside them, because 
they were underexposed so much that 
they were not visible. All you saw was 
the bright part of the light and it looked 
like practical lighting aboard ship. 

The last film that I worked on was 
“THE MARATHON MAN” — a feature 
directed by John Schlesinger. It’s a 
thriller — but the word “thriller” is an 
elusive term for a cinematographer. It’s 
thrilling to watch, but not thrilling to 
shoot. It’s very boring to shoot, as a 
matter of fact, because a thriller is 
made up of so many pieces. In order to 
maintain a certain suspense in showing 
somebody crossing a hallway, let’s say, 
instead of just making a shot of him 

crossing the hallway, you show him 
coming out and looking one way — and 
that’s one shot. Then he turns and 
looks the other way — and that’s 
another shot. What he sees down at 
one end of the hall is a third shot and 
what he sees at the other end is a fourth 
shot. That’s four shots so far. Then you 
have a longer shot of him going across 
the hallway and when he gets to the 
other side there is a noise and he has to 
look back again — and on and on. In 
the end, you’ve made eight or ten shots 
just to get a guy across a hallway, and 
that’s very boring. 

But I think “THE MARATHON MAN” 
will be a very thrilling picture to watch. 
John Schlesinger is a marvelous di¬ 
rector to work with and a great film¬ 
maker, so I’m sure it will be a very 
exciting film. I was at a sort of cross¬ 
road in my film career while shooting it. 
I hadn’t worked for a while, because I 
had been trying to get a project going 
to direct and it hadn’t worked out. So I 
took this assignment, but something on 
it didn’t congeal for me and I’m not sure 
just exactly what it was. I couldn’t get a 
photographic style pinned down and 
John and I were both sort of scroung¬ 
ing around, trying to figure out what to 
do with the picture stylistically. He did 
have ideas, but he wasn’t able to help 
too much — and I wasn’t able to help at 
all. I think it probably had something to 
do with the fact that a thriller is not 
about the truth, but that it’s a manu¬ 
factured kind of film. We were both 
people who were used to some kind of 
truth or other to deal with. Even though 
a picture is meant to be entertainment, 
if it has truth enough that you can get 
hold of and care enough about, then 
you can get the artistic hang of it. 

We weren’t able to do that through¬ 
out the entire filming. I was trying fog 
filters and low contrast filters and I was 
flashing and not flashing and using the 
STEADICAM and doing all kinds of 
things. It’s a hodge-podge of every kind 
of technique that you can think of, and 
not a good, solidified stylistic ap¬ 
proach at all. 

During the shooting of the picture, I 
don’t think I showed a lot of interest in 
it, somehow or other, and John thought 
that I should direct a film before I 
photographed another one. So now I’ve 
decided to do that. I’ve given up 
cinematography for a year and I’m 
taking the time to do it. I’ve formed a 
company with another cinematog¬ 
rapher, Haskell Wexler, and we’re 
doing commercials to kind of keep 
body and soul together, while trying to 
get a bunch of projects going that I’ve 
been working on for a long time — 
writing scripts, and that sort of thing. 
Continued on Page 900 

Winner of the “Best Cinematography” Academy Award for his photography of “BUTCH 
CASSIDY AND THE SUNDANCE KID”, Conrad Hall, ASC, never hesitates to gamble on 
unusual, and sometimes controversial, techniques. His versatility is reflected in diverse 
visual styles ranging from the raw realism of “FAT CITY” to the golden-hazed fantasy of 
“THE DAY OF THE LOCUST”. 
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the COR 
and COR Jr. 

a duet of super 8 
Continuous Optical 
Reduction printers 

that play sweet 
tunes of both 

quality and speed 

One of them is sure to produce 
higher profits for your lab! 
• Continuous Optical Reduction • Resolution in excess of 108 line pairs/mm 

• Aerial image optical system for sharp, cleaner prints • f/2 Illumination System 

"COR-Jr" 
• Speed-180 FPM on nega¬ 

tive side 

• Color Additive, Manual Light 
Valves only 

• Silent only 

• Uni-directional printing- 
direction of film travel 
available in either left or right 

"COR” 
Speed-180 FPM on negative 
side with light changes. 
400 FPM on negative side-one light printing 

Color Additive: Automatic or Manual 
Light Valves 

Silent, Optical or Magnetic Sound 

See us at 
PHOTOKINA 
Hall 11 — Gang K 

Bi-directional printing-no negative 
rewinding or rethreading 

Stand 35 

PETERSON ENTERPRISES, INC., "the printer people" 
1840 Pickwick Avenue, Glenview, Illinois 60025 (312) 729-1010 Telex: 289-438 

Peterson International Ltd. Subsidiary of Peterson Enterprises, Inc. 
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Programmed 
hlovmps 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 

overstep. 

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 k2 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’.’ 

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



FILMING “DAWN FLIGHT” 
Continued from Page 871 

wrote it into the screenplay months 
before. 

All the freefall photography I had 
ever seen had skydivers as the subject. 
Now I wanted to use a stable camera 
platform named John Randall for a 
different purpose. John took a break 
from his duties as soundman and put 
on his helmet camera and parachute. 

He rode up in the Cessna tow plane, 
and at 5,500 feet the red pilot released 
his glider from the tow rope. The Cess¬ 
na circled around behind the glider and 
came abreast. John turned on his hel¬ 
met camera and jumped. The tow- 
plane pilot immediately made a hard 
turn to get offstage and away from the 
glider. As John fell away from the sail¬ 
plane, he made what was essentially a 
dolly shot. But the dolly moved straight 
down at 120mph. 

The shot works. On the screen the 
red ship moves up and away as if invisi¬ 
ble wires were pulling it right into orbit. 

The Flier on the Ground 

The Flier comes out of his spin only 
ten feet above the ground, or so editing 
makes it seem. Covered with sweat, he 
makes the worst landing ever filmed 
without actually destroying an aircraft. 
Beaten and furious, The Flier climbs 
out of the cockpit, hurls his parachute 
back in, slams the canopy, and stalks 
into his hangar. 

At this point in the story, we wanted 
to give our audience a look at a side of 
The Flier they had not seen yet. 

We needed a set, a room that The 
Flier had made for himself right in the 
hangar. Brian, Claire, and I were the set 

builders. We constructed a sixteen-foot 
cube in a corner of the hangar. We put 
a door in it and went to work inside. 
Claire swung a paintbrush and courted 
death high above the floor. I foraged all 
over Northern California for props. We 
filled the room with gliders — draw¬ 
ings of gliders, glider parts, pictures of 
gliders on the walls and on The Flier’s 
refrigerator, glider books, glider plans, 
glider toys, models of gliders with wing¬ 
spans from twelve inches to twelve feet. 

We constructed the living quarters of 
a madman. 

One entire wall of the cube was 
removable. In a second wall there were 
detachable panels to walk through with 
a camera. We lit the set with Colortran 
1K’s Mini-Pros, and shower curtain to 
diffuse the fill. We generally lit to an 
f/3.5 or f/4.5 stop, making the effective 
tungsten ASA of the 7247 a half-stop 
higher than Eastman says it is. With 
normal development, our skin tones 
and shadow detail were beautiful. 

We hired an actor to play the part of 
The Flier’s friend and tow pilot, a fellow 
who comes into The Flier’s room to find 
out what the problem is. We rehearsed 
the actors for days, getting move¬ 
ments and tones of voice down per¬ 
fect. Our photographic coverage of the 
dialogue between The Flier and his 
friend was expensive and thorough. 

Months later, after I had cut the 
dialogue sequence and honed it fine, 
we all decided that the sequence did 
not enhance our story. In fact, it de¬ 
tracted from a certain purity that the 
picture was developing. 

We threw the whole dialogue 
sequence out. 

But one shot in the set turned out to 
be vital. 

A 1961 Ford Crane 

For this shot, we wanted the camera 
to have total freedom to move through 
all three dimensions of The Flier’s 
space. The answer: remove one wall of 
the cube and use a Chapman Crane. 
The reality: remove one wall of the cube 
and build our own crane. 

Before production began, Brian built 
a crane. 

He installed a strong steel shaft in his 
Ford van. It rested on the floor over the 
rear axle and went up through the roof. 
On top of the shaft, a foot-and-a-half 
above the roof, he installed an old 
Chevy wheel whose axle went down 
into the shaft and whose lug nuts 
pointed straight up. On top of the wheel 
Brian bolted an iron cradle he’d made. 
Into the cradle fitted a twenty-five-foot, 
4x12 wooden beam which had been 
lying behind the hangar. The cradle let 
the beam act like a teeter-totter, and 
the wheel made it possible to swing the 
whole works from side to side. With a 
chair/unipod combination at one end 
of the beam and a small barrel of water 
for ballast at the other end, we were 
ready to go. 

We backed the van with the teeter- 
totter on its roof into the hangar. The 
beam was pointed straight back from 
the van through the missing wall of the 
set. Brian strapped himself into the 
chair and put the Arri-BL on the uni¬ 
pod. John manned the other end of the 
beam. The balance was just right, and 
John could lift and swing Brian easily. 
With a few people rolling the van back 
and forth, John could put Brian and the 
camera anywhere in the set, at any 
altitude. 

After the terrible landing, The Flier 
stomps into his hangar. We dissolve to 

Detail shots of the substitute for a Chapman crane built by Brian especially for the film. He installed a strong steel shaft in his 1961 Ford van. It 
rested on the floor over the rear axle and went up through the roof. He also installed an old Chevrolet wheel whose axle went down into the 
shaft and whose lug nuts pointed straight up. On top of it he bolted an iron cradle he had made, into which fitted a twenty-five-foot 4x12 
wooden beam. With a chair/unipod at one end and a small barrel of water for ballast, the rig worked perfectly. 
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John Randall in the front of the Schweizer 2-33 camera plane swoops over Denis Arndt to 
photograph The Phantom’s point-of-view. Randall’s multiple talents were invaluable to the 
production. He served as production assistant, soundman, crane operator and aerial 
cameraman, besides taking a 6000-foot free-fall leap with a helmet-mounted K-100 camera 
in order to photograph a point-of-view shot of a sailplane soaring suddenly upward. 

a day-for-night exterior of the hangar. 
With the old dialogue sequence on the 
cutting room floor, our crane gives the 
audience its first look at The Flier’s 
living quarters. 

The room’s lighting results in a night¬ 
time effect, but we can clearly see the 
space an obsession has built. The Flier 
is nowhere in sight. Then the camera 
starts to fly slowly and smoothly up 
through the room. We glide past the 
huge model sailplane hanging from the 
ceiling. Now we see something new. A 
fuselage, twenty-five feet long, is 
poking through the upper part of one 
wall. It has no wings, tail or canopy, but 
it is definitely a real sailplane fuselage. 
The camera continues to climb, and we 
start to peek down into the cockpit. 

We see The Flier. 
The old fuselage is his bed. He has 

removed the seats in the cockpit and 
has a light switch and an old-fashioned 
alarm clock neatly placed in a 
bulkhead. His blankets are tucked 
cozily around him. He lies on his back 
and stares into space as we slowly 
zoom in to a tight closeup. 

One shot on the crane says as much 
about The Flier as we need to know. 

A Challenge to The Flier 

We dissolve from the closeup of The 
Flier to a dawn sequence where he 
lovingly studies his sailplane as if he is 
seeing it for the first time. Later, in full 
daylight, he walks to the mountaintop 
to watch other sailplanes and sort out 
his thoughts. 

Then the red sailplane attacks him. 
I’m glad I covered that first pass for 

two reasons. The footage has the 
authority only a two-shot can give. Also, 
the remote camera on the tail had one 
of its rare malfunctions. It chewed its 
film to shreds. 

When The Flier picks himself up 
from the ground, his fury becomes the 
turning point of the plot. He climbs a 
pinnacle and stands still as the red sail¬ 
plane comes at him once more. There 
is no dialogue here, but through Denis’ 
acting we know The Flier’s thoughts: “If 
I don’t run, you can’t chase me. Either 
cut me in half or leave me alone.” 

On the screen it looks as if the red 
sailplane is going to cut The Flier in 
half. There is nothing too exotic about 
the way we got this effect. We simply 
put the camera fifty feet away from 
Denis and used a long focal length lens. 
Denis’ back is to the camera, and an 
imaginary line drawn from the camera 
through Denis’ shoulder and out to the 
approaching sailplane would have 
been as straight as a ruler. The fore¬ 
shortening provided by the long 
camera-to-subject distance makes the 
scene look very dangerous as the 

glider arrows in on Denis. But it was so 
much safer than the first pass that 
Denis was not even tempted to flinch. 
The ship cleared his head by an easy 
fifteen feet. (See cover photograph.) 

The Cameraman Who Wasn’t There 

The Flier has stood his ground 
against his adversary. He immediately 
takes to the air to do battle. Again, the 
mystery pilot slips up behind him. 

Brian and I both believe in the 
honesty of a two-shot, and we needed a 
special one to emphasize the reap¬ 
pearance of the red glider. Brian van¬ 
ished into his shop and came up with a 
remote-controlled panning machine 
made out of light aluminum stock and 
spare electrical gizmos. 

Brian mounted the panning machine 
about five feet out from the fuselage, on 
top of the right wing of The Flier’s 
yellow ship. He put an N-9 gun camera 
on his creation and pointed it at the 
glider’s tail. 

The two gliders went aloft on a 
double tow. They released, and the red 
ship circled around and came up 
behind the yellow one. The red pilot 
keyed his mike to signal Denis that he 
was in position. 

Denis flipped a switch and the 
camera rolled, getting a side shot of the 
yellow tail with the red sailplane 
snuggled up on the other side of it. 
After counting to four, Denis hit another 

switch and the machine started a 
smooth pan. Brian had already set the 
arc and speed of the pan before the 
flight. The move ended with a nicely 
composed side shot of Denis in the 
cockpit and the green earth far below. 
Denis never had to sneak glances at the 
camera to see when the pan was fin¬ 
ished. Instead, a microswitch lit a red 
light on the instrument panel which 
said: “ACT!” Denis then reacted to the 
red sailplane and put his own ship into 
a dive. We used the first take. 

And the final dogfight had begun. 

The Final Dogfight 

The approach we used to get good 
aerial photography turned out to be 
quite efficient. 

First, we knew what we wanted. The 
script was very specific. Using it as a 
foundation, we could effectively add 
improvisation. 

We had a deal with our pilots. We 
told them what we wanted to see, with¬ 
out putting any creative restraints on 
ourselves. Then they told us if it was 
possible and if it was reasonably safe. 
Our pilots were beyond belief. George 
Bernstein, Barry Jacobsen, and Ken 
Couche were all Skysailing Airport in¬ 
structors, pros with thousands of hours 
in their logbooks. Their flying was calm, 
precise and immaculate. They all had a 
fine story sense, and we used a lot of 
their suggestions. 
Continued on Page 924 
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CONRAD HALL, ASC 
Continued from Page 895 

QUESTION: What was it like to shoot a 
film on location before that became the 
popular thing to do? 

HALL: “THE WILD SEED”, which I 
photographed for Universal in 1962, 
was a feature that was shot entirely on 
location, except for a couple of boxcar 
scenes which we shot on a set in the 
studio. Shooting on location is what I 
was weaned on. I started as a docu¬ 
mentary film-maker and never had a 
set to work with at all. Something I had 
to learn how to do was create the illu¬ 
sion of reality on a studio set. It was 
very simple for me to go out and shoot 
in a real location, but very difficult to 
work on a studio set and take out two 
walls and make the rest of it have a 
reality. I discovered that’s what I had to 
learn. Shooting on location was easy 
for me. 

QUESTION: I thought “FAT CITY” was 
a beautiful job of photography. Can 
you tell me about the lighting you used 
on it? 

HALL: Yes. We wanted a natural light 
look for “FAT CITY". It was a story 
about how your life can run down the 

toilet before you have a chance to plug 
up the drain, and John Huston wanted 
it to have a very real look. A lot of it was 
shot on location and I tried to light it in 
such a way that it wouldn’t look lighted, 
but rather as if we took advantage of 
whatever lighted existed there. Often¬ 
times we did just that. For example, the 
opening scene in which Stacy Keach 
wakes up and starts looking for a 
match to light his cigarette and then 
decides to put on his clothes and go out 
and get a match — one of my favorite 
scenes of all time — that shot was not 
lighted. It was just pushed one stop. I 
shot it at f/2.8 and used the natural light 
coming into the room. We often did 
that, and where we couldn’t shoot that 
way we augmented the natural light so 
as to make it photographic. There is a 
careful balance that you have to hit in 
order to achieve that natural light 
effect. 

QUESTION: What do you prefer in the 
way of film stocks? 

HALL: I like black and white, but 
nobody else does. I thought that maybe 
black and white would have a re¬ 
surgence as soon as everybody in the 
world had bought a color TV set, 
because I believe the main reason that 
black and white went out of favor was 

the industry trying to sell color TV sets. 
The trouble is that it stayed out so long 
that now, if you bring it back, people 
think it looks funny. They’re not accus¬ 
tomed to it. But to me it’s just like 
reading a book; you provide the color. 
You read the book and the grass is 
green and the water is blue, because all 
of this is being painted in your mind. 
Black and white photography doesn’t 
bother me cerebrally or at the gut level. 
But when you do a sea picture in color, 
for example, the water in one scene will 
be dark blue, while in the next cut it will 
be light blue — and that bothers me. It 
wouldn’t be that way in black and white. 

QUESTION: Do you have a favorite 
camera/lens combination that you 
prefer to use? 

HALL: No. Sometimes you find that a 
zoom lens — 25mm-to-250mm or 
20mm-to-100mm — is the only lens you 
will need for a picture, and I’ve often 
made pictures where that was the only 
lens, because I had no need of any¬ 
thing else. At other times, you find that 
it’s better to work with fixed focal length 
lenses because of the speed and all 
that kind of thing. It’s all there to be 
used and you have to know it all and 
use whatever is best when the time 
comes. m 

JAMES PAUL FREEMAN 

1944 - 1976 

“ONLY THOSE WHO DO NOT MOVE, DO NOT DIE; BUT 

ARE THEY NOT ALREADY DEAD” 

Jean Behra 

century precision cine optics 
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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 
Nagra Specialist) will bring 
every gear and gizmo 
under his scrutiny. 

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 
unusual situations is startling. 

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 
Specialist. 

The NograSpeciahst 
at Mobius Cine Ltd* 

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

CONSISTANT 
Quality lighting requires consistent light control 
materials. Lee Filters has developed a complete range 
of color effects and color correction filters which offer 
color consistency even after continued use or when 
matching a color purchased this year with a color 
purchased last year. Like our colors, our products 
are consistent too, because they are virtually 
indestructible. They don't tear, burn, distort, or 

fade—even under the intense heat of quartz lighting. 
This is all possible because of our consistent concern 
with quality control. We do everything to insure 
that our filters arrive on your set prepared to do the 
job we say they can. Our products are 
consistent, our quality is consistent, 
our service is superior... 
consistentLEE. 

BELDEN COMMUNICATIONS, INC., 25 WEST 45TH STREET, NEW YORK, N.Y. 10036 (212) 730-0172  

BELDEN'S WEST COAST DISTRIBUTOR; PREFERRED DISTRIBUTING CO„ 1266 N. WESTERN AVE., L.A., CA. 90029 
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By CHARLES CHAMPLIN 
Arts Editor, Los Angeles Times 

A few weeks ago, early on one of 
those rare crystal mornings that seem 
to verify all the promises of California 
life, I drove down the coast to Laguna 
Beach to spend the day with a young, 
gifted, dedicated, successful and 
hugely likable team of film-makers. 

Greg MacGillivray and Jim Freeman 
had most famously done the aerial 
photography for “Jonathan Livingston 
Seagull” — the bird’s-eye view of birds 
on the wing that brought most of us as 
close as we’ll ever get to knowing what 
it is like to fly. 

Their work, the distillation of more 
than 280 hours in the air in helicopters 
and of tens of thousands of feet of film, 
was the heart and soul of the movie, 
and it caught the author’s lyrical inten¬ 
tions perfectly. 

A year or so ago, Greg and Jim went 
to the mountains of Greece and shot 
the astonishing hang-gliding se¬ 
quences for “The Skyriders”, a fairly 
routine action adventure starring 
James Coburn and pleasantly forget¬ 
table except for the aerial work, which 
could be seen to be as unfaked and 
dangerous and thrilling as it really was. 

The two of them began, not really 
knowing it was a beginning, as high 
school surfers, members of that 
uniquely California army of the sun- 
bronzed and able-bodied. Inde¬ 
pendently, they started taking movies 
of surfing, home-made stuff on Super-8 
at first and then into 16mm, and they 
met as film-makers with a common 
interest. 

★ 

Like the skiers Warren Miller and 
John Jay and their fellow surfer, Bruce 
Brown, they took to the lecture circuit, 
showing their spectacular footages 
(wipe-outs a specialty) in person, in 
high school gyms, civic auditoriums 
and church basements. 

Now as then, the monumental waves 
and the monumental spills are amazing 
to watch, but from the outset those 
were not all. Greg and Jim caught as 
well the humor and the particular 
camaraderie of the surfer life-style, the 
freemasonry, so to speak, of a world¬ 
ranging quest for adventure. 

The film-making itself became the 
adventure for them, and they received 
wide attention and acclaim for “Catch 
the Joy”, a brief and rhapsodic cele¬ 
bration of dune-buggying. “Catch the 

Joy” (the title taken also for a docu¬ 
mentary KCET did on Greg and Jim 
four years ago) carried what were 
already the hallmarks of their style — a 
capturing of the poetic and visual 
beauty inherent in bold and vigorous 
physical action, and a quickened 
feeling for the surprise and grandeur of 
the landscape newly and unfamiliarly 
seen from the skies or, in rapturous 
slow-motion, from the earth. 

Jean Renoir once said that what 
made the Impressionists possible was 
paint in tubes, which freed the artists to 
take their canvases to the light instead 
of having to remember it in the studio. 

JAMES PAUL FREEMAN 
June 10,1944 — June 22,1976 

The new technologies of faster films, 
lenses, camera actions, lighter, more 
sensitive gear and vibrationless heli¬ 
copter camera mounts have opened 
comparable vistas for film-makers, and 
MacGillivray and Freeman, building 
their own production facility in an 
ornate old castle-like oceanside 
mansion, took full advantage. They 
sang San Francisco and skate¬ 
boarding with equal eloquence. 

On the day I went to chat with them 
earlier this spring, they had moved 
their staff, including the young women 
who have been sharing their lives and 

their work for years, to a larger house 
just above the South Coast Highway. 

★ 

The small, personal and prosperous 
firm is world-famous. They showed me 
a brilliant, three-screen film, which they 
made for one performance only, to 
introduce a new Mazda at a dealers’ 
convention in Las Vegas. The car 
(which you never really saw) seemed to 
be taxiing down a runway and soaring 
off for a sky tour of the West. If Henry 
Ford himself had been in the audience, 
he would have rushed to buy. 

They were just then finishing the 
latest project, a film in the large- 
imaged IMAX system (first used at 
Expo in Montreal) commissioned for 
the opening of the Smithsonian’s new 
aviation museum, scheduled by a sad 
irony for last night. 

