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REFLEX HA 

REFLEX 
HA 

The most versatile 
of its kind camera 

available 
today. 

Now! The ultimate 
reflex BNC.   

SMPTE 

i&rn 
€#amera service eenier^ me. 
sales affiliate • CAMERA SALES CENTER CORPORATION 

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

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. 
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. 

Light weight: 
The new CSC Reflex IIA 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. 

9.8 
mm 

14.5 
mm 

15 
mm 

18 
mm 

20 
mm 

25 
mm 

32 
mm 

35 
mm 

40 
mm 

50 
mm 

75 
mm 

100 & up 
mm 
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You can rent 
equipment from a 
lot of companies, 
but you can't rent 
our experience 
from anyone but us. 

We built our 
company on service; 
and our reputa¬