Greg and some of the MacGillivray- 
Freeman staff and family went back to 
Washington earlier in the week for the 
premiere. Jim Freeman, who had more 
and more become the aerial expert in 
the team, went to Bishop with two ad 
men from New York to scout some 
mountain-shooting locations for a com¬ 
mercial. 

And it was there, in the rugged 
canyons with their treacherous air 
currents, that the law of averages in a 
life lived at the close edge of danger 
caught up with Jim, who along with one 
of the ad men died in the crash late 
Tuesday of a helicopter deep in the 
wilderness. 

He was still only 32 and looked an 
eager 22, and it is impossible not to feel 
a terrible dismay at the loss and to 
speculate on all he had yet to do, not 
least the feature-length story movies he 
and Greg had planned as their next 
venture. By way of consolation, it is 
possible to say that the amount of time 
a man has matters less than what he 
did with it. It is hard to imagine anyone 
cramming more excitement and 
achievement into 32 years, and there is 
much to be said for having had, at the 
swift and unexpected end, further 
dreams intact and waiting. ■ 

(EDITOR’S NOTE: The foregoing has been 
reprinted by permission from the June 25, 
1976 issue of the Los Angeles Times. Copy¬ 
right, 1976, Los Angeles Times. To Mr. 
Champlin’s beautiful tribute we can add only 
our own expression of deepest sorrow at the 
loss of a fabulous film-maker and dear 
friend. HERB A. LIGHTMAN) 
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ALWAYS ONE STEP AHEAD 

* 

* 

The new Senior “F” and Light Professional Tripod Heads 
to supplement present “Miller” Lines. 

Full fluid action tilt (full 90°) 
either way with more positive 
tilt control and Lock, in 
any traverse. 

FEATURES INCLUDE: 

Pan Unit permits (full 360°) 
horizontal traverse between 
full fluid drag and free slip for 
filming fast moving objects 
or events. 

Model shown is LP-2 
PROFESSIONAL FLUID HEAD 

The “F” Head will support 
medium weight 16mm 
Cameras up to 15 lbs. and the 
LP-2 Professional Fluid Head 
will support up to 30 lbs. 
Both are available with or 
without the Slip Pan Unit. 

Slip Pan Units are available 
to convert older “Miller” 
Fluid Head models for this use. 

There is a Miller Tripod ideally 
suited to every Miller Head. 

U.S.A. PATENT NO’s. 3,712,571 and 3,592,429 
Others Pending. 

MILLER PROFESSIONAL EQUIPMENT 
6500 Santa Monica Boulevard / Hollywood, California 90038 / Phone: (213) 466-5105 

CINEMONTA 

• PURCHASE 
• RENT 
•SERVICE 

A masterpiece in design, 
efficiency and precision. 
One European filmmaker 
commented: “A Cinemonta is a 
Cinemonta and there is 
nothing else like it in the world.” 

AVAILABLE IN 
2, 4, 6, AND 8 
PLATE MODELS 

A Flat Bed Editing Table for 16mm or 35mm films. 

Cinemonta with table top rotated 

• Patented grainless helio-screen 
9" x 12" with a high contrast 
transfer, permitting viewing at wide 
angles. Very important when 
several people want to view the 
film at the same time. 

• New film protecting transport 
system with a 40-Tooth Sprocket 
and 7 frame wrap-around. 

• Adjustment for sound track 
synchronization. 

• Electronically controlled motor 
system. Motorspeed is synchronous 
with line frequency. To guarantee 
optimum speed stability. 

• Variable speed control lever switch 
from “0” to 100 frames/sec. with 
pre-determined positions for stop 
and synchronous speed. 

• Solid State High Quality 10 watts 
amplifier. 

The Cinemonta is manufactured by Old Delft Optical Industries, 
The Netherlands, and is sold exclusively in the USA by: 

to service position. KI_M Associates, Inc. 
11810 Charen Lane, Potomac, Maryland 20854 • (301) 299-7259 • West Coast (213) 931-6151 • Telex 248373 
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(LEFT) Marty surveys the terrain in preparation for filming with Photo-Sonics Actionmaster camera (behind which stands Arriflex 16BL 
camera) with 1000mm lens mounted. The combination of high-speed camera and long telephoto lens is standard equipment for cinema¬ 
tographers who specialize in wildlife subject matter. (RIGHT) Mark shoots with the Photo-Sonics camera, with 385mm lens mounted. 

FILM OR VIDEO? 
Continued from Page 873 

fectly stationary camera recording the 
exact same shot (focal length, f-stop, 
film emulsion, etc.) on each occasion. 
Our goal was a series of shots so well 
registered that no frame line shift would 
be noticeable. 

As a solution to our problem, we had 
constructed V2” steel plates upon which 
the camera would be mounted. For 
stabilization, the plates were affixed 
with 4’ — 1”x1” steel legs which would 
be pounded approximately SM?’ into the 
ground. The machined bolt holes and 
bolts allowed for no “play” in the 
position of the camera upon the plate. 
The plates were then carefully posi¬ 
tioned in each of the 6 locations to 
frame a shot that would both stand on 
its own and also allow for the entrance 

of John into the last shot. Barring the 
threat of earth freezing and shifting the 
position of the mount, or general 
harassment, we felt confident that we 
had devised the most efficient means 
by which to record a time-lapse scenic. 

Clocking well over 500 miles on one 
of our 4-wheel-drive trucks, we shot 
from each location approximately 25 
times, recording all conditions of 
weather and all degrees of seasonal 
changes. 

The camera used was our 16mm 
Arriflex “BL”, chosen for its flat, rigid 
base plate. The lens used was an An- 
genieux 12-120mm. Actually, a “hard” 
lens would have been more exact; how¬ 
ever, due to consistently shooting at 
12mm, we felt that the lens would yield 
a registered image. Our film stock, all 
of the same emulsion, was Eastman 
Commercial 7252, chosen for its tight 

grain pattern and excellent results we 
have experienced in shooting literally 
hundreds of thousands of feet in the 
past on a variety of wildlife and wilder¬ 
ness subjects. 

We had filmed in Alaska the previous 
Summer using 7247 negative experi¬ 
mentally and were pleased with both 
the quality and exposure latitude of the 
film. We considered using this film for 
our shooting of this project also, but 
ruled out the possibility because we 
wanted to shoot in reversal so we could 
preview the original prior to workprint¬ 
ing. Many people will say that this 
should not be done, but we have been 
doing it for over five years and, to date, 
have not scratched one inch of film. 
The trick is to use a viewing system that 
is very gentle on film and that has been 
proven not to scratch film. We have 
chosen the small Moviscop for this 
purpose. By previewing our original, we 
have cut our workprinting cost, which 
can be phenomenal, by 80%. 

A careful log was kept of all the shots 
recorded and camera settings chosen. 
Following a great deal of work and 
patience, the time had come to reveal 
the finished product. 

The results were a perfectly regis¬ 
tered series of shots rendered from 
each location. Thus, we learned how to 
shoot time lapses. We had only to 
incorporate John into the final shot of 
each sequence and our project would 
be complete. 

We were next requested to provide 
several shots of different animals in the 
snow. These shots, we were told, would 
serve as “bumpers” to cushion the 
transition leading out of the program 
and into each commercial. In search¬ 
ing for this material, which had been 
shot previously that year, we came 
across a sequence that sparked great 
interest in everyone’s mind. It dealt with 
Continued on Page 913 

Although the Stouffers had filmed in Alaska the previous summer using the then-new East¬ 
man 7247 color negative and had been pleased with both its quality and exposure latitude, 
they selected the 7252 (ECO) reversal emulsion for filming the John Denver show, so that 
they could preview the original prior to workprinting and, thus, save considerably on the 
budget. 



(ABOVE) John Denver romps before the camera with half-grown Grizzly bear belonging to the Stouffers. The brothers had acquired the critter 
two years before when he was only three weeks old, and personally raised him. (BELOW LEFT) Denver “ski-bobbing” with local children. 
(CENTER) David Huie helps one of the children, as Denver awaits the “go” signal. (RIGHT) Marty fords a stream, while back-packing the 
camera and trailing the tripod in the water to ease the weight problem. 

(LEFT) A bug-eyed little tree squirrel peers cautiously out from his haven in the trunk of a tree. (CENTER) The majestic American Bald Eagle, 
official symbol of the United States, is now on the endangered species list. (RIGHT) Marty carries the Arriflex at-the-ready, back-packed on 
one of three rigs he designed involving the Cine 60 Snap-lock quick-release base. (BELOW LEFT) The flying squirrel soars through the air. 
(CENTER) A Bobcat gets his exercise chasing a Snowshoe Hare. (RIGHT) He gives up on the Hare and decides to fish for trout in the stream. 
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BEHIND THE SCENES OI= 

-m mmmm ^ ^ 
By DAVID SAMUELSON 

Five years of preparation, two years of filming and a budget exceeding 
$17,000,000 come together to tell the story of the unseen Moslem Prophet 

If there was ever a case where the 
British earned their title, “Film-makers 
to the World”, the filming of “MOHAM¬ 
MAD — THE MESSENGER OF GOD” 
was a perfect example. Here was a 
multi-million-dollar project, one of the 
largest for many years, financed en¬ 
tirely by Arab oil money, filmed in 
Morocco and Libya and crewed, 
equipped, processed and post- 
produced in Britain. In lieu of a pros¬ 
perous, indigenously financed in¬ 
dustry, it is a way of making films for 
the International Market at which we 
have become world leaders. 

British Cinematographer Jack Hild- 
yard (Academy Award winner for 
“BRIDGE ON THE RIVER KWAI”) was 
Director of Photography. He had two 
full camera crews with him and among 
the many other British technicians was 
his brother David (Academy Award 
winner for Sound on “FIDDLER ON 
THE ROOF”) who was the recordist. 
These two form almost a unique combi¬ 
nation, each bending over backwards 
to give the other the maximum oppor¬ 
tunity for optimum quality. 

“MOHAMMAD —THE MESSENGER 
OF GOD” was a vast project. It in¬ 
volved re-creating Mecca as it was in 

the 6th Century A.D., many battle se¬ 
quences involving thousands upon 
thousands of extras, real-life modern 
politics between nations which did or 
did not want the film made and reli¬ 
gious sensitivities in which all agreed 
that the central figure of the film, 
Mohammad, must not be portrayed on 
the screen. 

To photograph a spectacular in the 
desert has been a long-cherished 
ambition of Jack Hildyard’s. Having 
photographed “BRIDGE ON THE 
RIVER KWAI” with great success, he 
was promised David Lean’s next epic 
“LAWRENCE OF ARABIA”, but while 
that picture was in preparation was of¬ 
fered “CLEOPATRA” when Elizabeth 
Taylor and “CLEOPATRA” were 
British-based. 

He checked out with Sam Spiegel, 
the Producer of “LAWRENCE”, who as¬ 
sured him that there was time for him to 
do both pictures. In Jack’s own words, 
“That’s where I came unstuck”. “CLEO¬ 
PATRA” dragged on; Elizabeth Taylor 
got pneumonia; the picture was moved 
to Italy, many parts were re-cast and 
the vast sets rebuilt. Finally the Di¬ 
rector was changed and Jack was off 
the picture. Meanwhile “LAWRENCE” 

“MOHAMMAD” Director of Photography Jack Hildyard, BSC, winner of the 1957 “Best 
Cinematography” Academy Award for David Lean’s “BRIDGE ON THE RIVER KWAI”, was 
committed to the film for more than a year in desert areas of Morocco and Libya. The film 
was originally budgeted at $8,000,000, with a six-month shooting schedule, but both budget 
and schedule were more than doubled, due to riqors of shooting and political difficulties. 

had started, with Freddie Young as Di¬ 
rector of Photography. The rest of the 
David Lean-Freddie Young partner¬ 
ship has become cinema history, Jack 
didn’t even get a credit for his con¬ 
tribution to “CLEOPATRA” and the late 
Leon Shamroy, ASC, picked up the 
Academy Award. 

Upon Jack’s return to England after 
his very lengthy stint of working on 
“MOHAMMAD”, I had the pleasure of 
interviewing him, as follows: 

QUESTION: Jack, for how long was 
“MOHAMMAD” actually shooting? 

HILDYARD: Overall, a year plus — not 
continuous shooting, but actual time. 

QUESTION: Was that longer than the 
schedule of “BRIDGE ON THE RIVER 
KWAI”? 

HILDYARD: Yes. On “KWAI" I was 11 
months in Ceylon, but “MOHAMMAD” 
took considerably longer, considering 
the preliminary work, which started in 
February, 1974. We were in Morocco 
until August, 1974, when we had to 
move to another country, Libya, where 
we arrived in September, '74. We con¬ 
tinued in Libya until May of 75 — so it 
was really 16 months of work. 

QUESTION: The biggest picture you 
have ever worked on — and with a cast 
of thousands? 

HILDYARD: Of course, “KWAI” was a 
very big picture, but we had no enor¬ 
mous cast of people, except for the 
soldiers, who were not as numerous as 
the people in “MOHAMMAD”, where 
we sometimes had three or four thou¬ 
sand people at one time. 

QUESTION: You shot two separate 
language versions simultaneously, did 
you not? 

HILDYARD: We did an English- 
speaking version and an Arabic-speak¬ 
ing version with an entirely different 
cast of actors and actresses. Anthony 
Quinn, Irene Papas and Michael An¬ 
sa ra were the three leads in the Eng¬ 
lish version. The equivalent Arabic¬ 
speaking parts were played by very 
well-known actors — Egyptians, main- 



(LEFT) Illuminating the dazzling desert with artificial light would seem like “carrying coals to Newcastle”, but the very intensity of the raw sun¬ 
light made necessary the use of Brute arcs and multi-lights to provide adequately balanced fill. (RIGHT) Producer/director Moustapha Akkad, 
star of the film Anthony Quinn and Jack Hildyard discuss an upcoming scene. Contrary to popular supposition, Quinn does not play the title 
role, but rather, Mohammad’s uncle and powerful defender, Hamza, the “Lion of God”. 

ly — of the same professional stature in 
the Arab world as the people we were 
using in the English version. 

QUESTION: What camera crews did 
you have? 

HILDYARD: We had two full camera 
crews and I was occasionally able to 
use an extra camera if I needed it, by 
using one or two from each crew to 
man an Arriflex in some strategic 
position without impairing the work of 
the others. For example, it was neces¬ 
sary to use three cameras in the film¬ 
ing of battle sequences, etc. 

QUESTION: What was your principle 
equipment? 

HILDYARD: I had two Panavision R- 
200’s, a full range of anamorphic lenses 
— up to 1000mm, which I used quite 
often — and 10-to-1 and 6-to-1 zooms. 
There was a full complement of lenses 
for all cameras. 

QUESTION: Any fast lenses? 

HILDYARD: No — none faster than the 
normal anamorphic lenses, because 
you must remember that the light was 
almost always really too much, so that I 
was invariably using 85N3 or 85N6 
filters on the camera to get the stop 
down to a workable opening. I normal¬ 
ly like to work at f/11 or f/12.5, not 
much more, so I usually had to bring it 
down with a neutral density combined 
with the 85 filter. There were also occa¬ 
sions when I used a pola-screen for 
special effect — day-for-night shoot¬ 
ing, for instance — combined with 
maybe an 81EF or just plain 85. This 
was really the basis of the type of 
photography I was doing. 

QUESTION: And what lighting did you 
have? 

HILDYARD: My main sources were four 
Brutes, plus a half-dozen minilights and 
a number of smaller quartz lights. One 
of my favorite sources of illumination 
consisted of plain white-painted reflec¬ 
tors, rather than the silver types one 
normally uses. I would sometimes have 
as many as 20 of these surrounding a 
big scene and they saved me from a lot 
of problems with Brutes and other 
lamps. I like the effect of the soft fill 
from this type of reflector, as opposed 
to a hard lamp or reflector source. 

QUESTION: One of the main prob¬ 
lems in shooting the picture was that 
you could not show Mohammad him¬ 
self. How did you get around this? 

HILDYARD: There was a lot of discus¬ 
sion on that point before we started 
shooting. You could not, of course, 
show Mohammad — mainly for 
religious reasons — and so the Direc¬ 
tor, Moustapha Akkad, and I talked it 
over and decided to make the camera 
Mohammad at all times, with any actor 
who was addressing Mohammad 
actually playing to the lens. I did a test 
with this idea in mind and we found that 
if the actor looked directly into the lens, 
this would mean that every person 
viewing the film would feel that he was 
Mohammad. This, obviously, we did 
not want, so I suggested that the eye¬ 
line should be just above the lens. I had 
a little light fitted onto each camera and 
this was the point that everybody 
played and looked to when they were 
addressing Mohammad. He makes a 

A furious battle develops at the wells of Badr between the Moslem followers of Mohammad 
and the armies of Mecca. “MOHAMMAD — THE MESSENGER OF GOD” includes several 
such battles, involving up to 5,000 extras, all specially costumed for the film. Most of these 
battle sequences were filmed in the Libyan desert, after political pressures forced with¬ 
drawal of the company from Morocco. 



lot of movements in the picture — 
walks about and sits down and stands 
up — and so we did this with the 
camera. I think it really did work very 
well. 

QUESTION: What happens when 
Mohammad is not there? 

HILDYARD: When Mohammad is not 
there the camera becomes ‘‘normal’’, 
but this is very obvious and the audi¬ 
ence is never confused. 

QUESTION: Do we ever hear Moham¬ 
mad speak 

HILDYARD: No — and for the same 
reasons, but if he were asked a ques¬ 
tion, one of his close associates would 
answer for him. This was written into 
the dialogue very cleverly and it never 
appears that you should have heard 
Mohammad when you didn’t. 

QUESTION: Did Mohammad ever look 
around, and did you then do a quick 
pan? 

Interior views of the sacred Ka’aba, re-created on location in Morocco. The figures shown 
represent pagan idols that were worshiped by followers of the religion that prevailed prior to 
the arrival of Mohammad, with his concept of one God. American Production Designer Tambi 
Larsen researched this structure most carefully, but had to do it from a distance, since non- 
Moslems are prohibited from entering the holy city of Mecca. 

(LEFT) The view from the top of the Ka’aba, showing 6th-Century Mecca, as recreated in the Moroccan desert 15 miles outside of Marrakech. 
The movie Mecca was built over the substructure of an existing village, where its 600 inhabitants continued to live during the filming. 
Construction of the 30-acre set took six months. (RIGHT) Brute arcs are beamed into one of the Mecca structures during the filming of a 
sequence. The picture was shot simultaneously in two versions, with both English-speaking and Arabic-speaking casts. 

(LEFT) In addition to its vast exterior, the Mecca set also included a dozen interior rooms, courtyards and gardens used for shooting, some of 
them looking out on the Ka’aba and marketplace, with 4,000 extras in the background. (RIGHT) The reverse side of one of the false Mecca 
fronts reveals a foundation of tubular steel scaffolding, 250,000 feet of which were rented from all over Europe. A basic cadre of 12 British con¬ 
struction experts trained 308 local workers to build Mecca. It had to be dismantled after the shooting and this chore took nine weeks.. 



Filming of “MOHAMMAD” involved not only the hardships caused by sun and sand, but religious strictures, as well. At no time could the 
figure, or even the shadow, of Mohammad be shown. This is in accordance with the strict rules of the Moslem religion forbidding the making of 
icons or religious images. Neither was the Prophet’s cousin and staunch follower, AM, shown. Instead, only his famed double-bladed sword 
was seen in closeup, participating in battles and present at important points of the story. 

¥7TiFnrri 

n 
^■1 
i w A ■» 

lPrr m it Ak 

|Jg '.. 

52i ILJ"« fVi 
rm 

mLA] , |^PB| 

f, i 

i^F / A (r / ' 

' i* # 
\ 

/ * il ivT%/ i \ 
■L!v yV 1 

1 

A / WXA. 
/ /fe 



The Panavision R-200 camera was used throughout the filming of “MOHAMMAD” and 
proved to be amazingly resistant to the powder-fine dust of the desert that filtered into every¬ 
thing else, most annoyingly the pan and tilt heads where it was impossible to keep it out of 
the gearing, the heads had to be cleaned every night and sometimes, if one seized up, it was 
necessary to change heads during a day’s shooting. 

HILDYARD: Yes, there were occasions 
when this was the case. There was one 
scene, I remember, in which a charac¬ 
ter is trying to address Mohammad, 
who doesn’t want to listen. He turns and 
walks away. This we portrayed by 
panning the camera and tracking. The 
man follows after, appealing and try¬ 
ing to talk to him, but he just leaves the 
man. This was a sort of simulated re¬ 
buff, and it worked very well. 

QUESTION: Working with two sets of 
actors, which language version did you 
shoot first? 

HILDYARD: This varied a lot, depend¬ 
ing entirely upon the particular scene. 

For instance, if we had a scene involv¬ 
ing just the main characters, it didn’t 
matter a bit which version was shot 
first. Mind you, they didn’t always do 
exactly the same things, obviously, 
because the Arabic dialogue runs 
much longer than the equivalent 
English. When we had scenes with vast 
crowds of people, none of whom 
understood English, we found it better 
to shoot the Arabic version first, so that 
they all knew what the scene waA about 
when we came to the English version. 

QUESTION: Did the second set of 
actors watch the action of the first set, 
so that they could duplicate the move¬ 
ments as nearly as possible? 

HILDYARD: Very seldom — unless they 
just happened to be on the set at the 
time. The Arabic dialogue needed 
more movement. Also, one actor might 
find it impossible to play a scene stand¬ 
ing up, so he would want to sit down. All 
these situations I had to contend with, 
as did the Director, but basically we 
tried to keep it more or less the same in 
order to save time and money. 

QUESTION: What was the general 
working language on the unit? 

HILDYARD: English was the language 
we all used. We had a Production 
Manager who could speak Arabic, and 
most of the assistants and production 
personnel from Morocco or Libya, as 
well as Spain and Italy, could speak 
English in some way or other. We were 
a very cosmopolitan lot. 

QUESTION: Photographically, were 
you trying to achieve any particular 
style or lend a special “look” to the 
picture? 

HILDYARD: I thought about that a lot 
before we started shooting and came to 
the conclusion that this was not a film 
on which / should use heavy diffusion. It 
is mainly an exterior picture, with vast 
panoramas, sometimes with thou¬ 
sands of characters, all dressed in 
white muslin and in brilliant sunlight — 
so / decided to shoot it pretty straight. 
The only time I used any diffusion was 
when I was photographing one of the 
women, and then I would put just a little 
diffusion on — but in keeping with the 
rest of the picture, so that it wouldn’t be 
a sudden shock when you saw it. The 
degree of diffusion was really very 
slight. I don’t think that the sort of film 
we were making required any par¬ 
ticular desaturation, or any more dif¬ 
fusion than I actually used. 

(LEFT) Moustapha Akkad and Jack Hildyard, along with the rest of the crew, wear goggles in order to keep the blowing sand out of their eyes. 
(RIGHT) For the large-scale mass action sequences, multiple cameras were often used. The story the picture tells takes place from Moham¬ 
mad’s 40th year, when his religious career began, through to his death some 20 years later. During that time he was driven from Mecca, found 
refuge in Medina, built and extended his faith through hardship and battles until he could peacefully recapture Mecca and destroy the idols of 
the Ka’aba. 



(LEFT) The camera is mounted on a giant crane, ready to soar aloft to capture the full sweep of a battle sequence. (RIGHT) Hildyard and 
Akkad check out an extremely low angle, with the camera in a trench. Akkad spent the first 20 years of his life in the Middle East, the second 
20 years in America, where he graduated from the U.C.L.A. film school. “MOHAMMAD” is his first feature film. 

QUESTION: Shooting in the hard sun, 
which presumably was fairly high most 
of the time, did you have a problem 
with dark eye shadows? 

HILDYARD: Well, I always en¬ 
deavoured to shoot at the right time of 
day for the particular scene I was doing 
and my Director was very helpful in this 
respect. The Mecca set, for instance, 
could be photographed to best advan¬ 
tage only at certain times of day, so I 
would work out a schedule with the 
Assistant Director and we would stick 
to it as closely as possible. I shot a lot of 
the picture in back-light, or three- 
quarter-back, which I like, especially 
when photographing women, because I 
can then light them in my way, rather 
than the way God lights them. 

QUESTION: In the early stages of film¬ 
ing, when you were in Morocco, they 
built a large set which depicted Mec¬ 
ca in the 6th Century. Would you like to 
talk about that set? 

HILDYARD: Yes, we had to do a lot of 
searching to find the right location, be¬ 
cause, of course, Mecca in Saudi 
Arabia stands in an area which is more 
or less surrounded by mountains. In 
Morocco there are mountains, but they 
were either too far away or too far from 
where we would have to live. We finally 
found a village which had mountains on 
one side and which more or less could 
be modified to look like the real Mecca. 
We decided that whenever we showed 
the other side, we would matte in what¬ 
ever mountains were missing. The Art 
Department spent months before we 
ever started the picture in building 
Mecca onto the existing village. The 
centerpiece of the real Mecca is a holy 
edifice called the Ka’aba, a large cube¬ 

shaped building which we built almost 
full-size and draped with a tapestry of 
the same type that was used in the 
period when the events in the picture 
took place, the end of the 6th Century. 
The real Ka’aba still has a tapestry 
draped around it, but it has changed 
slightly; it is now black with a gold 
motif. Ours was of a bluish-grey striped 
material which, according to all the 
available information, was correct for 
that period. It was a beautiful set which, 
generally speaking, lent itself better to 
morning light than afternoon light, 
depending, of course, on which way we 
were shooting. When one captured the 
right light striking the facade of the 
building it was marvelous, and I used to 

work out a time schedule with this in 
mind. 

QUESTION: Did the necessity for 
shooting two versions create any prob¬ 
lems in that respect? 

HILDYARD: Yes, there were constant 
problems. For example, if I said we had 
to shoot a certain scene at 10:30 a.m., I 
was then faced with the dilemma of 
what to do at 12:30, when we would be 
just about ready to shoot the other 
version. Very often I would discuss the 
situation with the Director and most 
likely we would decide to shoot the 
other version the next day. This would 
Continued on Page 926 

Jack Hildyard takes a light reading in one of the practical interiors of the Mecca set. Built in, 
around and over the village of Ait Bouchant, the movie Mecca cost $400,000 to construct. 
Some walls were made of stone (300 tons of local shale were dug from nearby fields) and 
others of mud and straw over split bamboo screens. Some 100 tons of plaster went into tex¬ 
tured walls. Wooden doors, gates and arabic windows were built to replace the out-of-epoch 
tin sheets already in use. 



(LEFT) Mark holds Beaulieu camera encased in underwater housing, while Marty prepares the filming area where brook trout will spawn. 
(CENTER) “Intimate” peek at a brook trout laying eggs. (RIGHT) A brook trout in the “sack fry” stage, after having just emerged from the egg. 
(BELOW LEFT) Using the Beaulieu camera in underwater housing, Mark shoots scenes of the brook trout swimming. (CENTER) Beaulieu 
camera in Sea Research Development housing. (RIGHT) Above-and-below-water shot of trout, with mountains in the background. 

(ABOVE LEFT) Daytime shot of the transparent plastic dome in which the musical numbers were shot. (CENTER) The dome at night. 
(RIGHT) Denver performing inside the dome. (BELOW LEFT) Valerie Harper, John Denver, a child and Olivia Newton-John participate in one 
of the musical numbers for the show. (CENTER) Mark Stouffer editing film sequences on M-77 Moviola 6-plate flatbed console. (RIGHT) 
Editing videotape for the show at Compact Video in Hollywood. The author, having previously not been exposed to the videotape editing proc¬ 
ess, was amazed at its speed, but cognizant of its much higher cost, as compared to film editing. 



Two wild Bighorn Rams butt heads in classic “male supremacy” ritual which takes place 
especially during the mating season. The Colorado country abounds in a vast variety of wild¬ 
life, although some native species, like the Grizzly bear, have been rendered extinct in the 
area, due to overhunting. There is a concerted drive in progress by conservationists to cor¬ 
rect this condition. 

FILM OR VIDEO? 
Continued from Page 904 

the spawning behavior of brook trout in 
the Maroon Creek. Introduced as a top- 
water shot of a mountain scenic, the 
camera led into the sequence by 
panning underwater to reveal the brook 
trout performing their spawning 
activities. This shot was accomplished 
through the use of a submerged 
aquarium with the water line about 
halfway up on the height of the front 
glass plate. The cameraman would 
simply stick his head upside down into 
the small enclosure, look through the 
viewfinding system of the camera, and 
pan down at the appropriate moment. 
The only problem encountered was the 
necessity to rack both exposure and 
focus in the course of the pan. This was 
very difficult to do because of the space 
limitation within the aquarium. 
Following dozens of “dry” runs, the 
shot was executed and the results were 
exactly what we wanted. 

The spawning sequence was shot 
entirely underwater and offered a 
scientific insight into the behavior 
patterns of brook trout during this 
period in their life. For the underwater 
work, we used our 16mm Beaulieu in a 
plexiglass housing. Because the 
spawning activity took place in such 
shallow water, only inches deep, 
available light was sufficient. 

We filmed the actual egg laying, 
fertilization of the eggs by the male, and 
a time-lapse development and hatch¬ 
ing of the eggs. As the “sack fry”, as 

they are referred to, emerged from the 
eggs, a series of dissolves revealed 
their development into the “fry” stage, 
and finally, into that of an adult. 

Carelessly, the adult fish surfaces to 
feed on an insect, only to be swept from 
the water by a bald eagle. Thus, we pre¬ 
sented the life cycle of this species, 
following the fish from birth, to the 
replenishment of its species through 
the spawning procedure, and finally, to 
death. 

Upon seeing this material, ideas 
began to develop, and before it was all 
over, plans were in the making to shoot 
an introduction and conclusion to the 

sequence using John as the “observer” 
watching the phenomena occur. We 
began immediately to work out some of 
the bugs we had encountered in 
shooting the first material. 

Soon the day was upon us and all 
went smoothly. John was introduced 
into the area by entering one of the 
time-lapse scenics which was in the im¬ 
mediate vicinity of the trout’s spawning 
grounds. We duplicated the split-level 
shot, only this time with the addition of 
John standing on the bank and talking 
in “sync” about the behavior of the fish 
and what a fascinating thing it was to 
watch. Although the trout were spawn¬ 
ing on the day we were shooting, the 
bulk of the underwater work had been 
shot the previous year. 

We were very impressed with the 
producer’s decision to incorporate 
such an educational sequence into an 
entertainment-type program. 

How can you depict Aspen, Colo¬ 
rado, without somewhere showing a 
little skiing? You can’t, and for that rea¬ 
son, our next project would be a se¬ 
quence of John skiing. Only one thing 
held us back. It was November, and the 
snow was late this year. Everyone 
knows that shallow snow can be very 
hazardous with the rocks and stumps, 
so we could only wait for its arrival. 

Like clockwork, it came the fol¬ 
lowing day and as soon as we could 
load the two snowcats with all of the 
equipment, we were headed for the top 
of Elk Camp at Snowmass. We had 
familiarized ourselves with the area as 
a result of shooting from our time-lapse 
platform, which was located where 
John would begin his run down the 
mountain. Upon reaching the summit, 
we found it not so easy to locate the 
camera plate. Things can become 
drastically concealed beneath the 

Marty makes friends with a Bighorn ram, prior to filming it for a wildlife special entitled, fit¬ 
tingly enough, “BIGHORN”. Most animals in the wild state are extremely shy and wary. They 
can be frightened away by the slightest camera noise, which is one reason so much of the 
successful wildlife footage is shot with the use of telephoto lenses. 



snow. After much guessing and dig¬ 
ging, we located the mount under some 
41/2 feet of snow. 

The plan was for John to zip into the 
scene, say a few words about the thrill 
of skiing, and then ski down the moun¬ 
tain with the camera in hot pursuit. In 
essence, we would have a transition 
from Summer to Winter, John entering 
the last shot, and finally, the camera lift¬ 
ing off the mount and chasing him 
down the mountain. 

It sounded great, and I must admit 
that I was as amazed as everyone else 
when it all worked as planned. 

The majority of the ski photography 
was shot with our Photosonic Action- 
master 500 high-speed camera. The 
camera has the ability to shoot from 24 
frames-per-second to 500 frames-per- 
second, and with all the fresh powder, 
we wanted the effect that only slow- 
motion could offer. 

The action was covered from three 
angles. One at 24 frames-per-second 
with the Arri “BL”, one at 100 frames- 
per-second with the Photosonic, and 
one from a POV (point of view) angle of 
a skier coming down the mountain. 

To cover sound, we used our 
Nagra 4.2 in conjunction with a Vega 
wireless microphone. We used this 
microphone set-up for almost every se¬ 
quence we shot and, contrary to what 
we were told we should expect, we had 
no problems whatsoever. 

It’s one thing watching out for your 
health while blazing down the slopes, 
but it’s another story entirely when a 
$12,000.00 camera is involved. Fortu¬ 
nately, we had no casualties, and all 
bodies, both camera and human, 

returned home as they had left ... in 
one piece. 

Being primarily wildlife filmmakers, 
we could not accept the fact that foot¬ 
age could be accumulated so rapidly. 
Our normal shooting ratio was about 40 
to 1, allowing weeks and sometimes 
months in the field to gather the 
material. This planning for a week and 
shooting for an afternoon was begin¬ 
ning to spoil us. 

Our next assignment seemed to be a 
snap, but turned out to be a bit more 
than we had bargained for. We were to 
depict John with about 10 small 
children in a schoolroom building ski- 
bobs, which are one-runner sled-type 
devices. The interior shooting re¬ 
quired some 25,000 watts of light and 
two microphone locations to cover the 
scene. We used a combination of Mole- 
Richardson 1000-watt and 2000-watt 
quartz lights which were rated at 
around 3400 degrees Kelvin. On John 
we had placed a Sony ECM-16 electret 
condenser microphone, and to cover 
the children, we had our Sennheiser 
805 directional microphone on a 
fishpole boom. 

Trying to keep an eye on a dozen 
bundles of energy scampering in and 
out of the equipment was more than I 
could bear. We had to literally wire all 
of the lights to the ceiling and tape 
them to the floor to keep them in an up¬ 
right position. Aside from the building 
not being able to handle the load and 
blowing fuses (always consult an 
electrician prior to the shoot), we com¬ 
pleted the sequence with no major 
problems. 

The follow-up to the interior 

During rehearsal for taping of the John Denver special, Olivia Newton-John and Assistant 
Director Lee Bernard! look on, while the star performs in the foreground. The interspersing of 
musical numbers with wildlife and skiing sequences made for an unusual and interesting 
format which was very well received by the TV viewers. The mixture of film and videotape 
also proved highly successful from the technical standpoint. 

Dramatic above-and-below-water scenes 
like this were shot through wall of aquarium 
placed in the stream with water halfway up 
the glass. 

sequence was an exterior sequence of 
John and the children sliding down a 
hill on the contraptions. We used the 
same equipment as in the downhill ski 
sequence, and except for a few head- 
on collisions and crying sessions, all 
went well. 

The time had finally come to shoot 
the sequence that everyone seemed to 
have mixed emotions about. That was 
John playing in the snow with our tame 
grizzly bear. Now, you may want to 
know just what we’re doing with a tame 
grizzly and I must admit that some¬ 
times I ask myself that same question! 

The grizzly is extinct in Colorado due 
to overhunting in the past. Many 
people, including ourselves, feel that 
this is not right and would like to see 
the grizzly back in Colorado. For this 
reason, we are supporting the reintro¬ 
duction of this creature into its native 
land. 

Having a Colorado Wildlife Parks Li¬ 
cense which allows us to possess 
animals for the purpose of study and 
research, we got our bear as a 3-week- 
old cub two years ago. It’s been noth¬ 
ing short of an “experience” to rear 
such a powerful and potentially 
dangerous animal. We have learned a 
great deal about the behavior of this 
species from “Griz”, and hopefully, 
through such research, those who 
oppose the reintroduction of the grizzly 
Continued on Page 921 



TIFFEN 
Available at Dealers throughout the World. 

PROTECTIVE 
FILTER POUCH 

This maximum security long 
wearing ruggedly constructed 
Naugahyde pouch is rein¬ 
forced with a contrasting 
stitched Naugahyde binding. 
The inside is lined with 100% 
Nylon over foam cushioning 
for freedom from lint and 
super protection. A long life 
Velcro closure seals the 
pouch with a touch of the fin¬ 
ger, thus eliminating the po¬ 
tential damage from old 
fashioned pressure-snap clo¬ 
sures. Sizes to fit: 3x3 and 
Series 9, 4x4 and AVz" round, 
5x5 and 138mm round, 5x6, 
6x6, and 6.6x6.6. 

VIEWING FILTER 
Permits the visual interpreta¬ 
tion of shadow and high¬ 
lighted details corresponding 
to the film’s emulsion. Color 
and b/w types available; 
interchangeable filters. With 
neck chain; pocket case. 

No. 1 Black and White Viewing Filter 
90/50. 

No. 2 Color Viewing Filter ND 2.0. 

No. 3 For faster color films and lower 
light levels. 
Other densities & replacement glass avail¬ 
able on request. 

PROFESSIONAL 
RUBBER LENS SHADE 
This shade, designed for 
heavy duty use, is made from 
a specially formulated rubber 
compound and is engineered 
to meet the rigors of all weath¬ 
er shooting. Highly protec¬ 
tive of lens, it collapses easily 
for storage. Circular molded 
light baffles eliminate extra¬ 
neous reflections and flare. 
Available in 86mm, Series 
9 and 9 WA, 4V2"and 4y2" WA. 

FLUORESCENT 
LIGHT FILTERS 

FL-B FL-D 
Two Color Correction Filters 
designed to give accurate 
color renditions with average 
fluorescent lighting. Eliminates 
the deep blue-green cast 
ordinarily resultant from shoot¬ 
ing color films with fluores¬ 
cent lights. Can be used with 
the broad soft illumination of 
overhead and desk-type 
fluorescent lamps without re¬ 
gard to daylight, cool white 
or warm white rating of the 
lamps. 

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

(516) 621-2700 Telex 96-7748 
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Motion Picture 
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FEATURING 

A TREMENDOUS CAST OF NAME BRAND 
FILM EQUIPMENT AND PRODUCTION SUPPLIES- 

SUPPORTED BY OUR COMPLETE TECHNICAL REPAIR SERVICE. 

INTRODUCING OUR TOTAL EDITING FACILITIES 

DIRECTED BY EXPERIENCED FILMMAKERS AND PRODUCED 
WITH A SKILLED STAFF THAT IS WILLING AND ABLE 

TO GIVE YOU THAT SAME KIND OF PROFESSIONAL SERVICE 
SEEN EXCLUSIVELY AT FERCO NEW YORK. 

X \\ 
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A PREVIEW OF THE Vth TEHRAN INTERNATIONAL FILM FESTIVAL 
ByBAHRAM REYPOUR 
Press Officer 

The Tehran International Film Festi¬ 
val, approved by the International 
Federation of Film Producers’ Asso¬ 
ciations as a competitive manifestation 
for feature and short films and organ¬ 
ized by the Iranian Ministry of Culture 
and Arts, will be held this year on a 
larger scale than ever, making it one of 
the biggest film events in the world. 

The Vth edition of this manifestation, 
for which a budget of one million 
dollars has been approved, will be 
inaugurated in the presence of Her 
Imperial Majesty the Shahbanoo of Iran 
on Sunday, November 21, and shall 
close on Sunday, December 5, with the 
award ceremonies again attended by 
our Empress. 

Although the exact composition of 
the eleven-member International Jury 
for the forthcoming event is not yet 
known, the Festival has traditionally 
been able to enjoy the collaboration of 
prestigious judges who, in the past four 
years, have included personalities such 
as Sergei Bondarchuk, Frank Capra, 
Grigori Chukrai, Thorold Dickinson, 
Gabriel Figueroa, Sergei Gerassimov, 
Rex Harrison, Miklos Jancso, Jerzy 
Kowalerowicz, Alberto Lattuada, James 
Mason, Rouben Mamoulian, Delbert 
Mann, Gillo Pontecorvo, Alain Robbe- 
Grillet, Satyajit Ray, Istvan Szabo, 
Leopoldo Torre-Nilsson and others. 

The COMPETITION program 
comprising new feature and short films 
running for the now familiar Gold Ibex 
awards is the nucleus of the event. But 
other important sections shall also be 
organized: 

FESTIVAL OF FESTIVALS 

An annual “tableau d’honneur” of the 
greatest achievements of the world film 
industry, each entry hand-picked by 
our Selection Committee from among 
films presented in the other inter¬ 
national festivals of the year. 

CINEMA HAS EYES AND EARS 

An international selection of fea¬ 
tures of a documentary nature or 
dealing with important contemporary 
subjects. 

FIFTY YEARS OF FILM ACTIVITIES 
IN IRAN 

Commemorating 50 years of the rule 
of the Pahlavi dynasty, this program will 
present rare and never-seen samples 
of film-making in Iran as early as 1926, 
as well as the latest achievements of 
the so-called New Iranian Cinema. This 
chapter will be of special interest to film 

historians and film archives. 

A SALUTE TO THE AMERICAN 
BICENTENNIAL 

A festive and comprehensive study 
of America and Americans revealed 
through American movies. 

FILM-MAKING IN THE FAR-EAST 
Since its inception four years ago, 

the Tehran Festival has tried to bridge 
the gap between East and West and to 
serve as a launching-pad for those 
countries whose films, despite their 
obvious merits, have not had the 
chance to break into worldwide distri¬ 
bution. After Africa, Asia and Latin 
America, this year we try to focus 
global attention on the recent achieve¬ 
ments of the Far-Eastern national film 
industries. 

THREE RETROSPECTIVE 
PROGRAMMES 

The Festival will pay tribute to three 
great film-makers of our time, not yet 
chosen, to mark their efforts for the 
expansion of the possibilities of the film 
language and the human values of their 
works. These tributes usually present 
the totality of the output of the artists 
involved. 

THE FILM BAZAAR 
This business section of the Festival 

will be held with the purpose of facili¬ 
tating the exchange and distribution of 
films in the different territories of the 
world, again acting as a bridge between 
East and West. The Bazaar of ’76 will be 
organized, under one roof, the Arya- 
Sheraton Hotel of Tehran, which will 
house not only all the participating 
producers, exporters and importers 
but also the totality of projection rooms, 
video equipments, conference rooms, 

display areas, etc. 
It is estimated that total attendance 

by the general public during the 15-day 
event will be around 400,000, making 
Tehran ’76 the most popular film event 
ever held anywhere in the world within 
a determined period of time. 

But the general public aside, the 
Festival will above all be a meeting 
place for accredited guests, stars, 
producers, film directors, distributors, 
technicians, and especially journalists 
and film critics who will come to Tehran 
from practically all over the world. Last 
year, delegations from- 54 countries 
attended. This figure is expected to 
increase for the Vth Festival. 

For these professionals, a host of 
activities in addition to film screenings 
is envisaged. They include: 1. a series 
of social functions and receptions, 
some of them in the traditional Persian 
style. 2. sight-seeing excursions to 
Isfahan, Shiraz, the ancient sites of Per- 
sepolis, the Caspian Coast and the 
Persian Gulf. 3. numerous press con¬ 
ferences, debates and lectures. 

The Vth Tehran International Film 
Festival will be organized under the 
sign of gaiety. It will be a true 
celebration of the art of film on a 
universal scale. 

The Persians are coming of age, 
once again, for the umpteenth time in 
history. The film community of this 
country, honouring the idea that 
cultural richness comes of openness, 
and rejecting smug culture-boundness, 
wishes to share its joy with the whole 
film world on the occasion of the Vth 
Tehran Festival, presented as a gift of 
“love”, meaning not a nineteenth- 
century romantic notion, but rather, the 
miracle of life captured in the disci¬ 
pline of art. 

The dynamic Iranian city of Tehran will again play host to film artists and producers from the 
far corners of the earth when the Vth Tehran International Film Festival takes place Novem¬ 
ber 21 through December 5, 1976. Enjoying the active sponsorship of Empress Farah Diba, 
Shahbanoo of Iran, the Tehran Festival is fast becoming the most prestigious event of its 
kind in the world. 



For your eveiy 
electrical Qt grip need. 

Send for our 
complete catalog. 

2405 Empire Ave., Burbank, CA 91504 (213) 843-6715 or 849-6812 Telex 691599 (Matthew) 

Now available 
for our eastern customers 

off-the-shelf from 

CAMERA MART 
THE CAMERA MART, INC., 456 W. 55th St. New York, 10019 (212) 757-6977, SALES«SERVICE*RENTAL 

Member Professional Motion Picture Equipment Association 

TVega Wireless Microphone Systems ^ 
Ahead of Their Time, And Still Improving 
• Crystal controlled, VHP operation for stability and low interference. 

• Ultra-sensitive, high performance receivers have 4-cavity, helical-resonator 
preselectors for sharp selectivity and low distortion. 

• New Model 77 transmitter has many improved features: Lemo “Quick-Loc” 
mic connectors, sturdy noise-free sealed case to resist moisture and corrosive 
body acids, separate battery compartment, and selectable output power and 
dual-function meter. 

• New single-package and 4-channel diversity receiving systems let you 
handle severe conditions with extra convenience. 

From our low-cost "Orator" model to our hand-held "Performer", Vega 
has always been the leader in frequency response, dynamic range, low distortion 
and effective operating distance. Our transmitters now have all-new compressors 
that gently avoid overmodulation without harsh clipping, yet won't "latch up" 
... even on gun shots. The unit also has a dual-function meter and selectable 
power output of 25mW or lOOmW. All receivers have multi-function metering 
and headphone outputs for complete monitoring capability. 

In response to popular demand, the Lemo "Quick-Loc" mic connector is 
now standard, yielding positive contact and longer cable life. Additionally, the 
Lemo connector will supply bias voltage for electret-condenser mics, 
eliminating external battery requirements. You can use the professional mic 
of your choice. 

Vega receivers operate * 
from AC, battery, recharge- / 
able battery, or external DC ■ 
power. There are many more fr M'JIS! 
features and products we'd like { pgj/f/I 
you to know about, so SEND FOR OUR 
NEW CATALOG today. ' 

Division of Cetec Corporation 
9900 Baldwin Place — El Monte, California 91731 
Telephone: (213) 442-0782 TWX: 910-587-3539 Jj 
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INDUSTRY ACTIVITIES 
VILMOS ZSIGMOND, ASC.TO 
CONDUCT FILMMAKERS’ SEMINAR 
IN SMALL MAINE FISHING 
VILLAGE 

Vilmos Zsigmond, ASC, Director of 
Photography on such films as DE¬ 
LIVERANCE, SCARECROW, OBSES¬ 
SION, THE ALL-AMERICAN GIRL, 
CINDERELLA LIBERTY, and others, 
will conduct a week-long filmmakers’ 
seminar this summer at the Maine 
Photographic Workshops in the small 
fishing village of Rockport, Maine. The 
Seminar includes daily screenings of 
Vilmos’s many films, critiques of fif¬ 
teen selected student films, an oppor¬ 
tunity to handle new equipment, and 
new this summer, a lighting workshop 
all geared for professional cinematog¬ 
raphers and cameramen. 

The Filmmakers’ Seminar, sched¬ 
uled for September 4 to 11, offers 
active filmmakers the opportunity to 
have their films critiqued by a recog¬ 
nized cinematographer, view other 
films and TV commercials, ask ques¬ 
tions on technique and methods, and 
mix with other filmmakers from around 
the country. Last summer’s Seminar 
with Conrad Hall, ASC, hosted over fifty 
filmmakers from as far away as Alaska 
and Mexico. This summer’s Seminar 
will run along the same lines, with the 
addition of a two-day indoor and loca¬ 
tion lighting workshop. 

Professional and student film¬ 
makers may participate on two levels; 
15 to 20 films and commercial reels are 
accepted for personal critique by 
Vilmos; those who do not submit films, 

or whose films are not accepted, may 
“audit” the Seminar for a reduced fee. 
Enrollment is limited (and was full last 
summer), so early application is 
recommended. 

Vilmos Zsigmond, from Hungary, like 
many successful filmmakers, began 
working on low-budget films, became 
recognized for his own work on tele¬ 
vision commercials, and is now the 
photographer on many award-winning 
films. This summer Vilmos will be 
shooting THE CLOSE ENCOUNTER 
OF A THIRD KIND, a si-fi film. His list 
of films includes (in reverse order of 
completion): The All American Girl, 
Obsession, The Girl from Pedrovka, 
Cinderella Liberty, Sugarland Ex¬ 
press, Scarecrow, The Long Goodby, 
Images, Deliverance, McCabe and Mrs. 
Miller, and The Hired Hand. Many of 
these films will be screened during the 
Seminar. 

The costs for attending are: $250 for 
a filmmaker submitting a film for 
critique; $150 for filmmakers auditing. 
College credit, scholarship aid, and 
housing are available. The Seminar is 
organized by the Maine Photographic 
Workshops of Rockport, Maine; a year- 
round workshop for visual studies 
which offers a summer-long series of 
master classes in all phases of photog¬ 
raphy. Rockport is a three-hour drive 
from Boston and is an active summer 
resort and yachting center. Additional 
information, a schedule for the week’s 
Seminar, and applications may be 
obtained by writing: The Director, The 
Maine Photographic Workshops, Rock¬ 
port, Maine 04856. 

$300,000 IN GRANTS TO 
INDEPENDENT FILMMAKERS 
AVAILABLE FROM AFI; 
APPLICATIONS DUE BY 
SEPTEMBER 15 

The American Film Institute will 
award $300,000 in grants next year as 
part of its Independent Filmmaker Pro¬ 
gram. The grants, ranging from $500 to 
$10,000 each, will be awarded in Jan¬ 
uary, 1977. Deadline for applications is 
September 15, 1976. 

The Independent Filmmaker Pro¬ 
gram is funded by the National Endow¬ 
ment for the Arts and administered by 
AFI. Since the Independent Filmmaker 
Grants were established in 1967, nearly 
200 filmmakers have received awards 
totalling just under $1.5 million. 

Grants are made to individuals for 
any type of 16mm or 35mm film proj¬ 
ects. A review panel of recognized 
professional filmmakers will evaluate 
the applications and select the grant 
recipients. 

Student and professional film¬ 
makers who are U.S. citizens or perma¬ 
nent residents may apply. Films of any 
type may be submitted; in past years 
grant-winning films have included 
animated productions, abstract films, 
documentary films, narrative and 
dramatic films. Filmmakers may make 
their own distribution arrangements 
after projects are completed. 

Applications may be obtained from 
the Independent Filmmaker Program, 
Section N, The American Film Insti¬ 
tute, 501 Doheny Road, Beverly Hills, 
California 90210. 

(LEFT) Former screen star Evelyn Venable Mohr, widow of the late Academy Award-winning cinematographer, Hal Mohr, ASC, holds plaque 
presented to her on the occasion of a star with her huband’s name being installed in the Walk of Fame on Hollywood Blvd. (CENTER) The star 
covered up prior to the ceremony. (RIGHT) Mrs. Mohr and friends examine the star after “unveiling” ceremony. Hal Mohr, a pioneer innovator 
in motion picture photography, is one of three cinematographers honored in the Walk of Fame. The others are the late Peverell Marley, ASC, 
and the late Leon Shamroy, ASC. 



STRAIGHT TALK ABOUT LENSES 
A NEW CAMERA DOESN'T HAVE TO MEAN A NEW LENS 

Your present lens can probably be converted to fit your new camera, at a fraction of the cost of replacing it. Even viewfinder 
type lenses can be converted to fit the new reflex cameras. 

CHOOSE THE MOUNT YOU NEED: 

AND HAVE US INSTALL IT ON YOUR LENS. 
All mounts are precision manufactured of the finest materials available to original factory tolerances. Our skilled technicians can 
perform most modifications within one week. Prices vary with lens type and the mount desired. Call or write today for a 
quotation. 

PROTECT YOUR INVESTMENT — Regular maintenance will: 
1. Protect your costly zoom lens from internal wear, 

2. Avoid costly breakdown during use, and 
3. Keep optical and mechanical performance at its best for maximum sharpness. 

If it has been more than two years since your lens was checked, you should make arrangements to have it tested and serviced by 
qualified personnel. With 27 years experience on all types of motion picture optics, Century Precision Cine/Optics has the skill, 

facilities, and parts inventory to repair Angenieux, Canon, Zeiss, Schneider, Rank Taylor Hobson, SOM Berthiot-Pan Cinor, and 
all fine cine lenses. That's why leading film producers all over the world choose us for their optics servicing. 

With FREE ESTIMATES, fast service, unmatched experience, and competitive prices, you cannot afford to trust your lens to anyone 

less qualified. IT COSTS LESS TO DO IT RIGHT. We will gladly answer any questions about optical conversions and lens servicing. 

precision cine/optics TELEX 66 2419 
10661 BURBANK SLVD., NORTH HOLLYWOOD, CALIF 91601 C213) 766-3715 

HOWARD A. a 
CREATORS OF DISTINCTIVE IDEAS 
AND DESIGNS FOR 
SPECIAL PHOTOGRAPHIC EFFECTS FOR 
MOTION PICTURES AND TELEVISION 

TITLES • GRAPHICS • MINIATURES 
BLUE BACKING • INSERTS 
MATTE PAINTINGS ■ OPTICALS 
SPECIAL UNIT PHOTOGRAPHY 

Main Office: PARAMOUNT PICTURES 

5451 Marathon Street. Hollywood, Calif. 90038 

(213)463-0100 
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MOST COMPREHENSIVE 
COMPILATION OF 
CINEMATOGRAPHIC DATA 
EVER PORLISHED 9 

AMERICAN 
CINEMATOGRAPHER 

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 

COMPILED AND EDITED BY 
TWO VETERAN CINEMATOGRAPHERS 

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

WALTER STREWGE,A.S.C. 

This easy-to-carry, pocket-size, concise, book 
contains practical, informative text, tables, 
charts, diagrams, drawings and listings of all the 
latest production equipment and filming tech¬ 
niques in use today! 

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

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. NoC.O.D.'s 

An Official Publication of the 

AMERICAN SOCIETY OF 
CINEMATOGRAPHERS 
Dealers are invited to write for 

quantity discounts. 

NAME. 

STREET. 

CITY STATE. .ZIP.. 

California residents please remit 6% Sales Tax ($1.13 per Manual). 
Foreign Buyers please pay by International Money Order or U. S. 
Funds. 
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FILM OR VIDEO? 
Continued from Page 914 

bear into Colorado will become more 
understanding of the vital role which 
the grizzly would play in the wild. 
Naturally, that role being of the major 
predator. 

John is one person who under¬ 
stands these things and we were 
pleased to learn of his interest in pre¬ 
senting this problem on his special. 

So, after convincing his manager, 
Jerry Weintraub, that the bear was 
most fond of fruit, and not flesh, a date 
was set. Fortunately for John, and 
everyone, as far as that goes, the bear 
was in a good mood the morning we 
shot. 

I must admit, though, it was a rather 
delicate situation to witness John 
Denver being chased by our grizzly 
bear as his manager watched in ob¬ 
vious disapproval. 

Again, I must express my praise for 
the decision to incorporate such an 
educational segment into an enter¬ 
tainment special. 

Occurring simultaneously, to our 
work was another, more elaborate, 
phase of the production ... the video¬ 
taping. Never had we seen more so¬ 
phisticated equipment in such a remote 
area. Compact Video, a well-known 
video production company, had 
traveled from Los Angeles with a mass 
of equipment sufficient to cover the 
shooting. 

The setting was the “dome” where a 
witty art director named Ken Johnson, 
and his assistant, Chris Westlund had 
cleverly decorated the interior of a 
huge transparent, plastic dome to 
simulate Spring. All the while, Winter 
howled outside. 

Inside, amongst the flowers and 
butterflies, John sang to a small group 
of his friends and relatives. 

The set was covered by three video 
camera positions manned by John 
Stephens, Gary Stanton and Ron 
Shelton. The cameras being used were 
Norelco PCP 70s, shooting 2” tape. 
From inside a truck, parked some 
distance from the dome, Bill Davis 
directed the cameramen and moni¬ 
tored their shots on individual screens. 
A radio communications system served 
to expedite the shooting. 

Perhaps one of the main advan¬ 
tages of videotape is the ability to in¬ 
stantly replay, or even simultaneously 
screen, what is being shot. Costly re¬ 
shoots can be avoided with this system 
and, therefore, both time and money 
can be saved. 

It is true that we were impressed with 
what we saw. Compared to their 
operation, our role seemed insig¬ 
nificant. In retrospect, though, it cer- 

You need thisspecial projector! 
For single and double-system recording; re-recording; film-to-film trans¬ 
fers; tape-to-film transfers; double-system interlocked previews; quick 
access projection; scratch track production. And for dozens of other 
special purposes that only the Sonorex 16/16 Interlock Projector can do. 
Write for complete literature. 

ARRI 
P.O. Box 1102, Woodside, N.Y. 11377 
1011 ChestnutSt., Burbank, Calif. 91506 

SONOREX* 16/IB 
INTERLOCK SOUND PROJECTOR 

A 
Nine ways 
PALMER FILM SERVICES 
can work for you: (CONTINUED) 

4 
5 
6 

We’re Here to Help. Whether your need is for Labora¬ 
tory, Recording, Editing, Titles, Animation, or Video 
Transfers, your job will receive careful, personalized 
attention at Palmer Films. 

Advanced Color Developing: Our all-new color plant 
features the latest equipment and techniques for mo¬ 
tion picture processing. We develop ECO, EF, MS, 
EON II, Internegative, CRI,7381 and Ektachrome7389 
and 90 with silver track. 

Quality: Palmer Films has been providing top quality 
picture and sound reproduction for motion pictures 
since 1936. And if your film needs a little help, we do 
post flashing, force developing, scene-to-scene color 
correction, and liquid gate printing. 

to get the whole story, call: 
(TO BE CONTINUED) 

W. A. PALMER FILMS, INC. 
611 HOWARD STREET • SAN FRANCISCO, CA 94105 ■ PHONE (415) 986-5961 

San Francisco’s complete 16 mm film service j 
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/NVL/TE/ NEW 

/ f ID) % W W W ssl % Ql) M 

J SOFT LIGHT CREATE YOUR OWN ANYWHERE 

>/ ECOIMOMV USE YOUR EXISTING LIGHTS 

>/ MORE TRANSMISSION ONLY 1/2 STOP LOSS 

s/EFFICIENCY EVEN 16MM CAN AFFORD SOFTLITE 

%/DIFFUSION EFFECTIVE CLEAR OPTICAL PATTERN 

/PROVEN IN MAJOR STUDIO-IDEAL ON LOCATION 

/FREE SAMPLE AND USE INFORMATION-SA"WIDE 

25FT 2Cr 5CFT 5<4Q- 1DCFT $_75 ADD Sg POST CAL ADD S~ 

AGUILAR S LIGHTING WORKS 32 30 LAUREL CANYON BLVD STUDIO CITY CAL 9IS04 7BB B5B4 

WE’VE imPROVED 
on n GOOD THinc 

Available again for immediate delivery, the new, improved B & S 
“C”-mount Omnippon® lenses equaling or exceeding the quality 
produced by the most expensive competitive lenses. Omnippon 
MKII lenses include the 12.5mm FI.4, #1341, $260.00; 25mm 
FI. 4, #1343, $205.00; 75mm F2.5, #1344, $240.00. 

BELL & HOWELL VIEWFINDER LENSES 
B & S also has the most complete line of high quality viewfinders avail- 
able anywhere for B & H 70-Series Cameras. 

Cat. B&S Competi¬ 
No. Price tor Price 

1369 10mm 55.00 70.00 
1370 1 2.5mm 30.00 — 

1372 25mm 24.00 70.00 
1373 50mm 24.00 70.00 
1374 75mm 24.00 70.00 
1375 100mm 30.00 70.00 
1376 1 50mm 30.00 105.00 

And don’t forget the Accessories: set of 4 “C” mount Extension Tubes 
with case, #1144, $29.95; Body Plug “C” Thread, #2729, $1.00; 
Back Caps for “C” lenses, #2728, $.75; and the famous B & S Filter 
Slot Modification for Bell & Howell 70 Cameras, # 1 731, $85.00; as well 
as the B & S Filter Holders for the B & H Filmo, a handy filter holder kit, 
#1733, only $24.95. 

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

1026 North Highland Avenue o Los Angeles, California 90038 

Cable BIRNSAW (213) 466-8211 TELEX 673280 

tainly was not. We were fulfilling a 
function that only a film crew could 
provide. Because our equipment was 
so compact and independent from the 
many pieces of equipment to which a 
video camera must be married, we 
were able to set up quickly and shoot in 
the most inconvenient places. 

It is easy to see that because film and 
videotape each provide an individual 
service that the other cannot, it would 
be to a director’s advantage if he were 
able to utilize both, rather than having 
to choose one or the other. 

It should be mentioned, however, 
that this discussion is referring solely to 
television and small-screen projection, 
for videotape has not yet been refined 
to the point where it can successfully be 
blown up to a theatrical-size format. In 
attempting to do so, the horizontal lines 
which comprise the image expand radi¬ 
cally, rendering the picture quality un¬ 
presentable. It should be stated, 
though, that research is currently under 
way to increase the number of these 
lines, and by doing so, allow for a 
videotape blow-up by compressing the 
number of lines which create the prob¬ 
lem. 

Upon completion of the shooting, we 
were invited to sit in on the editing of 
the program in Los Angeles. Thinking 
of the educational value of such an 
offer, we accepted. It was there that I 
was most impressed with the abilities of 
videotape. 

For editing purposes, all of our 
16mm material was tranferred to 2” 
videotape. For the transfer, we used a 
5400 degrees Kelvin “air-ready” print 
which, I might add, was a mistake. If we 
had it to do over again, I believe we 
would have transferred the original 
directly, rather than going an unneces¬ 
sary generation. The timing and color 
could have been so easily adjusted in 
the transfer process that it was super¬ 
fluous to sacrifice the quality in going to 
a timed print. 

All of the “sync” sequences were 
transferred in interlock and both the 
sound and the picture were on one 2” 
videotape. 

The bulk of the material was trans¬ 
ferred and all of the editing stages were 
performed in videotape. One of the 
most impressive systems used was 
their “searching” technique, whereby 
each particular scene corresponded 
with a code number, and to find that 
scene, the editor had only to program 
those code numbers into a computer. 
In a matter of seconds, the scene would 
appear. Anyone familiar with editing 
procedures will realize how much time 
a system such as this could save. 

Finally, they began to select the 
material. As one “bumper”, they chose 
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to use a shot of a flock of mallard ducks 
flying in slow motion against a moun¬ 
tain background. This would appro¬ 
priately conclude the sequence of John 
and Olivia Newton-John singing the 
song “Fly Away”. It worked well. 

To lead out of a comedy skit, they 
chose a sequence of a clump of snow 
falling from the top of a spruce tree, 
and landing on an unsuspecting snow- 
shoe hare. The hare merely brushed off 
the snow and continued munching on 
the pine needles as though nothing had 
happened. 

Perhaps the most impressive wild¬ 
life “bumper” used was that of a flying 
squirrel running to the end of a branch 
and launching itself into flight. Shot at 
400 frames-per-second, the flying 
seemed to last much longer than it 
actually did. From the response which 
we received from this shot, I would say 
that very few people have ever seen 
this happen before. 

In comparison to film, the editing 
went unbelievably fast, and when it was 
all over, an 8-plate KEM seemed obso¬ 
lete. From a financial standpoint, how¬ 
ever, it should be pointed out that the 
cost of both shooting and editing video¬ 
tape far exceeds those costs involved 
in working with film. Naturally, it would 
be somewhat unfair to draw a compari¬ 
son between our small operation and 
that of Compact Video. However, it can 
be stated that, on an equal basis in any 
location-shooting situation, the cost of 
videotape would be substantially 
higher than film. 

While no one factor was responsible 
for the successful incorporation of our 
material into the program, a few things 
certainly helped. From a technical 
standpoint, I would say that in our 
exterior shooting, the light reflection off 
of the snow added a certain degree of 
“fill” which boosted our image quality. 
In our interior shooting, rather “hot” 
lighting of one stop difference between 
the key and fill source helped to com¬ 
pete with the brightness of videotape 
images. This, in addition to a “catch- 
light” in the eyes and strong back¬ 
lighting to pull the subject away from 
the background, served to create the 
“light” mood necessary for the scenes 
with the children. 

All this, in addition to shooting a 
tight-grained film such as ECO, 
seemed to give us that extra little spar¬ 
kle that is so important when the film is 
to be intermixed with videotape. 

I could discuss the pros and cons of 
film and videotape for days, but that is 
not my intent. Instead, I would like to 
call a truce by stating that each has its 
own place, and under certain circum¬ 
stances, they can successfully be 
merged and presented as one. ■ 

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. 

KODAK 
Kodak Supermatic Film Videoplayer VP-1 

plays Super 8 film on a television receiver. 
Operates at 18 or 24 fps. Still frame 
capability. List $1695  $1289.00 

Kodak VP-X Film Videoplayer for use with 
external sync $1289.00 

Kodak Supermatic 200 Sound Camera $ 349.00 
Kodak Supermatic 60 Sound Projector w/zoom. . . $ 405.00 
Kodak Supermatic 70 Sound Projector w/zoom. . . $ 480.00 
Kodak Ektalite Projection Screen Model 3 $ 80.00 

BOLEX 
Bolex Rex 4 $ 369.00 
Bolex Rex 5 w/Rexofader $ 649.00 
Bolex SBM (limited quantity) New $ 789.00 
Bolex EBM w/grip, battery and charger. . . . Demo $1169.00 
Bolex EBM w/Vario-Switar 100 POE Zoom. . . New $1899.00 
Bolex EBM w/grip, battery, charger and Vario- 

Switar 100 POE Zoom Like New $1489.00 
Vario-Switar 12.5x100 F2 (for H16 EL) New $2389.00 
Bolex MST Motor and Battery Pack Used $ 369.00 
Bolex Vario Switar Compact 17x85 Bayonet. Demo $ 289.00 

BEAULIEU 
Beaulieu 4008 ZM 8x64 $ 499.00 
Beaulieu 4008 ZMII 6x66 New $1023.00 
Beaulieu ZMII 6x66 Used $ 749.00 
Beaulieu 4008 ZM3 8x64  New$ 595.00 
Beaulieu 4008 ZM3 8x66 Used $ 549.00 
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 

8x50mmzoom   . . New $1289.00 
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 
Lowe I TI-93 Kit New $ 329.00 
Lowe I Iota Kit 94 (List $750) New $ 599.00 
Lowel TI-95 Kit New $ 369.00 
Lowel Totalight TI-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 

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. 
Shipping Charges'. Extra. Please send est. chgs. Excess will be refunded. All shpg. chgs. not paid will be billed C.O.D. Min. $3.00 Shpg. 
chg. Prices are valid when submitted for publication but may change without notice. Quantities are limited. 

While-You-Wait 
Super 8 Processing 

With our new on-the-premises processing service, Bel Air 
Camera & Hi-Fi can develop your Super 8 Ektachrome 7244 
Sound or Silent movie film in as little as 15 minutes. This is 
high quality processing on Kodak equipment. Regular price 
$3.45 per roll. 

Introductory 
Price 

$3°° 
per roll 

Offer expires September 30,1976 

927 Westwood Blvd., Los Angeles, CA 90024, Phone: (213) 477-9569 - (213) 879-9616 
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• Lear Jets 

• Video Monitors 

• Still Cameras 

• Top Pilots 

• Helicopters 

• Pilots 

• Cameramen 

• World Wide 
Dealers 

UNIQUE ASTROVISION SYSTEM PANS 
360°, TILTS 90° IN THE SLIPSTREAM 

ASTROVISION 
CAMERA SYSTEMS INC. 

(213) 989 
. Chicago - (312) 321-9406 • Dallas - (214) 369-1165 
• Detroit - (313) 371-4920 • Miami - (305) 945-1111 
• Minnesota - (612) 941-2629 • New York - (212) 581-5474, 

895-5372 • Long Island - (516) 294-0355 • San Francisco - 
(415) 957-1787 

VIBRATIONLESS HELICOPTER CAMERA 
MOUNTS FOR 16/35/70 VIDEO. 

CONTINENTAL 
16800 Roscoe Bl., Van Nuys, Ca 91406 

5222 
• Salt Lake City - (801) 295-8368 • Toronto, Canada - 

(416) 920-5424 • Sydney, Australia - 439-6955 or 669-6000 
• London, England - 223-2600 • Coventry, England - 304231 
• Bangkok, Thailand - 821720 • Munich, Germany - 38-09-306 
• Hong Kong - 5-781051-4 

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 

FILMING “DAWN FLIGHT” 
Continued from Page 899 

Since we could not afford a heli¬ 
copter and Tyler mount, we used a two- 
place glider with the canopy removed. 
With the pilot in the back seat, either 
Brian or I sat in front. The old Arri-S sat 
on a tripod head attached to the ship. 
The shots were steady enough in 
straight and level flight, but we soon 
discovered that high-g maneuvers and 
turbulence were ruining a lot of foot¬ 
age. 

Brian came up with a simple and bril¬ 
liant solution. We put the tripod-style 
nose mount on a third single-seat 
glider. Then, instead of having the Arri 
face the cockpit, we pointed it straight 
ahead. Naturally, this arrangement 
eliminated side shots. But it gave pilot 
George Bernstein an instrument he was 
to use with incredible artistry. 

With the camera on the mount and 
the glider on the ground, George 
looked through the Arri eyepiece. Then 
he thoughtfully sat in the cockpit. He 
went back and forth from eyepiece to 
cockpit, making judgments and seeing 
spacial relationships in his mind’s eye. 

In most of our aerial footage, the red 
glider is right behind The Flier’s yellow 
one. George’s job was now to stay 
behind the two gliders and follow them 
with his camera running, no matter 
what they did. 

One afternoon all three gliders (lined 
up single-file, straight as you please) 
pulled out of a dive and skimmed over 
the ground at an enormous speed. 
They flew right between two trees that 
were closer together than their wing¬ 
span. It is all there in George’s footage. 
Each glider casually lifts a wingtip up 
and over the top of the tree on the left. 
That shot did not come anywhere near 
the cutting room floor. 

No matter what maneuvers the three 
sailplanes went through, the image was 
absolutely steady. And George’s 
judgment was so perfect that the 
subject aircraft were consistently in the 
right place on the screen. Not bad for a 
cameraman concentrating on very diffi¬ 
cult flying while shooting with a camera 
almost five feet away from his eye. 

The Flier finally outmaneuvers the 
red pilot. He gets behind his adversary, 
then draws abreast. For the first time, 
The Flier (and the audience) see who 
the mysterious pilot is. 

The recognition sequence is the 
climax of “DAWN FLIGHT”. Direction, 
acting, and coverage had to be as good 
as we could make them. We shot 
inserts of hands, control surfaces, and 
ultra-tight closeups on the ground. 
Everything else was done in the air, in 
several different flights. 
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On the ground, Denis and I worked 
on the same things all directors and 
actors do — subtleties of the charac¬ 
ter, acting objectives, interpretations, 
and possibilities. Then Denis climbed 
into his glider and was towed into the 
sky. After release, he turned on the 
remote camera and became The Flier. 

We shot our masters from the two- 
place camera glider, and the remote 
cameras gave us the coverage we 
needed — closeups, full shots, re¬ 
verses, and POV’s. They also gave us 
sound-in-sync. 

The Flier talks to himself and shouts 
at the red pilot while he is flying. With a 
Nagra III running behind his seat and 
the Arri-S rolling out on the nose, Denis 
clapped his hands once for sync. We 
had no sync cable or crystal sync, but 
the chunks of dialogue were so short 
that picture and sound did not have a 
chance to drift away from each other. 

The lavalier mike hidden in Denis’ 
clothing minimized the noise of the slip¬ 
stream, and the quality of the sound 
was good enough. But “good enough” 
is not good enough, so we used our 
recording as a cue track. The few 
words The Flier says are very impor¬ 
tant, and looping made them clearer 
than they were before. 

In the Can 

The Flier finds out who the mystery 
pilot is. Then, alone and finally at 
peace, he flies away. 

We had solved The Flier’s problem, 
but not all of our own. We needed a 
blowup to 35mm, and we needed 
music. 

Our low budget was an absolute 
blessing in the music department. Now, 
I’m thankful we could not afford an 
original score. 

We ended up with the best music 
tracker in the business. Jack Tillar, of 
Neiman-Tillar Associates in Los An¬ 
geles, took some great music by 
Johnny Pearson from KPM records. He 
wove it into a score that was alter¬ 
nately haunting, lush, subdued, and as 
forceful as a sledge hammer. Jack 
understands how to use music. 

After mixing at Glen Glenn, we 
ambled over to the other side of the 
parking lot and turned everything over 
to CFI. Liquid-gate printing took care of 
the inevitable scratches on the deli¬ 
cate 7247, and our blowup was excel¬ 
lent. 

The Mystery Pilot 

Pyramid Films of Santa Monica, Cali¬ 
fornia, is handling the non-theatrical 
distribution of “DAWN FLIGHT”. They 
can provide you with a 16mm print if 
you’d like to find out who is flying the 
mysterious red sailplane. 

It may not be who you think it is. ■ 

COLUMBIA a E COLLEGE a 
COLUMBIA 1 1 COLLEGE a 

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 

• 8mm & Super 8mm Reels 
in steel, 200'to 2000'. 

Shipping Cases in 
fibre and plastic. 

• 16mm Reels in steel, plastic • Split Reels in steel 
and sheet aluminum. and aluminum. 

• 8mm & 16mm cans 
in steel and plastic. 

• 35mm & 70mm Reels in 
steel and aluminum. 

Reel perfection is a GOLDBERG tradition! 

GOLDBERG BROTHERS 
P.O. Box 5345, T.A. • Denver, Colo. 80217 
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FILMING “MOHAMMAD — THE 
MESSENGER OF GOD” 
Continued from Page 911 

usually apply to the very big shots, 
rather than to the scenes with actors in 
an intimate setting. 

QUESTION: Since part of the “Mecca” 
village was real and part was built on, 
did the matching present any prob¬ 
lems? 

SAVE 100’s OF DOLLARS ON PROJECTION LAMPS 

HOW WOULD YOU LIKE TO GET UP TO 400 HOURS FROM YOUR 8 OR 16MM 
PROJECTION LAMPS? 

YOU CAN WITH “LAMP SAVER”! 
By using this electronic kit you can extend the life of your 
lamps way beyond their normal life expectancy and save 
time and money on replacements. Never wears out, easy to 
install. State projector, model and lamp when ordering. 
Satisfaction guaranteed. Price Postpaid $20.00 

SORRY, NO C.O.D. 

JACK LOMBARDO THEATER SUPPLY 
6520-B Selma Ave. Hollywood, Calif. 90028 

HILDYARD: Not really. The Art Depart¬ 
ment had to follow the basic archi¬ 
tecture of the existing village — which 
was a typical Arab village — and graft 
onto it much bigger buildings, in order 
to make our set look like the real Mec¬ 
ca. We duplicated the wall texture and 
the type of stonework of the real vii~ 
iage, because that is how they were 
then and still are today. When it came 
to building the large or double-story 
buildings, for instance, the same wall 
textures and colours were used within 
reason and in keeping with the design 
that we needed. It all blended in very 
well. We also had to be very careful 
how we laid the buildings out, as far as 
the sun angles were concerned, as one 
obviously wants to shoot for as long as 
possible without getting an un¬ 
desirable light effect. 

QUESTION: I’ve been told that there 
was originally an intention to leave the 
Mecca set standing after completion of 
the picture, but this didn’t happen. 
Why was this? 

HILDYARD: Well, without getting too in¬ 
volved in the politics of the situation, we 
went to Morocco because that seemed 
to be a good country to work in for this 
sort of film, but that choice wasn’t made 
entirely with the blessing of Saudi 
Arabia, in which country the true Mec¬ 
ca exists. It would appear that the 
Saudi Arabians didn’t like the idea of a 
second Mecca existing in any way. 
They went to great lengths to try to stop 
us. However, we carried on, expecting 
to make the entire film in Morocco. 
Eventually the pressures became too 
great and we had to leave, but before 
doing so, and through the good offices 
of the Moroccan government, we were 
able to finish all our shooting in the 
Mecca set. By then we had finished 
only about one-third of the shooting. 
We still had to do all the battle se¬ 
quences and vast panoramic desert 
scenes, but all the locations we had 
found in Morocco then had to go by the 
board. The company was not closed 
down, but “suspended” for eight weeks 
while another country was found that 
would welcome us and also, of course, 

926 AMERICAN CINEMATOGRAPHER, AUGUST 1976 



had the requirements for the desert 
shooting. This happened to be Libya, 
so everything was moved there from 
Morocco — all of our equipment, our 
generators, our trucks, everything. The 
Mecca set was pulled down and the vil¬ 
lage was put back to the way it was 
before. 

QUESTION: You have already said 
that, in re-creating Mecca, you used 
matte shots to put in the background 
mountains. Would you like to speak 
about that? 

HiLDYARD: The method we used was 
not very difficult. More than anything, it 
was a matter of increasing the height of 
the mountains above the set we had 
built, because we were lacking moun¬ 
tains in one direction and, to be authen¬ 
tic, we had to have them. The bottom 
and centre of a scene would consist of 
the set we had built and the top would 
be a painted-in mountain range and 
houses up on the hillside, which did not 
interfere with the action down below. 
All of these matte shots were handled 
very well for us by Wally Veevers, with 
whom I have worked a lot in the past. 

QUESTION: He used the original nega¬ 
tive, didn’t he? 

The London International 
Film School 

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. 

Courses start on January 10th and April 25th 1977. Write 
to the Student Councillor Dept., London International Film 
School, 24 Shelton Street, London WC2H 9HP, England. 

HILDYARD: Yes. The matte shots were 
usually long shots from a fixed camera 
position. Of course, the camera had to 
be locked off on a very stationary 
pedestal. We used a reasonably soft 
matte line across the top of the picture 
in order to obscure the part that would 
eventually become the new back¬ 
ground. A black card would be stra¬ 
tegically cut out in various places to 
give us this line. We usually shot three 
long takes of each scene in order to 
give Wally Veevers one to play around 
with and get all his paintings and expo¬ 
sures right, leaving two original nega¬ 
tives for the final matte shot. This gave 
a better result, I think, than if we’d gone 
to a dupe negative. There were certain 
other matte shots where we had to put 
in campfires and Wally did these in the 
same way. 

QUESTION: How did you protect your 
film stock from the heat? 

HILDYARD: Being very aware of this 
problem, we got our exposed negative 
material sent back to England as quick¬ 
ly as possible. By the first available 
plane, in fact. But I must say I was sur¬ 
prised by the way that present-day 
negative stands up to the rigours of cli¬ 
mate that it is subjected to. On some of 
the films I’ve shot it has been freezing 

cold and on this one it was 110° 
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Fahrenheit in the shade. The film 
seems to stand it perfectly; we had no 
problem at all. 

QUESTION: The other environmental 
hazard, of course, is sand and dust. 
How did that affect you? 

HILDYARD: The cameras, I thought, 
were marvelous. I don’t think we ever 
got any sand inside the PSR’s. I pre¬ 
sume that this is due to the way they are 
built. Our only problem with sand was 
having it get into the pan and tilt heads, 
where it was impossible to keep it out of 
the gearing. These were cleaned every 
night, and if one happened to get a bit 
sticky during the course of the day, we 
would use another one until that one 
was fixed. Sand was a problem, but 
never in the camera. I don’t think that 
we had one scratch that I could have 
put down to sand — and we had a lot of 
sand. 

QUESTION: Having photographed 
David Lean’s previous picture, you 
were originally slated to shoot “LAW¬ 
RENCE OF ARABIA”, which you 
missed because of “CLEOPATRA”. 
Was it some sort of recompense to 
have the opportunity to shoot such 
broad desert vistas on this occasion? 

HILDYARD: I suppose one could say 
that, in retrospect. Of course, a lot of 
the scenes are similar to those in 
“LAWRENCE", because it’s desert — 
and desert is desert wherever you do it. 
One sand dune looks the same as 
another. This, again, was where I had to 
schedule the time of shooting, because 
the flat-lit desert doesn’t look like any¬ 
thing unless there are big crowds, 
which present another problem. I 
would always try to shoot the pano¬ 
ramic desert scenes with low sunlight 
— either early in the morning or late in 
the evening — in order to show con¬ 
trast in the dunes. 

QUESTION: Was there any problem in 
finding “virgin” sand for the two ver¬ 
sions? 

HILDYARD: Always. One would find the 
ideal background or foreground, but it 
would be good for only one take. There 
is no way you can obliterate horse, 
camel or human foot marks in sand, so 
we had to pick an alternative for Take 
Two of the English version, after which 
we had maybe two or three takes of the 
Arabic version to do. This became a bit 
of a problem. We had a lot of desert 
and sometimes it meant moving on, but 
we did overcome the problem and I 
don’t think there is any sand shot in the 
picture in which people have walked 
there before. Ever. 

QUESTION: And you mean ever? 
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NO SEPARATE BATTERY ! 
NO DANGLING POWER CABLE ! 

HILDYARD: Yes, I do mean EVER. 

QUESTION: You had to wear eye pro¬ 
tection. Why was this? 

HILDYARD: This was in the desert, 
where very often it was quite windy and 
we had a sand problem. The eyes are 
very vulnerable to this sand, which is 
very fine,'almost as fine as the type of 
sand one would find in an egg-timer, 
and if it happens to get into your eyes it 
is extremely painful and very difficult to 
get out. So everybody on the unit was 
issued goggles for protection and this 
solved the problem. This was very 
important, especially in my case, as 
without my eyes I could not have com¬ 
pleted the film. 

QUESTION: Working with very high 
sunlight and hard shadows, how did 
you go about assessing the exposure 
that was required? 

HILDYARD: This depended upon the 
locale. In the desert, on a true sunny 
day with blue skies and very light sand, 
one uses almost the same technique as 
for shooting snow scenes. If you take a 
reflected light reading with the meter 
you get a very false reading, because 
you are really reading only the amount 
of light that is bouncing off the sand (or 
snow). So I would compute between a 
direct reading and a reflected reading, 
together with what experience I’ve had 
and what my own two eyes told me. In 
that way I would finally arrive at an 
aperture which seemed to work. 

QUESTION: Jack, what about the per¬ 
sonal aspects of a shoot that lasts 
more than a year? 

HILDYARD: Well, this always presents 
problems on a location shoot of any 
length, but we had a very good system 
on this picture. We would have the 
occasional charter aircraft to move ar¬ 
tists, crew, film or equipment, and any 
spare seats would be available for 
families. My wife and daughter were 
able to come out and see me on four 
different occasions, twice in Morocco 
and twice in Libya, and they thor¬ 
oughly enjoyed it, especially in Libya, 
where the location was an oasis town 
600 miles into the deep desert, where 
we all lived for about 2V2 months with 
our wives and children. We had good 
accommodations, film shows, a sports 
room, reading rooms, everything. It 
was one of the most pleasant films that 
I have ever worked on. Our Producer 
went to great lengths to make sure that 
everybody was comfortable. I don’t 
think anybody could complain about 

conditions. ■ 

Imagine the freedom, convenience and 
economy of being able to film without 
a separate battery pack and a separate 
power cable! Now you can enjoy these 
advantages with the new miniature 

Duro-Pack battery. It’s the new system 
that makes your Arri 16S Camera free 
of encumbrances. See this 20 ounce 
miniature at your Arriflex dealer or 
write us for complete details. 

miniature DUROFACK battery 

Capacity: 1000' with 
100' spools in the Arri 
16S or 800' with 400' 
magazines. Separate, 
special charger works 
from 120V AC or 12V DC 
car or boat cigarette 
lighter outlet. Recharges 
as many as 4 Mini Duro- 
Packs at one time! 

ARRI 
ARRIFLEX COMPANY OF AMERICA 

P.0. Box 1050, Woodside, N. Y. 11377 
1011 Chestnut St., Burbank, Ca. 91502 

JOHUnAIW 
GROUP OF COMPANIES 

MOTION PICTURE EQUIPMENT 
SALES — SERVICE — RENTALS 

105 Reserve Road 
Artarmon, N.S.W. 2064 
Sydney, Australia. 
Telephone: 439-6955 
TELEX: 24482 

AUSTRALIA-J 

^•American. ■ 
Cinematographer 
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 
my remittance. 

American Cinematographer 
P.O. Box 2230 
Hollywood, CA 90028 

Name_ 

Address_ 

City_ State 
(offer available only 
with remittance) 

Zip_ 

AMERICAN CINEMATOGRAPHER, AUGUST 1976 929 



Mitchell 
with four 1000 ft magazines, 
220 V-3 phase-50 Hz sync, motor 
and start box. 

Fully serviced by our own engineers 
before despatch. Double exposure 
film test provided. 

$7,999 
Also available: Set of 7 COOKE SPEED PANCHRO LENSES 
(18-25-32-40-50-75 & 100mm) plus 
Mitchell side-finder and set of matched auto-parallax focus cams. 

MULTI-DUTY MOTOR 96 V-DC/220 V-AC with DC and AC 
start boxes, cables etc. 

Many other Mitchell accessories in excellent condition available. Just tell us what 
you need — AC and DC motors, magazines, lenses, frame cutters, obie lights, etc. 
Write to: Dennis Rosario, 

Rentacamera Ltd., 8-12 Broadwick St. London W1V 1FH, England. 

^Jvidai*f(4eu\_ 

UNDERWATER CAMERAMAN 

MEMBER’.A.T.S.E. 

LOCAL 666 

UNDERWATER PROPS 

DESIGN & CONSTRUCTION 

STOCK 
FOOTAGE LIBRARY 

JORDAN KLEIN, INC. 
3131 N. E. 188 ST., MIAMI, FLA. 33160 

P. O. BOX 630605. MIAMI. FLA. 33163 
(305) 931-2300 

Cincrnoto^ropher 
Please enter my subscription for 1 year— 
$9.00 U.S. $10.00 Foreign 
and send me a 

American Cinematographer 
P.O. Box 2230 
Hollywood, CA 90028 

free copy of the Name 

Four-In-One Reprint. 
I am enclosing Address 

Citv State 
my remittance. 
(offer available only 
with remittance) Zip 

PREPARING “THE PREPARATORY” 
Continued from Page 864 

looked right, except that it was still in 
slow-motion. At this point I checked to 
see that there were as many contrast¬ 
ing movements as possible, in order to 
add to the interest and tension of the 
scene. Then the camera was re¬ 
hearsed with the actors in slow-motion. 
When I was sure that the violent move¬ 
ments of the actors were under their 
control, I had everyone gradually build 
up speed. Only just before the shot was 
ready for a take were the actors 
allowed to play the scene with feeling. 
In this way the young actors didn’t hurt 
themselves by uncontrolled emotion, 
and yet their performances were fresh 
for the final shooting of the scene. 

One of my biggest concerns while 
writing the film was the problems that 
would arise on the set when dealing 
with very young actors. My worries 
quickly ended when I saw how co¬ 
operative the young cast was. Many of 
the actors in smaller roles actually 
ended up becoming some of our best 
grips on the set; and the main two 
actors, Kelly Ward and Andy Tennant, 
were a pleasure to work with in the way 
they quickly responded to even the 
subtlest emotions of the scene. Of 
course, we had our trying moments, too 
— like the time we were shooting in the 
shower room and a bunch of the boys 
locked another boy in one of the 
lockers while the crew was having 
lunch. 

However, the biggest difficulty was 
the budget. We could afford only three 
takes or less of each shot, and very little 
coverage. For this reason, and since I 
wanted to use very different camera 
and editing styles for the different se¬ 
quences, I had to plan the shots care¬ 
fully. Phil Earl’s camerawork added a 
great deal to the final production. I 
would go over the shots well in ad¬ 
vance of the shooting day with him and 
the editor, Linda Shanklin. Linda was a 
tremendous help, not only with the 
editing and the shot-breakdown, but 
with assisting on almost every aspect of 
the production. 

A great deal of time, energy and 

feeling went into the making of “THE 
PREPARATORY”; but now that audi¬ 

ences have seen the film and received 

it so well, such as with the A.S.C. 
award, all of us on the crew look back 

at those sleepless months and feel that 

they were more than worthwhile. It was 
a challenge for the six people on the 
crew (Linda, Pat, Ben, Phil, Barbara 
and myself) to re-create a small, unique 

world on film — a world of grey build¬ 

ings and electric bells, a world of dark 
corridors and winter light. ■ 
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PHOTOGRAPHING “THE 
PREPARATORY” 
Continued from Page 867 
ground. The outside incident reading 
was 1-1/2-to-2 stops down from expo¬ 
sure at the windows. At a given signal, 
our crew blinked out the lights in a ran¬ 
dom sequence. I got this idea from Mal- 
kiewicz’s “Cinematography" and the 
results were very convincing. 

The largest lighting setup was the 
long shot in the dining hall. A total of 24 
lights were rigged from the ceiling to 
get the room up to exposure. It took an 
entire day and just about every light 
available to us from the Cinema 
Department. The next day when the 
room was full of actors dressed as stu¬ 
dents, the priests reciting their Latin 
prayer and all the lights were turned on, 
it was a big thrill for the whole crew to 
see all their effort come to fruition in the 
big production shot of the film. 

One of the rewarding aspects of the 
experience for me was getting to¬ 
gether with the director and story¬ 
boarding the shots for the upcoming 
scenes. We would work on an ap¬ 
proach until we were both satisfied that 
the angles and shots best expressed 
the sequence to be photographed. Fre¬ 
quently, we would attempt to cover a 
great deal of action with one take. In 
most cases, the extra effort for this kind 
of coverage paid off. 

From the standpoint of a camera¬ 
man, storyboarding with the director 
involved me in the decision-making 
process of how the camera would be 
used as an expressive tool to advance 
the story. 

When we arrived on the set, we 
had a clear idea as to how the scene 
would be covered. Naturally, we would 
change or introduce shots that the set 
suggested, but which had not oc¬ 
curred to us while storyboarding. 

Everyone on our crew owes a great 
deal to the several companies who 
helped and contributed, for no charge, 
to our efforts. F & B/Ceco and Cine- 
mobile continually loaned our 
production a wealth of equipment, from 
5K lights to Elemack dollies. The D. B. 
Milliken Co. kindly loaned us one of 
their high-speed cameras for our slow- 
motion sequence. In post-production, 
CFI donated a whole morning with a 
timer, so that we obtained a print with 
just the look that we wanted. Their help 
and generosity were an encourage¬ 
ment to the entire crew. ■ 
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A message 
from 

Frank Hood 

ECNII 
What’s the trouble? 

Recently, a large and well known 
eastern film lab distributed a 
letter reporting that they “have 
experienced great difficulty in 
processing, handling, and print¬ 
ing” type 47 Neg and type 49 CRI. 

Because of this, they now “re¬ 
fuse to print and process any of 
these films” (except under con¬ 
ditions that relieve them “of all 
responsibility”). In their opinion 
there is “something radically 
wrong with the film.” 

Teknifilm 
Teknifilm is, of course, a much 

smaller lab. We, as they, have 
built special clean air areas. We 
operate two special processing 
machines, one for type 7247, and 
one for CRIs, exactly as Eastman 
recommends. Teknifilm has not 
experienced any undue difficulty 
in turning out high quality prints 
from type 47 Neg. 

Why? 
Maybe the reason is that we are 

smaller — that the people who 
designed our systems of handling 
and timing and operate our ma¬ 
chines are all experienced film¬ 
makers and treat the film as care¬ 
fully as if it were their own. Maybe 
being smaller permits us to pay 
personal attention to the small 
details that assure quality. 

What can you do? 
If you like the advantages of 

type 47 Neg and have difficulty in 
getting good processing and print¬ 
ing from the large lab, why not try 
a quality-conscious and personal 
small lab? There are several 
throughout the country. 

We hope you will try Teknifilm. 
Phone 503-224-3835 and talk with 
Arlan Evensen or Frank Hood. 
Though no one can guarantee per¬ 
fect results every time, we are well 
aware of the problems both on the 
part of the film producer and the 
lab and we will be glad to discuss 
both the advantages and limita¬ 
tions of the negative/positive 
process, show you sample prints, 
or process and print a roll of your 
film and let you decide if there is 
anything “radically wrong with the 

1923 N.W. Kearney Portland, Ore. 97209 

ACADEMY STUDENT FILM 
AWARDS PRESENTATION 
Continued from Page 882 

vidual lessons and ensembles, we see 
the Settlement Music School providing 
the opportunity for all children to study 
and experience music. 27 minutes, 
16mm, color. 

The Dramatic Award went to THE 
PREPARATORY, University of South¬ 
ern California; Terence Cahalan. It is 
the story of an adolescent boy in a 
Catholic boarding school growing up 
and hardening' himself- to the realities 
around him through the experiences he 
encounters with his fellow students and 
his teachers. 24 minutes 44 seconds, 
16mm, color. 

The Experimental Award was given 
to AFTER LUMIERE, University of Cali¬ 
fornia, Los Angeles; Joan Laine. AF¬ 
TER LUMIERE is a statement about 
movies and culture today and the 
responsibility of the industry and the 
audience. 17 minutes, 16mm, color. 

The Special Jury Award was pre¬ 
sented to AMERICAN LOVE AFFAIR, 
University of Southern California; Lee 
M. Rhoads, Jr. (Originally submitted in 
the Documentary Category.) Traces the 
growth of Los Angeles from a dirt street 
pueblo into today’s metropolis by the 
innovations and displacements of 
various systems of transportation. 
Documents the trolley’s tribulations 
and Pacific Electric’s struggle to retain 
its right of way. 16 minutes, 16mm, 
color. 

Runners-up were TUBE TALES, 
Syracuse University (N.Y.); C. Henry 
Selick, KOLINS: NOTES OF TESTI¬ 
MONY, Temple University (Pa.); 
Thomas J. Petner, AND YOU ACT 
LIKE ONE TOO, New York University; 
Susan Seidelman, EXPERIMENTU 
TUO, University of Bridgeport (Conn.); 
John McCally, and TIME AND 
DREAMS, Temple University (Pa.); 
Mort Jordan. 

Screening of the Award-winning 
films followed the presentations. 

The third annual Student Film 
Awards attracted 377 entries. The 
competition was open to students at 
colleges and universities throughout 
the United States. Ten regional juries 
forwarded 48 entries to the Academy 
for final national judging by the 3,200 
voting members of the Academy, the 
same professionals who judge the an¬ 
nual Academy Awards. ■ 

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

AMERICAN CINEMATOGRAPHER 

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, 
ISYz". Weight, 16 lbs. 

FEATURES: 
• Adjustable riser plate. • Pat¬ 
ented individual adjustable legs. 
• Triangle-type leg locks. • Indi¬ 
vidual or simultaneous adjusting 
of legs. • Modularly constructed 
for easy repair or parts replace¬ 
ment. • Weatherproof. • Combi¬ 
nation rubber and spiked tipped 
legs. • Flexible leg adjustment for 
shooting of uneven terrain. 

Price: $350.00 
Available Exclusively From: 

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

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

FULL IMMERSION 

WET GATE 
PRINTING 

16mm to 16mm 
16mm to 35mm 

Super 16mm to 35mm 

EASTMAN COLOR 
INTER-NEGATIVE 

and POSITIVE 
16mm & 35mm 

16mm PROCESSING 
ECO, EF and CRI 

• Video Analyzing 

• Sound Recording 
and Mixing 

• Optical Printing 

• Titling 

• Super 8mm 
Reduction Printing 

• Filmstrip 

We are a quality-oriented lab... 
Computerized printing... 
Contact our producers’ service 
specialists... 
We do the job right! 

DENVER 
312 So. Pearl St. - Denver, Colo. 80209 

Cine Craft 
8764 Beverly Blvd. - Hollywood, Calif. 90048 

A.F.I. SEMINAR 
Continued from Page 879 

Lab in New York. I really felt very com¬ 
fortable flashing with them, and I could 
pinpoint the degree. They have a differ¬ 
ent nomenclature. It’s not done in per¬ 
centages; it’s done on lights. Flash on 
light nine, light eleven, and so forth. On 
the basis of tests, I know what each one 
represents. Other labs use per¬ 
centages — ten percent, twenty per¬ 
cent, five percent, whatever. I haven’t 
found this to be consistent, frankly, and 
the fact remains that, to me, flashing is 
a form of degrading the film. 

QUESTION: Isn’t it true that flashing 
evens out light changes, particularly in 
shooting exteriors, where you get big 
changes in light during a day’s 
shooting? 

KUNE: That’s where I use it, on ex¬ 
teriors. Quite often you’ll do part of a 
sequence on a certain day, and then 
you’ll come back the next day to finish 
that sequence, only to find that the 
light, instead of being what it was, is 
something entirely different. In that 
case, you might have to flash it in order 
to match the previous day’s lighting. 
Actually, I prefer to solve that problem 
by using low contrast filters. I’d rather 
have the control. I like control, but I 
think you lose control if you give the lab 
too much to do. 

QUESTION: Would you care to talk 
specifically, technically, about the 
types of lights you use when you go in 
to light a subject? 

KUNE: Well, I never use soft lights. I 
think they’re good lights, but for my 
purpose I don’t find them versatile 
enough. Frankly, I take white show¬ 
cards or white layout boards — they 
have some reflecttive value — and I cut 
them to various sizes and mount them 
on gobo stands. Then I bounce nine- 
lights into them. I find that I have better 
control by just adding a globe or 
turning one off or twisting the light a 
little bit onto the qard or off of the card. 
If I want the light to hit in a slightly dif¬ 
ferent direction, I just change the angle 
of the card and it bounces in. If I want it 
higher or softer, I just hit the switch. I 
don’t put any diffusion on. I’ve gotten 
away from using that type of light, 
mainly because it’s easier on the crew. 
If you want to put a single scrim on, for 
example, the guy has to go get the 
diffusion, first of all, and it’s usually not 
in the box; it’s somewhere else. Then 
he has to get a ladder, spread it, clunk 
it down and climb it. Then he has to put 
on the gloves, because the lamp is hot. 
It takes forever to put on a single scrim, 

all under one 
umbrella 

MOTION PICTURE 
EQUIPMENT 
SPECIALISTS 

the BRENNER CINE-SOUND organization 
covers every aspect of Cinematography equip¬ 
ment. Under our umbrella we have a unique 
team of personnel and services, backed by 
many years of expertise related to Sales, 
Service, Rentals and Repairs. 

■ Whether your requirements are: Cameras, 
Lenses, Motors, Magazines, Tripods, Power 
Supplies, Lighting, Editors, Meters, Projectors, 
Tape Recorders or Screens BRENNER CINE- 
SOUND has it in stock with product names 
such as: 

Angenieux Eclair Neumann 
Arriflex Electro-Voice O'Connor 
Arrivox Guillotine Oxberry 

Beaulieu Magnasynch Permacel 
Beyer Maier-Hancock Revox 
Bolex Miller Sennheiser 
Canon Minerva Shure 

Cinema Products Moviola Spectra 
Colortran Nagra Sonorex 

Zeiss 

For more information on Motion Picture Equip¬ 
ment, Sales, Service & Rentals, call or write 

5215 Wisconsin Ave., N.W., Washington, D.C. 

20015 (202) 244-3800 

BRENNER 
C I INI E® 5 O U INI D 

Div. of Ritz Camera Centers 

Please mail me additional information: 

□ Service □ Sales □ Rentals 

Name  

Address  

City  

State Zip  
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At Last 
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 

Trade Ins 
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 

and it’s so frustrating to wait for him to 
do it when the actors are ready to go. 
So I’ve gotten away from that. The key 
lights I use are hard lights — a Senior 
or a Junior. But for the overall, in order 
to handle the shadows, I use bounce 
light. I find it very easy and, for me, it’s 
accommodating. I’ve learned how to 
use it that way. 

QUESTION: Do you find that it works 
better than using velveteen and nylon? 

KLINE: Yes, because you’re continual¬ 
ly hanging velveteen, and it’s blowing 
all over and ripping. I also find that it 
changes color, unless you use it 
consistently in a sequence. If you use it 
in closeups it makes the face look 
yellow-red. That can be adjusted in the 
printing, of course, but with today’s 
usage of one-light prints, I like to see a 
perfect print come through. And that’s 
another way of controlling a perfect 
print — by having pure, uncontami¬ 
nated light. 

QUESTION: Do you kind of over¬ 
expose and print down to cut con¬ 
trast, let’s say, when you’re shooting on 
location in the desert? 

KLINE: No, I generally use a low con¬ 
trast filter for that. Again, that would be 
giving the lab an extra responsibility, 
and I’d lose control. 

QUESTION: That’s Connie Hall’s tech¬ 
nique and he says he saves on fill light, 
because the overexposure puts some 
light into the shadows and, by printing 
it down, he still gets what he wants. 
What do you think of that? 

KLINE: Connie has worked a great deal 
with light. I must say he’s a very bold 
and daring and gutsy guy, but every¬ 
body’s got a different favorite tech¬ 
nique. I just don’t want to be at the 
mercy of the lab. 

QUESTION: Speaking of control, how 
do you feel about videotape? 

KLINE: Well, I’m a believer in it. I think 
that’s the coming thing. It’s just a 
question of being able to transfer it to 
release prints for theaters. But I think 
one of the problems with tape today is 
the people who are using it. They 
consider it a second-rate medium. 
They don’t know what it can do. But I 
think it can do marvelous things. I think 
it can do exactly what we do on film. It’s 
just that there are still some techno¬ 
logical developments that have to be 
accomplished — but I think it’ll be here. 

QUESTION: Speaking of shifts in tech- 

BOLEX ACCESSORIES I" 24-Frame Sync. Camera motor—115V 
B Var. Speed Battery Camera motor—24V 
B 400-ft. Magazine w/400' counter in camera 
B Intervaltimer—Range IVa sec. to 36 min. 
a Animation motor for new single-frame shaft 

IF rile jor Bolex Accessory Catalog 
STEVENS ENGINEERING CO. 

P.0. BOX 1605, 
NEWPORT BEACH, CA 92663 

Closed Aug. 21 to Sept. 25th 

mu ■schulkel 
unftmmnrar 

in association 
with Blade Star 
Productions, IncJ  
Complete facilities for all types 
of expert underwater and 
topside filming and production. 

For Information: 
Benjamin J. Chapnick 
450 Park Avenue South 
New York, N. Y. I0016 
(212) OR 9-3288 
Miami, london 

Complete 16mm & 35mm color & b&w 
processing and printing. Eastman COL¬ 
OR Ektachrome processing. Magnetic 
sound striping for 16mm-8mm and 

Super 8mm. 
V acuumate 
film 
ment 
O p 
T ransfers. 

t rea t- 
16mm 

QUEBEC 1085 St. Alexander St., Montreal, Quebec 
FILM LABS Telephone (514) 861 5483 

Shri Hans 
Productions 

ting out West? 

iditorial Services in 16/35 
it Service. Dailies 

Denver, CO 80201 
—    

2 GREAT CINE BOOKS 
By Joseph V. Mascelli, A.S.C. 

TTHE FIVE C’s OF CINEMATOGRAPHY^ 
THE CLASSIC CINE TEXT 

■ SIXTH BIG PRINTING $15 Postpaid I 
■ MASCELU’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. 

^10-DAY TRIAL OFFER! FREE BROCHURES!^ 

CINE/GRAFIC PUBLICATIONS 
P.O. BOX 430 HOLLYWOOD, CALIF. 90028 

wide 
range 
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If you’re having 

problems washing 

off hypo track on 

7389/90 Sound... 

GET A 

Ca/uxt4e£ 
BEAD REMOVAL! 

This relatively simple device consists 

of a 11” diameter wheel around which the 

applicated film travels for approximately 

280°. The periphery of the wheel is 

surrounded by precisely located water jets 

which strip off the hypo bead into a tray 

located below the wheel. The washed film 

then passes through a dip of hypo eliminator 

solution as it leaves the carousel to 

continue in the processor. 

The unit measures approx. 12”x15”x12” and 

is easily mounted to the processor. For 

operation, it requires only a drain hook-up, 

plus water flow of about 3.8 gpm. No 

power or air is needed. 

Extensive field tests have proved that the 

carousel completely eliminates any hypo 
contamination in the film picture area 

resulting from the wash-off process. 

The device works just as well with sulphide 

and/or redeveloper tracks. Maintenance 

of the unit is extremely simple. 

Want more data? Write 
  for full details! 

XJREISE 
ENGINEERING, INC. 

1941 FIRST ST. • SAN FERNANDO, CA. 91340 
PHONE: (213) 365-3124 

nology — how do you feel about the 
phasing out of the imbibition process 
at Technicolor? 

KUNE: I personally don’t like l-B print¬ 
ing, so I’m happy they’re phasing it out. 
I think that at one time it was sensa¬ 
tional, but with contact printing and the 
CRI development, it’s a thing of the 
past. And the people who were using it 
so effectively years ago are no longer 
with Technicolor. It’s a lost art. 

QUESTION: I gather that on this 
picture, “THE TERMINAL MAN”, you 
were shooting down around wide- 
open. Do you prefer this generally, or is 
it just a one-time thing? You know, 
some cameramen are always wide- 
open. 

KUNE: I always shoot wide-open — or 
as close to wide-open as possible. I find 
it’s easier to light, number one, and I 
like the look of it better. 

QUESTION: Do you think it affects the 
color, the way things are out of focus in 
the background? 

KUNE: Not necessarily the color so 
much as eye selectivity. It makes the 
eye go to what you want the audience to 
see. 

QUESTION: I’d like to ask about the 
history of your development in the 
industry. Where did you start? How did 
you get involved? What do you think 
was your first break in terms of being 
able to do what you wanted to do? 

KUNE: Well, I’m a second-generation 
cameraman, and I got in during World 
War II because I was just out of high 
school. They needed people; every¬ 
body was at war. So I started as a slate 
boy, and I worked for a year. Then I 
went into the service. When I came out I 
continued as an assistant cameraman 
for eight years. I was an operator for ten 
years. I’ve been a first cameraman for 
about 12 years. I started in 1943 and my 
first picture was "COVER GIRL”. I was 
what they called the "lily boy” in those 
days. You held up not only the slate, but 
the color charts, as well. Technicolor 
had a marvelous thing going. Their 
technicians were the best actors in the 
industry. I couldn’t wear a white shirt 
because it flared in their eyes. That’s 
when they worked at 600 footcandles, 
with about an f/2 stop. 

QUESTION: Was your progression 
about typical of the time span it took to 
become a first cameraman in those 
days? 
Continued on Page 944 

INVENTORY CLEARANCE 
16mm & 35mm CAMERAS, 
FILM and LAB EQUIPMENT 

{ )5mm ARRI II B w/mags, 
3 Schneider lenses, matte box, 
variable motor, case  2995 00 

16mm AURICON Super 12 Reflex, 2 mags, 
50mm lens, optical/mag sound  1995.00 

16mm MITCHELL, matte box, finder, 
2-400' mags, 25mm lens, tripod head OQQC00 
& Hi-Hat, like new tuoJ 

16mm MITCHELL BLIMP  995.00 

16mm SOL-LUX Lightweight Auricon rncOO 
Movement, 2-400' Mitchell Mags 030 

16mm Hi-Speed Fastair (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 

16mm B&H Gun Camera, C mount, 24 vdc.. 99.50 

16mm B&H Gun Camera, 13/8" f 3.5 24 vdc 34.50 

35mm Cineflex, 4 B&L Baltars (50, 75, QQC00 
100, 152mm) 4 mags, 2 motors, case . 33 J 

New 35mm Cineflex Reflex w/Zoomar 
f 8-40" Reflectar, Variable shutter, 9AQIi00 
synch motor & mags J 

35mm ARRI mags (480')   185.00 

16mm MITCHELL 400' magazines   99.50 

16mm B&H 400' magazines  99.50 

16mm MITCHELL tripod head w/Hi-Hat,case 99.50 

PROJECTOR K )TsrVol2 250°“ 
ANGENIEUX 12-120 Zoom w/8''side finder 995.00 

with any camera $500 or more ....... 850.00 

B&H Optical Printers  from... 1500.00 

MA II mag amp w/battery  595.00 

SHOOTING STOCK 
16mm x 50 Ekta. 64 D.P. on core . .10 for 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 

Supers Sound Recorderi 

The 
Sound 
Standard 
of Profess 

Supers Sound Recorder^ 

Supers Sound, Inc. 
95 Harvey Street, Cambridge, Mass. 02140 

The 
New 
Sound 
Standard 
of Professional Super 8 
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Supers Sound Crystal Controls 

Between Sync Cameras 
 and Recorders^ 

Supers Sound Editing Bench 

Professional Performance 
Super 8 Economy 

Supers Sound, Inc. 
95 Harvey Street, Cambridge, Mass. 02140 

GIRO 
self-perforating 
frame-line tape 

SPUCERS 
AND TAPE 
35mm, 
16mm, 
8mm 

NEW 
tape 

bridge 

Free Brochure? 
6430 Sunset Blvd., Hollywood 

Calif. 90028 (213) 466-3591 

GIRO 
EQUIPMENT CORPORATION 

WHAT’S NEW 
Continued from Page 838 

FILM TRANSPORTS FOR SUPER-8, 
16mm, 35mm AND 70mm 

A Full Line of Film Transports has 
been developed by Pioneer Marketing 
Associates, Ltd., of Burbank, Ca. Their 
standard line of movements accom¬ 
modate Super-8mm, 16mm, 35mm and 
70mm perforated film. These 
transports use a Geneva or pull-down 
claw as a film advance and full regis¬ 
tration is provided by precision regis¬ 
tration pins (± 0.0005-in., frame-to- 
frame). A variety of apertures are 
available and these transports are 
completely interchangeable with 
Richardson, Traid, Producers Service 
and Bucone film movements. Special 
transports are also available upon 
request. Write to Pioneer Marketing 
Associates, Ltd., 1021 N. Lake St., 
Burbank, Ca., 91502. 

• 

NEW LOW-COST CRYSTAL-SYNC 
GENERATORS NOW AVAILABLE 

Crystal Sync Generators for the re¬ 
corder half of a double-system filming 
setup are now available from TCS. 
Models are available for installation in a 
Nagra IV, or for external use with most 
other sync or stereo recorders. Output 
is 60 Hz with an accuracy of ±10 or ±5 
parts per million under normal condi¬ 
tions, and is a 1 volt sine wave having 
low harmonic content for trouble-free 
recording. Prices range from $87 to 
$132, made possible by low cost, high 
performance circuitry similar to that 
used in today’s pocket calculators. 50 
Hz European output is available on 
special order. Manufacturer is Tobin 
Cinema Systems, 3227 49th Ave. SW., 
Seattle, WA 98116. 

A LENS CLEANER ESPECIALLY 
FOR PLASTIC LENS ELEMENTS 

General Production Services Inc. an¬ 
nounces LENS CLENS™-4. This is a 
new optical cleaner specifically 
formulated for plastic optics. 

The difficulty of cleaning plastic 
elements is overcome by a proprietary 
formulation which loosens film and dirt 
from plastic elements. LENS CLENS #4 
also works well on other plastic optical 
surfaces. 

This introduction results from the 
many questions on cleaning plastic 
lenses and requests for a plastic 
cleaner. LENS CLENS rounds-out the 
existing product line, providing those 
users of plastic optical components a 

SOUND EFFECTS 
LIBRARY 

Richard Einfeld Productions 
1512 No. Las Palmas, Hollywood, CA 90028 

(213) 461-3731 

□XBERRY 
OPTICAL 
PRINTERS 

LIQUID GATE 

Division of Richmark Camera Service. Inc. 

Tel. [212] 585-0730 
ANIMATION 
& FILMSTRIP 
EQUIPMENT Cable OXBERRY, N.Y.   

516 TIMPSON PL., BRONX, N.Y. 10455 

SPEdniflES EDITOR 
Bicentennial '76 Model 

COMPACT EDITING SYSTEM] 
featuring 

Integrated circuit amplifier 
with twice the power. 

For technical details write: 
SPECIALTIES DESIGN & MFG. CO. 

3429 Encina Dr. #4 Las Vagac. Nav. 891 
(702) 451-5290 

16mm $11951 Super s $695 

FILMING FACILITIES 

ASIAN FILMS 
72, JANPATH.N.DELHI-1 
Cable : Moviphoto, 
New Delhi (India); 
Telephone: 44040 

Editing Facilities 
Equipment Rental 
Kems, Steenbecks & 

Moviolas 

PReVieW 
THEaTRe 

1600 BROADWAY, NEW YORK, N.Y. 10019 

(212) 246-0865 

readily 
available 
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PROFESSIONAL EQUIPMENT 
Arriflex, CP, Angenieux, Nagra, Senn- 
heiser, Sony, etc. Sales & Service of all 
NEW AND USED Motion Picture & 
Video Tape Equipment AT VERY LOW 
PRICES. We buy used equipment & 
accept trades. 

Write or call 
ADVANCE CAMERA SERVICE 

P.O.Box 162 
River Edge, N.J. 07661 
Phone (201)261-2230 

SOUND BARNEYS 
for most 

16mm and 35mm cameras 

aiangordon enterprises me. 
1430 N. CAHUENGA BLVD. 

HOLLYWOOD, CALIF. 90028 
Telephone: (213) 466-3561 

angenieux service corporation of California 
13381 BEACH AVE.. VENICE, CALIF. 90291 • (213) 821-5080 

FACTORY SERVICE 
CENTERS 

REPAIRS • PARTS 
ACCESSORIES 

M ■ 

angenieux service corporation of new york 
1500 OCEAN AVE.. BOHEMIA N Y. 11716 • (516) 567-2424 

PROFESSIONAL 
UNDERWATER 
PHOTOGRAPHY 

(415) 841-0555 

Al Giddings Enterprise 
12812 Skyline Blvd. Oakland, CA 94619 

O* FILMS 

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 

source of an excellent and effective 
professional cleaner. The other LENS 
GLENS products in our line are #1 (for 
coated glass), #2 (for front surface 
glass mirrors) and #3 (for un-coated 
glass). 

LENS GLENS #4 is packaged in a 1% 
oz. squeeze-spray bottle. Introduction 
price is $1.40 per bottle, minimum 4 
bottle order, F.O.B. Fountain Valley, 
Calif. 92708. 

Solutions are formulated and sold 
by: General Production Services Inc., 
18140 Mt. Washington Av.; Fountain 
Valley, CA 92708; Phone: (714) 557- 
7922. 

• 

NEW 20-1 ZOOM LENS AVAILABLE 
FROM ALAN GORDON ENTER¬ 
PRISES INC. 

An extremely fast 20-1 zoom lens, 
the Tamaha, is now available for rental 
exclusively from Alan Gordon Enter¬ 
prises Inc., according to Jim Martin, 
vice-president, rental division. 

The T/6.3 lens, which zooms from 25 
to 500mm, covers the full 35mm for¬ 
mat and is ideal for use on either 35mm 
or 16mm cameras and is available with 
an Arriflex or BNCR mount and can be 
adapted to fit the Eclair NPR. 

The Tamaha has been field proven 
for more than a year and is an out¬ 
standing lens for commercial film¬ 
makers. 

For additional information, contact 
Martin at AGE Inc., 1430 N. Cahuenga 
Blvd., Hollywood, Calif. 90028. Tele¬ 
phone is (213) 466-3561. 

ONE-DAY REGIONAL CP-16 
MAINTENANCE TRAINING 
SEMINAR SCHEDULED FOR 
OCTOBER 16,1976 IN NEW YORK 

Cinema Products Corporation will 
hold a special one-day regional CP-16 
Maintenance Training Seminar in New 
York City, on Saturday, October 16, 
1976, just prior to the SMPTE 118th 
Conference. The seminar will be held at 
a convenient location in the mid-town 
area. 

Highly experienced quality control 
and maintenance technicians from the 
Cinema Products plant in Los Angeles 
will be on hand to lead special ses¬ 
sions on the operation and main¬ 
tenance of CP-16 and CP-16R 
cameras, concentrating on some of the 
new accessories which have been 
added to the system, such as CINEVID- 
16, .J-5 Zoom Control, and Automatic 
Exposure Control. 

Representatives from Angenieux 

Your tinning 
couldn’t be 
better. 
electronic digital 
stopwatch 

Leather Carrying 
Case $3.95 

Ideal for screening room use. Brilliant LED readout 
can be seen instantly in the dark and eliminates 
common stopwatch guesswork. Solid-state ac¬ 
curacy reads to 1/10th of a second. Absolutely 
noiseless. Palm size. No mov¬ 
ing parts. Unbreakable 
case. 1 year warrantee. 
Supplied complete with 
3 pen light batteries, 
neck strap a 
instructions. 

Send check with order and receive FREE Reddy-Eddy. Con¬ 
verts seconds to film footage and frames. Value $5.00 

Dealer Inquiries Invited 

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) 223-58 29. In New York State Phone 

Collect (212) 586-1420 

SMITH-VICTOR 
Model K50 

QUARTZ STUDIO KIT 

AT YOUR PROFESSIONAL DEALER 

SMITH-VICTOR CORF. 
Griffith, Indiana 46319 

The new K50 Kit features two new 
quartz lights, Model 7 60 600 watt 
fill light and Model 770 600 watt 
broad light. Kit contains 1 760 fill 
light and 2 770 broad lights, 3 771 
barn doors, 3 SA2 8 8' stands, 2 
712 scrims, 3 DYH lamps and 650 
carrying case. 
Available through Professional Photo 
Suppliers and CC Video Dealers. 
Model K50 $375.00 (1,800 watts) 
Write for information on other Kits 
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Specialists 
for the optical house 
and animation studio 
-nationwide field repair service 
-new and used optical printers 

and animation stands 
-“liquitech” wet gate 
-computer systems 
-stepping motor drives 
-ultrasonic cleaners 
-additive lamps 
-registration devices 
Full sales and service 
available in Europe 
695 Main Street 
New Rochelle, N.Y.10801 
(914) 235-2720 

Hans Jaggi 
Pat Mathison 
Ed Willette 

If we’re 
good enough 

to process 
these films... 

NASHVILLE 
TAXI DRIVER 

MISSOURI BREAKS 
STAY HUNGRY 

we’re 
good enough 

to process 
yours. 

tv(E 
ORIGINATORS OF THE REVOLUTIONARY 

CHEM-TONE PROCESS 

tvc laboratories, Inc., 311 west 43rd st. 
new york 10036, (212) 397-9600 

and Tiffen will conduct special ses¬ 
sions dealing with proper lens care and 
the use of filters. 

For application forms and further 
information on the October 16, 1976, 
CP-16 Maintenance Training Seminar, 
please contact Ed Clare, Seminar Co¬ 
ordinator, Cinema Products Cor¬ 
poration, 2037 Granville Ave., Los An¬ 
geles, CA 90025. Tel: (213) 478-0711. 

• 

MULTI-TRACK MAGNETICS USES 
ROTARY PRISM IN NEW HIGH 
SPEED PROJECTOR 

The MTM Holoscope Projector uses 
a unique high-speed projection sys¬ 
tem that utilizes a 24-sided prism and 
continuous, synchronous film motion to 
provide a flickerless image. The 
projector assures silent and excep¬ 
tionally steady projection at up to 
twelve times synchronous speed 
(16mm) in forward and reverse. The 
image remains in focus and in syn¬ 
chronization at all speeds and modes 
of operation. Shutter bars are totally 
eliminated. MTM’s unique optical 
design eliminates the intermittent drive, 
shutter, and gate problems of stan¬ 
dard projection systems. Thus originals 
and heavily spliced work-prints can be 
viewed without fear of damage to the 
film. 

The standard MTM Holoscope drive 
uses a 3-speed synchronous motor 
that provides speeds of 24, 48, and 96 
fps. An optional, continuously variable, 
DC Servo drive is available to provide 
full speed capability from 0 to 288 fps. 
(16mm). An additional optional feature 
available with the DC Servo drive is a 
Servo Search System that provides 
automatic location of preset footage 
and frame position anywhere on film. A 
low cost electronic interlock system, 
“MULTI-SYNC”, provides SMPTE, EBU 
or MTM’s Digi-Frame decoding to 
permit accurate interlock from either 
shaft encoder or magnetic tape source. 

The DC Servo approach solves all 
the problems inherent in stepper 
motors and conventional synchronous 
motors since control interface require¬ 
ments permit simple control in either 
analog or digital format, while retaining 
vast speed-range capabilities. 

A standard 400W Halogen Lamp 
provides a picture size of approxi¬ 
mately 40 inches (6.5fc), while the 
optional 500W Xenon Lamp yields a 
picture size of 59 inches (16 fc) at 18 
feet. The PH-16 Projector is available 
with Optical/Magnetic Sound Repro¬ 
duction in 16 or 35mm formats. 

For complete information write or 
call Steve Talian, Multi-Track Mag¬ 
netics, Inc., 1 Ruckman Rd., Closter, 
N.J. 07624, (201) 768-5037. 

Model No. CP16-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°/o 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 

IN BURBANK 
CALIFORNIA 

HERITAGE FILM LAB 
For the highest quality 
Kodachrome • Ektachrome 
Internegatives • Positive 
Prints • Black & White • 
Same Day Service For Color & B/W 
Work Prints. 

2215 West Oak St. 
Burbank. CA 91506 (213)843-1334 

24 HOUR MESSAGE NO.: 1301) 345 8141 

P. O. Box 234, College Park, Md. 20740 

Motion Picture Editing Equipment 

VERTICAL EDITING 
TABLE SYSTEM Self cl¬ 
utched: synch, drive SCO. $170: 
takeup drive SCT $150- fits 
over rewind long shaft. Sp¬ 
ecial 1600 ft. reels. $6 ea. Wr¬ 
ite/call CINE PACER for bro 
chure. Five day free Inspect. 
Also avail.: BRENNER CINE - 
SOUND (202) 244 3800 
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MUSIC MOODS 
FOR FILM 

This record is a comprehensive 
MOOD MUSIC LIBRARY, designed 
specifically to meet the needs of low 
budget feature films, independent film 
makers, film classes, and any kind of 
production where commercially 
licensed music is required. 

Almost every basic film mood is 
covered in one comprehensive record 
and contains electronic music, multiple 
guitars, solo flutes, rock, jazz, etc. 18 
separate theme moods are included. 

Price of $49.95 grants ownership of 
the record itself, and an unlimited 
license for the commercial use of the 
sounds contained on it. 

MELAINE PRODUCTIONS 
114 WEST MT. PLEASANT AVE. 

LIVINGSTON, NEW JERSEY 07039 

WE BUY 

Film Stock 
Will Consider All l6/35mm Types 

Sealed, Opened and Ends 

TOP CASH 
PLUS 50% OF SHIPPING 

RAFIQUE (212)473-5851 
814 BROADWAY, NEW YORK, NY. 10003 

Sole distributor of Mole-Richardson 
Company Products in Greater New York 

' EDITING CONSOLES'' 

Spcture, 3sound 

$6,000 

Twenty-Fourth Frame 
^ p.o. box 533, bteckatxrs. va S4aeor?OC3}S-=W7'B6> 

BEHIND-THE-LENS FILTER HOLDERS 
For Angenieux lenses on all Arriflex 16, Eclair NPR 
and CM3 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 

SPECTRA 
T SHIRTS 
White shirts printed two 
sides, two color. $4.50+ 
.50 shipping. Calif residents 
add 61/2%sales tax 
Send to; 
Cosmic Graphics 
70 Zoe Street 
San Francisco CA 94107 

M XL Name  

W L 

Ch N. AddreSS 

IMAGEMAKER’S ART 
Continued from Page 891 

used in one format.” 
Next up on the symposium program 

was cinematographer Garrett Brown, 
inventor of the amazing new hand-held 
camera stabilization device, STEADI- 
CAM-35 (See American Cinematog¬ 
rapher, July 1976). Before physically 
demonstrating his invention, Brown 
showed film clips from three recent 
feature films on which it had been used: 
“BOUND FOR GLORY”, “THE MARA¬ 
THON MAN” and “ROCKY”. The demo 
reel was greeted with wonder and en¬ 
thusiastic applause on tKe part of the 
audience. 

Commenting on STEADICAM-35, 
Brown said: “I started working on this a 
long time ago/ when there was some 
unusual shot or other I needed to 
make. We made a lot of very silly¬ 
looking gadgets — some of them six 
feet long, weighing 50 pounds and 
needing a rented gorilla to carry them. 
Gradually the thing got refined. Then I 
got the patent and sold the license to 
Cinema Products to manufacture, 
which they are doing. It’s been a long 
haul. 

“The virtues of STEADICAM are that 
you can slide through some very 
narrow spaces without thinking about 
it. You’re on your feet just as if you were 
a spectator. You move where it feels 
best. You find yourself being very, sort 
of unconscious about filming with it. It 
isn’t so much calculation as just plant¬ 
ing yourself where you’ve got the best¬ 
looking composition of what’s going on. 
If you drew lines on the floor of your 
movements in making some of these 
shots, it would be a very peculiar¬ 
looking path, and it wouldn’t be one 
that would occur to people who are, let 
us say, laying rails for dolly shots. But, 
generally, it works. 

“The intention is to give you a tool 
that you can just take places where you 
wouldn’t consider going otherwise. You 
are able to shoot in any direction — left 
or right, with the camera in either hand, 
running forward and shooting back¬ 
wards, or running backwards and 
shooting forward. You have a variation 
of lens heights from about waist level to 
somewhat over your head, and you can 
‘boom up’ in between. You couldn’t 
keep your eye on the camera during all 
that, so one of the early jobs I had was 
to figure out a way to see the image 
without having your eye stuck in the 
camera — which is a very arbitrary con¬ 
vention, when you get right down to it. 
The fact that your eye has to be planted 
on this machine isn’t written in the 
clouds anywhere: it just happened to 
work out that way. 
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RENT-LEASE 
■SUMLHl 

THE ALL NEW 
PROFESSIONAL SP-7 

STELLAV0X 
SYNCHRONOUS 1/4” TAPE 

RECORDER 

SOUND QUALITY UNSURPASSED 
BY ANY OTHER PORTABLE RECORDER 

For a demonstration or 
additional information 

CALL (212) 889-3300 
LAUMIC CO. INC. 
306 EAST 39th ST., NEW YORK, N.Y. 10016 

SALES • SERVICE • RENTALS 

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 

BARBIZ0N ELECTRIC 
426 W. 55, NYC 10019 



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! 

cable, locking micro 
connector, $110.; 

Model B-30: 12 ft 
cable, locking micro 
plug, and matching 
balance transformer 

for balanced/ 
unbalanced 

convertibility, $140. 

Model 14: 4 ft 6 in. 

1825 NE 149 Street Miami, Florida USA 33181 
305/945-1111 
Telex 51-9348 

TWX 810/845-4242 

IMAGE 
DEVICES 
INCORPORATED 

IN 
SAN FRANCISCO 

Adolph 
Goffer 

SALES 
SERVICE‘RENTALS 

ARRIFLEX * COLORTRAN 
CINEMA PRODUCTS 
CINEMA BEAULIEU 

ECLAIR * O'CONNOR 
MILLER TRIPODS 

LOWEL * NAGRA * BOLEX 
MAGNASYNC/MOVIOLA 

■ 
GRIP TRUCK 
MOS STAGE 

CUSTOM CABLE SYSTEM 
Write for Details 

Rddph 
Go//er 

181 SECOND STREET 
SAN FRANCISCO, CALIF. 94105 

(415) 495-3852 

“Several parameters are required in 
designing a device like this. First of all, 
you’ve got to relieve your arm of the 
weight of the camera, because you lose 
all your fine sensitivity if you’re bearing 
a load on your arm. Secondly, you’ve 
got to be able to see what you’re shoot¬ 
ing; you’ve got to have a reflex finder of 
some sort. Third, you have to stabilize 
the camera so that it tends to cleave in 
one direction or another — whatever 
direction it’s pointing to. It tends to stick 
there unless, with a light touch, you 
move it in some other direction. And, 
finally, you’ve got to isolate all these 
motions from the body movement of 
the operator himself. The human body 
moves in a funny kind of elliptical pat¬ 
tern — up and down, and forward. 

“You have one hand free with this 
thing, but the question is: ‘How much 
practice does it take to operate?’ Sur¬ 
prisingly enough, it’s fairly easy to run 
with, but it’s pretty tough to walk. It 
takes some practice; it’s an acquired 
skill. It’s as though somebody came up 
with a 10-speed bike and nobody had 
ever seen a bicycle before. I’ve been 
messing around with different devices 
like this for a long time, so I have a head 
start on everyone and I can call myself 
a good operator with the thing. But, as 
in any athletic endeavor, there will be 
people coming along who will be 
incredible with it. I have watched down¬ 
hill ski racing, and what those guys do 
compared to what I could do on skis is 
appalling, so I hope there will develop 
terrific operators for the STEADICAM 
who will be able to do anything with it. 

“We’ve found that you can walk or 
run with an 85mm lens. You can walk 
with the equivalent of a 250mm, if 
you’re real cozy about it, and you can 
sit still, of course, with long lenses. 
From looking at footage like you’ve 
seen today, you may get the idea that 
this is a stunt device. But my view of the 
matter is that it’s just a camera and 
some of the best stuff will be where the 
guy stands still for a while and then 
shifts three or four feet to change the 
perspective. He stays with somebody 
and he backs out the door with it, where 
the thing disappears — not where it 
calls attention to itself, as in this sort of 
stunt. 

“The weight of the camera is 30 
pounds and the weight of the brace is 
10 or 12, but what you feel in your hand 
is about a oound-and-a-half of weight.” 

Scott Ransom came on late in the 
program and said: “I’ve been sitting 
here all day with you and I consider 
myself a film student — and I will 
probably always be one. I am most fre¬ 
quently sitting where you are sitting and 
rarely do I try to put into words what I 
do. But I’d like to tell you a little about 

The PRETTIEST 
FILM FOR SALE 
Why not cut your TV commercial 
around something incredibly beauti¬ 
ful — saving money and headaches 
in the process! From the aerial pho¬ 
tographers of "Jonathan Livingston 
Seagull" comes the "Prettiest Pic¬ 
tures You'll Ever See!" 

k HANG GLIDING SURFING 
m DUNE BUGGIES SEAGULLS 
K’ AIRPLANES BALLOONS 
\ INCREDIBLE AERIALSCENICS 

and MORE Ring (714) 494-1055 
Box 205, So Laguna, CA 92677 

JMACGILLIVRAY- 
FREEMAN FILMS 

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 

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—Ellenvllle, N.Y. 12428 

MISSION FILM LAB 
An All Service Film Lab 

In 

Color & Black & White 

Serving the Entire World. 
For The Optimum in Quality 

Mail to: Box 791 

Newhall Calif.(805) 259-8427 

For Professional Equipment in 

PHILADELPHIA, 
O. H. HIRT, INC. 

39 N. 11th St. * Phila, Pa 19107 
(215) 923-0650 

durable 
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Covering FLORIDA 
like the SUNSHINE— 

COMPLETE RENTAL SERVICE 

PHOTOMART 
CINE EQUIPMENT SUPPLIERS 
6327 S ORANGE AVE . • ORLANDO. FLA 32809 

UUUUUUAUUU 
Phone (305) 851-2780 

WE8THEIIVIER Company 

mi*t optical* iniart* 

Joseph IVestheimer, A.S.C. 

TITLES, TRAILERS, INSERTS AND OPTICAL EFFECTS 

FOR MOTION PICTURES AND TELEVISION 
HO 6-8271 

736 Seward St., Hollywood, Calif. 90038 

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. 

CANADA’S LARGEST 

LAB AND SOUND 
FULL SERVICE 

ORGANIZATION 

MONTREAL TORONTO 
2000 Northcliffe Ave. 9 Brockhouse Road 
Montreal, Que. H4A 3K5 Toronto. Ont. M8W 2W8 
Tel. (514) 484-1186 Tel: (4T6) 259-7811 

#A DIVISION OF ASTRAL BELLEVUE RATHE LTD./LTEE 

SGRVISIOn PRODUCTIOnS 
ABOVE THE SEA UNDER THE SEA 

vv Complete Production 
& 

Post Production 

JOSEPH THOMPSON CHUCK NICKLIN 
714-297-0730 714-272-1120 

I P.O. BOX 82672 SAN DIEGO. CALIF. 92138 I 

When you soy one lob processes your film "better11 

than another, you're really saying that somebody isn't 
doing their job, because in the lab business there is 

only one way to process,edit, conform, print, transfer,mix, 
or post flash — the right way. At CRT FILM LAB, your 
job is done the right way the first time which means 
we have the time to concentrate on service. on the 
personal touch. When you call or stop by CRT, you 
talk to the people who actually handle your job. We 
deal with people, their projects, and their problems. 

Our staff is composed of lab professionals - but 
we've also spent our share of hours behind the cameras 

so we can speak your language. 
If service and quality are what you're looking for 

in a 16mm lab, write or call for your copy of our new 
catalog/price list. CpT p|LM LAB 

-phone- 639 WELLONS VILLAGE 
919/688-7265 DURHAM. NC 27703 

my experiences and background in 
coming to grips with the realities of 
earning a living in documentary films. 
I’ll try to communicate to you the kinds 
of things that might be slightly special. 
Then I’ll look to you for some inter¬ 
action and allow you to use me as a 
sounding board, because my under¬ 
standing of the reason we are here is to 
gain some knowledge.” 

After a brief outline of his working 
background, leading up to his present 
activities with ABC and CBS Sports, 
Time-Life, National Geographic, and 
NET, Ransom did develop a colloquy 
from which a few typical interchanges 
were as follows: 

QUESTION: Do you get an idea and 
then go out and try to sell it? 

RANSOM: Initially, you will find that the 
burden is on you and that, unless you 
are someone like Garrett Brown, who 
has something that people want and 
will come to you for — or you’re a man 
like Mike Hoover, who was a mountain 
climber and complete neophyte to film, 
but who made a short called "SOLO” 
on a $17,000 budget, which got an 
Academy Award nomination his first 
time out — unless you are a man like 
that, the burden will be upon you to 
seek projects, which is what I do. I am 
coming to a stage now where I get calls, 
because I do action documentaries, 
wildlife, climbing, underwater, skiing, 
and certain kinds of sporting special¬ 
ties which not everyone does. I am 
becoming a little better known and 
things are coming to me now, but it 
never was that way in the past and I do 
not feel comfortable with that. I try to 
sell myself. 

QUESTION: How do you do that? 

RANSOM: What I do is have a group of 
people I call my "clients" who control 
television shows that utilize people like 
myself and I try in my everyday life to 
develop an open mind to ideas that I 
think will interest them. I keep my con¬ 
tacts with these people current and try 
to maintain an interaction that allows 
them to come to me and, more impor¬ 
tantly, for me to get my ideas to them. 
Out of all the ideas that I get from 
magazines, or talks with people like 
you, or just my own imagination, maybe 
one of them will get done. Actually, it’s 
more like one in ten. It is a constant 
process of pursuing the market and try¬ 
ing to convince people that not only is 
this an idea that is worthy of interest, 
but I am the man who should be doing 
it. 

QUESTION: With the pressure in 
documentary filming of having to get 

The book that takes the 
mystery out of movie making 

LOW 
BUDGET 

FEATURES 
A “HOW-TO” HANDBOOK FOR 

INDEPENDENT PRODUCERS 
Packed with up-to-the-minute information on: 

• Film Financing • Organization • Script 

Breakdown * Production Boards * Shooting 
Schedules • Cost Estimating * Union Contracts 

• Talent Contracts • Equipment 

• Crew Requirements 

and hundreds of other topics PLUS — 

Source Directory 
Craft Dictionary 

and 

27 Page Sample Budget 
(Completely Worked Out) 

$20.00 (Plus Tax in Calif.) 

SEND CHECK WITH ORDER TO 

WILLIAM 0. BROWN 
P.O. BOX 2641A • HOLLYWOOD, CA 90028 

Steenbeck and Kem rentals 

New York ■ Boston 
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HOLLYWOOD’S OLDEST 

FILM SCHOOL 
NOW ACCEPTING ENROLLMENTS 

FOR OUR NEXT 

MOTION PICTURE COURSE 
CAMERAS • SOUND RECORDING 
LIGHTING • EDITING • EFFECTS 
COMPOSITION • SCRIPTING • ETC. 

Two Waek Courses- Evening Classes 

DANHSTY ROXJZER 
STUDIO 

7022 Melrose Avenue, Hollywood, California 90038 

Request Btochitre HC (213) 936-2494 

COMPLETE LABORATORY 

SERVICES & SUPPLIES 

o 
a 
o 
o 
°f 

FILMS, INC. 
332-350 Golden Gate Ave. 
San Francisco, CA 94102 

(415) 775-3664 

16MM / SUPER 8 

BLOW-UP 
HIGH QUALITY 

35MM NEGATIVES 
FROM YOUR 16MM ORIGINALS 

Stock Shots Enlarged to Match-in with 
your 3.5mm Negative 

Complete Pictures Transferred to 35mm 

Call-Adrian at (213) 463-3178 

CINESERVICE, INC. 
1459 North Seward Street 

Hollywood, California 90028 

the shot the first time, has this led you 
to use any certain procedures with 
lighting, lenses, etc.? 

RANSOM: Yes, the first thing you begin 
to develop is a frame of mind that will 
carry you through in your choice of 
equipment and choice of the asso¬ 
ciates you work with. The most impor¬ 
tant thing to me is an awareness, a con¬ 
sciousness of the fact that in a docu¬ 
mentary situation you have to do your 
unpacking and loading way ahead of 
the event. You are not afforded the 
luxury of standing, as Haskell Wexler 
did, and trying something and, if it 
doesn’t work, doing it over again. Now, 
that means that you have to leave your 
options as open as possible, which, in 
some ways, decreases your creative 
ability. You can’t use as highly direc¬ 
tional a lighting as he was able to 
demonstrate to us. You have to use a 
soft light on the camera. You have to be 
able to move in a crowd quickly and 
sometimes in situations with which you 
are not familiar, or that are frightening. 
You have to force yourself to go in and 
keep your camera running. 

QUESTION: How does one go about 
getting financial assistance to pro¬ 
duce a documentary when one is fairly 
unknown? 

RANSOM: This is a problem that is not 
peculiar to documentary, but to all 
types of filming. Film is a very insecure 
medium from a business standpoint. 
There is a high percentage of failures 
— and they are usually very expensive 
failures. If you fail on a $250,000 one- 
hour project, like a National Geo¬ 
graphic special, that is a big failure with 
all kinds of heavy repercussions. You 
may never work again. Dealing with an 
insecure medium, you have to present 
a secure front. If you have confidence, 
you must convey it. The better you are 
at that, the more successful you’re 
likely to be. m 

made for the bright lights 
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, 
always readily available, Lee 
offers a versatile, wide range 
plus the technical back-up to match. 
Lee Filters-madeforthe 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 

FilmLab 
SERVICE, I INC. 
FULL SERVICE 16mm. COLOR 
LABORATORY 
• PROCESSING —ECO—EF — ECN II 
» ADDITIVE COLOR PRINTING 
• EKTACHROME SOUND PRINTS 
• ADDITIVE LIQUID GATE PRINTING 
• INTERNEGATIVE —CRI 
• EASTMAN COLOR PRINT 
• EDITING-SOUND SERVICES 
• FILMSTOCK-SUPPLIES 

SEND FOR COMPLETE INFORMATION 
ON SERVICES 

(216) 881-4510 
4117 Prospect Ave. 
Cleveland, Ohio 44103 

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 

SHOOTinG m Contact Jim Grattan for 
top equipped crews. Single 
and double system. 

unnon? 
4606 St. Catherine Street, West 

  Montreal H3Z1S3, P. Q. Canada 
PRODUCTIONS (514)932-1463 

GRATTAN 

OPTICAL PRINTING 
Super 8 & 16mm service 

★ 18 to 24 frame conversions 
★ Frame Line Adjustment 
★ ECO Masters from A&B Rolls 
★ CRIs and Internegatives 
★ Reductions-blowups-silent-sound 
★ Special Effects 

(213) 462-6814 

NEWSFILM LABORATORY, INC. 
516 No. Larchmont Blvd. 

Los Angeles, California 90004 

CALL A PROFESSIONAL 
Cine-Craft, Inc. 

A full service laboratory for 
16mm, Super 8, Regular 8 

i Any quantity Best prices 

8764 Beverly Blvd., Hollywood, Calif. 90048 
i (213)652-7357 

Write for free brochure 

tndiutfo 
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 
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BUY - SELL - SWAP HERE 
STUDIO PRODUCTION EQUIPMENT STUDIO PRODUCTION EQUIPMENT SITUATIONS AVAILABLE 

ARRI-S 400’ magazine $195 or best offer. (602) 837- 
1484. 

CP-16 with (2) NC-4 Batteries, (1) NCC-6 charger, (1) 
Set of 6 CP-16 gel filter holders in case, (1) rain cover, 
(1) TVT shutter in addition to original shutter, 24 and 36 
fps selector switch, headphone jack installed in auxil¬ 
iary side cover, (1) Angenieux C-ring, (1) CP-16 
location case, original costs $5,147 asking $3,000. 
Contact DENNIS SUIT (602) 299-3305 Tucson or (404) 
355-6847 Atlanta. 

BOLEX SBM camera, positively in mint condition, 
used only a few times, (body only) $475. PAUL 
GROSS, P.O. Box 635, Wisconsin Rapids, Wl 54494. 

OWNER retiring, motion picture and still production 
equipment and facilities, cameras, animation stand, 
editing, etc. in building with income (large apartment) 
Reasonable. AC 1803, American Cinematographer. 

35MM CINE processor, Pako 13EK for ME4 process. 
14 ft. min. can be spooled to 16mm, in daily use. Sell¬ 
ing price, $4,250. LINHOFF LAB, Mpls. MN (612) 927- 
7333. 

2 BNC Cameras, Brand new, never used. Rackover 
type, #362, 364. Complete outfits with 7 Cooke speed 
panchro lenses, 18mm, 25mm (series 3) 32, 40, 50, 75, 
100mm (series 2). 4-1000 ft. mags, 110v, 220v and 
96v multi-duty motors, viewfinder with cams, sun¬ 
shade, mattebox, cases, cables, filter holders. All in 
original condition. Today’s value well over $30,000. 
each. Cameras available for inspection in New York. 
Please mail an offer. AC 1798, AMERICAN CINEMA¬ 
TOGRAPHER. 

NAGRA III. Excellent condition, with case and ATN. 
$1600 (206) 523-4646.  

SYNC BEEP-1/4 inch tape prerecorded with high- 
level 1000 Hz. tone, backed with special pressure- 
sensitive adhesive for quickly affixing visual and audi¬ 
ble sync indication on any magnetic film or tape. 
Industry-wide acceptance. Send $2.50 cash, check or 
money order for prepaid packet containing 20 strips 
totaling 100 35mm frames. D. P. UPTON CO., P.O. Box 
5052, Tucson, AZ 85703. 

35mm ARRIFLEX, 3 lenses, 2 magazines, $950. PAPIN, 
1153 Queens, Kansas City, MO 64131. 

16mm B&H 385 sound projectors, Hysteresis sync. 
110-220 volt motor, 1800 RPM, 2.0 Amps. $350, Each. 
SCHLECHT FILM EQUIPMENT CO., 2919 Park Place, 
Evanston, IL 60201. 

600mm F5.6 zoomar fast focus lens, C-mount, Nikon 
adapters, case, cradle, $600. WILLIAM DIGGS. (301) 
643-6986. 

HEUER MICROSPLIT 430. World’s smallest elec¬ 
tronic stopwatch. High precision quartz digital timer. 
Weighs 4 oz. including batteries. 1 yr. guar. $79.95 (NY 
res add tax) ALPINE IMPORTS BOX 441, Bronxville, 
NY 10708. 

HATCHMARK SYNCTAPE — Edit your soundtracks on 
your quarter-inch tape recorders, for transfer or pro¬ 
jection. HATCHMARK, INC., Box 91, Morrison, CO 
80465. 

BOLEX REFLEX. Many accessories & lenses, camera- 
equipment truck cost $10,000. Best offer. HITCH- 
COX, 7006 Convoy Ct, San Diego, CA 92111. 

CRYSTAL CLAPPER. New, original, unique! Quality 
crystal sync generator, pushbutton bloop output & 
brilliant light startmark. (Sync interrupt optional.) 
$99.44 postpaid, custom cable $10. Other models 
$87-151. Rugged, guaranteed, international accep¬ 
tance. TOBIN CINEMA SYSTEMS, 3227 49-SW, 
Seattle, 98116. 

MITCHELL 35 standard. Ball bearing model, ultra 
precision registration, 2-144 fps. Never used. $2200. 
Cost $8000. Or will trade for 35 Arri. MORRISON, 
2040A Garden Lane, Costa Mesa, CA (714) 548-7234 
or 546-6677. 

25-250 Angenieux — like NEW! $2500. (201) 391- 
3299, N.J.  

ECLAIR ACL, “Package”, 2-200’ mags, case, bat¬ 
teries, Angenieux 12-120 zoom, 10-25-50mm 
Schneider lenses, Cine 60 zoom motor, Miller Pro 
tripod and much more. In excellent condition, $8,000. 
Call Beldev Duggal at DUGGAL COLOR PROJECTS, 
(212) 924-6363. 

MITCHELL (6) Std. GC complete cameras with variable 
and high speed motors $1250 to $1750. Mitchell 
16mm DSR mirror reflex outfit, $3500. CINE/PRE¬ 
CISION ENGINEERING CO., 1038 No. Highland, Ave., 
Hollywood, CA 90038 (213) 462-8787,  

ARRI S, 12-120 Angenieux, one magazine with motor, 
two battery packs, one belt, motor, alum, case, 2 Arri 
tripods, $3,350. Bolex Rex-5 with 12-120 Angenieux, 
3-mags, torque motor, unimotor, $2,100. Pathe Re¬ 
flex 16mm, 1-400’ mag, motor, studio motor, gen¬ 
erator, $500. Kodak C-mount lenses; 15mm, 25mm, 
63mm, 102mm, 152mm, $385. Bell & Howell 179 pro¬ 
jector, $140. SCENE EAST PRODUCTIONS, 1600 
Broadway, NYC 10019. (212) 765-1464.  

ARRIFLEX 16 BL, 12-120 Angenieux, 2 magazines, 
mattebox battery single-system sound, complete mint 
condition, $6900. HERMAN GALLI CAMERA SER¬ 
VICE, 6804 Melrose Ave., Hollywood, CA 90038 (213) 
931-4111. 

For Sale: Eclair NPR (French), Beala crystal motor, 2- 
400’ magazines, orientable finder, batteries, charger, 
lens support, case. 1 year old, excellent, $8500. Vega 
wireless used once, $1000. Contact: GARY COHEN 
(413) 863-9711.  

35mm CAMERAFLEX-Arri Copy body minus pieces, 2 
magazines, 4 motors, lens. Trade for 16mm Auricon, 
Beaulieu, or Bolex body. JOHN WILLIS (513) 433- 
2310. 

NAGRA IVSD, ATN-2, QCSE, instruction service 
manuals, exc operating condition, $2750. K-100 
single lens EKTAR % $275. Nikor loader, 16mm 100’ 
reel $150. Pro Jr. tripod with geared head, $350. (312) 
652-3176. 

 SUPPLIES  
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 yourselt & save $. Movie film 
cleaner and protector, incredible value — 1 pt. $10. 
ppd. Bell & Howell 16mm kit and instructions to make 
EMM 50 hr. lamp last 250 hrs. $20. ppd. Jack LOM¬ 
BARDO THEATRE SUPPLY (NO C.O.D.) 6520 Selma 
Ave., Hollywood, CA 90028. 

 WANTED  
Wanted professional motion picture equipment, 
16mm and 35mm, cameras, lenses lights, sound, 
editing, projection, lab, for outright purchase or 
consignment. Supply complete technical descrip¬ 
tion and price for immediate reply. Ted Lane, ALAN 
GORDON ENTERPRISES INC., 1430 Cahuenga, 
Hollywood, CA 90028, (213) 466-3561.  

WANTED: Used 16mm ACME shuttle. LISBERGER 
STUDIOS (617) 426-7070.   

IF YOU WANT TO SELL YOUR EQUIPMENT THIS 
SHOULD MAKE SENSE 

Place it on consignment with F&B/CECO — where 
hundreds of shoppers visit our New York and Holly¬ 
wood showrooms every day. Our used equipment 
price lists are mailed to over 30,000 potential 
buyers. We’ll get your price for it — and even ar¬ 
range a cash advance if you require it. Remember, 
our sales total over $6 million yearly — we sell more 
used equipment than any other dealer. In the East, 
call Hy Roth in New York, (212) 586-1420. In the 
West, Call Bob Kaplan at (213) 466-9361. 
F&B/CECO, 315 W. 43rd St., New York, 10028 and 
7051 Santa Monica, Hollywood, CA 90038. 

 MISCELLANEOUS  
CINE-SHOPPER classified ads reach 10,000 ser¬ 
ious Filmmakers. To sell, trade, buy equipment or 
services send 200 per word ($5 min.) with ad to: 
COMQUIP, Inc., 366 S. Maple Ave., Glen Rock, NJ 
07452. 

ANIMATION motion picture course, Includes light 
table, w/lamp, calibrated pan pegs, punched ani¬ 
mation paper, field guide, exposure sheets and les¬ 
sons. Complete — $106.50 plus shipping. Lessons 
only $16.50 plus shipping $1.25. Catalog of details 
and supplies: $1,00-refundable w/order. HEATH 
PRODS., INC., 1627 Scott, West Islip, NY 11795. 

FILMMAKER — Film production company in Arizona 
seeks filmmaker with multi-talents. Primarily Staff 
Director/Cameraman 16 and 35; also able to edit and 
produce projects assigned. Primary business re¬ 
gional commercials and sponsored films. Must be su¬ 
perb technician, hard worker, and able to deal with 
clients. Salary commensurate with experience. Send 
resume and sample reel to P.O. Box 476, Scottsdale, 
AZ 85252. 

MANUFACTURER’S representatives wanted to carry 
complete line of 16 and 35mm professional motion 
picture cameras. Must have sales/engineering back¬ 
ground as our high standards demand professional 
approach. Please include lines carried and States 
covered. Straight commission basis. Send resumes to 
AC 1804, AMERICAN CINEMATOGRAPHER. 

PROFESSIONAL CAMERA REPAIR TECHNICIANS. 
Victor Duncan, Inc. has openings in Chicago and De¬ 
troit for professional camera repair technicians. Inter¬ 
ested applicants should have a practical background 
in mechanics and optics. VDI offers a complete em¬ 
ployee benefit package, and excellent working condi¬ 
tions. Salary commensurate with experience. Call Bob 
Coleman collect in Chicago, (312) 321-9406 or Bob 
Burrell collect in Detroit, (313) 371 -4920. 

FILM Editor — Conformer for lab editorial depart¬ 
ment. Steenbeck experience and ability to select 
music preferred. Send Resume to AC 1802 AMERI¬ 
CAN CINEMATOGRAPHER. We are an equal oppor¬ 
tunity employer. 

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, Al¬ 
berta. (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. 

 SITUATIONS WANTED  
Filmmaker, experienced in all aspects of pro¬ 
duction, particularly directing and writing, with MS 
and five years professional experience seeks 
position with educational or industrial producer. 
Reply AC 1805, AMERICAN CINEMATOG¬ 
RAPHER. 

FILMMAKER, with degree and five years exper¬ 
ience in all phases of production, also videotape, 
seeks new position. Presently employed with major 
medical center. JOHN LIFFLANDER, 2233 Welch #3, 
Houston, TX 77019. (713) 528-0123. 

Wanted: Well-experienced cameraman/editor for 
Montana’s leading film producer of documentary, 
promotional and TV commercial films. Contact Bob 
Henkel, SAGE FILMS, Box 1142, Helena, Montana 
59601. Phone(406)442-9500. 

 RENTALS  
EDITING ROOM with standard 16mm equipment 
minus Moviola (sub-rented). Available to students 
for $18/day, $72/week. Regular rate: $20/day, 
$80/week. Screening room free with editing room 
rental. MARVIN PRODUCTIONS, 5478 Wilshire 
Blvd. #208, Los Angeles, CA 90036. (213) 939-0036. 

RENTAL and Sales Price List available ... Film edit¬ 
ing equipment and supplies, selected, maintained 
and serviced with the film editor in mind. RAYFIN, 
1860 Broadway, New York, NY 10023, (212) 541- 
6464. 

1976 Rental catalog available   Production 
equipment at sensible prices. For more information 
on rentals, sales or service write: CINELEASE, INC., 
209B Old Durham Road, Killingworth, CT 06417 or 
call (203) 663-2222. 

KEM rentals in Hollywood, HORIZONTAL EDITING 
STUDIOS (213) 461 -4643. 

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. 

RATES: Ads set in lightface type 50c per word. Minimum ad, $5.00. Text set in lighttace capital letters (except 1st word and advertiser’s name) 60c per word. 
Modified display format (text set in boldface type, capitals or upper and lower case) $5.00 per line. Send copy with remittance to covepayment to Editorial Office, 
American Cinematographer, P. 0. Box 2230, Hollywood California 90028. Forms close 1 st of month preceding date of issue. 

AMERICAN CINEMATOGRAPHER, AUGUST 1976 943 



 SITUATIONS AVAILABLE  
FILMMAKER — Film production company in Ari¬ 
zona seeks filmmaker with multi-talents. Primarily 
Staff Director/Cameraman 16 and 35; also able to 
edit and produce projects assigned. Primary busi¬ 
ness regional commercials and sponsored films. 
Must be superb technician, hard worker, and able to 
deal with clients. Salary commensurate with ex¬ 
perience. Send resume and sample reel to P.O. Box 
476, Scottsdale, AZ 85252.  

MANUFACTURER’S representatives wanted to 
carry complete line of 16 and 35mm professional 
motion picture cameras. Must have sales/engi¬ 
neering background as our high standards demand 
professional approach. Please include lines car¬ 
ried and States covered. Straight commission basis. 
Send resumes to AC 1804, AMERICAN CINEMA¬ 
TOGRAPHER. 

PROFESSIONAL CAMERA REPAIR TECH¬ 
NICIANS. Victor Duncan, Inc. has openings in Chi¬ 
cago and Detroit for professional camera repair 
technicians. Interested applicants should have a 
practical background in mechanics and optics. VDI 
offers a complete employee benefit package, and 
excellent working conditions. Salary commen¬ 
surate with experience. Call Bob Coleman collect in 
Chicago, (312) 321-9406 or Bob Burrell collect in 
Detroit, (313) 371-4920.  

FILM Editor — Conformer for lab editorial depart¬ 
ment. Steenbeck experience and ability to select 
music preferred. Send Resume to AC 1802 AMERI¬ 
CAN CINEMATOGRAPHER. We are an equal 
opportunity employer. 

A.F.I. SEMINAR 
Continued from Page 935 

KUNE: In comparison to the way it is 
today, it took quite a long time. There 
were few first cameramen under the 
age of 40 in those days. For a long while 
I was the youngest assistant and then 
the youngest operator. I became a first 
cameraman at the age of 35 and I was 
considered very young for the job. I 
was at MGM when it happened and 
they had a cameraman’s table to sit at 
in the commissary — a very closed 
group. I was almost embarrassed to sit 
there because I really wasn’t old 
enough. The average age of our 
cameramen in those days was about 
60. But today it’s different. I think one 
can advance much more rapidly now. 

HOWARD SCHWARTZ; One of the 
reasons you can advance more rapidly 
today is that the business has become 
so much more wide open because of 
television and the independent field. 
That’s the main reason. But another 
important reason why you can mature 
so much earlier as a cameraman now 
is because people like Dick here will 
get up and tell you what they’ve been 
doing. In the old days, your camera¬ 
man and your gaffer would whisper to 
each other, so that the operator and 
the assistant wouldn’t know what was 
going on. 

KUNE: Everything was secret. In my 
case, I learned a lot under pressure 
during the six years I worked as an 
operator for producer Sam Katzman. 
We did 106 features in six years, 
working six days a week — an average 
of 20 to 22 features a year. Those were 
“B”pictures like “ROCK AROUND THE 
CLOCK”. There was a clever writer in 

the unit. Sam would pick up a news¬ 
paper and say, “Oh, here’s a story.” 
He’d give it to the writer and the writer 
would turn out a script. We’d go all 
over. We were actually a traveling unit, 
a very cohesive unit, and I really 
learned my trade from that ex¬ 
perience. 

QUESTION: But now, with a lack of 
those “B” pictures being made, and 
more of a shift toward television, the 
young cinematographer is sort of 
being pushed out. Isn’t that so? 

KUNE: No. It’s the other way around. 

SCHWARTZ: Sure. Where did Dick 
come from? He did “MR. NOVAK” for 
two years as a Director of Photog¬ 
raphy and then progressed to fea¬ 
tures. Fred Koenekamp got his start 
doing “THE LIEUTENANT” series. 
Harry Stradling, Jr. also started in tele¬ 
vision. 

KUNE: We started in features as assis¬ 
tants and operators, but got our breaks 
in television as cinematographers. In 
those days when we were making the 
“B” pictures we didn’t have television. 
The “B” pictures were for double bills 
and they were presold — in other 
words, block-booking. When a theater 
owner wanted a certain big feature 
from, let’s say, Columbia, he had to buy 
ten Katzman pictures to get that one 
feature. 

QUESTION: One more question about 
the monochromatic effect you were 
trying for in “THE TERMINAL MAN”. 
Was this more or less a step toward 
reviving black and white for features? 

KUNE: First of all, I like black and white 
very much. I don’t say it should come 
back, but I do think we should find — 
either through art direction or other 
techniques such as we used on this 
picture — a way to make things look 
more natural on the screen, more 
compatible to the eye — because, on 
television particularly, films pick up 
color so vividly that they become too 
garish, in my opinion. Also, as we dis¬ 
cussed before, the labs sometimes add 
color in printing. But I do think some 
films are interesting in black and white 
and I don’t mind looking at black and 
white because I interpret the tones in 
color. We have a way of unscrambling 
them, I guess. I like an honest look. I 
don’t think you have to look like Johnny 
Carson does every night in a plaid 
outfit. I think very few people dress that 
way, and Tm certain that when Johnny 
Carson goes home, he puts on blue 
jeans. I believe in honest films that have 
an honest look. m 
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no backpack, 
separate recorder, no time-base corrector 
n "street-ready "system, under $10,000* 

Frezzolini® Model LW-16 cine 
camera, world's standard for 

newsfilm/documentary filming. 

“When Fm out on the “street”where it's happening, 
and light levels are low and maybe it’s raining, 

I really must have a lightweight self-contained 
totally reliable*camera’.’ 

In 1976 declare your independence 
from the tyranny of running with the 
"pack" (a heavy camera, backpack, 
separate recorder). Don't settle for a 
camera that's //like"a film camera. Get 
the real thing, with freedom to move 
around anytime, anywhere—get a 
Frezzi LW-16 sound-on-film camera. 

Made in U.S.A. 

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 

6327 South Orange Ave., Orlando, Fla. 32809 

Phone (305 ) 851-2780 

INTERNATIONAL. Inc. 

11 Caesar Place, Moonachie, N J. 07074 

Phone: (201) 939-0875 
Cable: Cinecraft Moonachie 



Stop the 

Foil film pirates with byron’s “Stop-Copy” 
electronic coding for only $1.00 per 
video tape cassette. 
When byron “Stop-Copies” a cassette for 
you, there’s practically no way a pirate or anyone else can record from it. They 
simply draw a blank, every time. 
But a cassette electronically coded with “Stop-Copy” plays perfectly for 
regular TV viewing. “Stop-Copy” protects your investment in top-quality 
byron cassettes. And the pirates, the bad guys draining you and the film and video 
industry of illegal millions a year, get stymied. 
Your byron “Stop-Copy” cassettes come straight from where it all started; 
we co-developed this whole coding process as part of our highly sophisticated service 
Just a buck for a byron “Stop-Copy” blanks your 
pirates today. byron COLOR-CORRECT 

65 K Street, Northeast 
Washington, D.C. 20002 202-783-2700 

Professional Film and Video Tape Laboratories 


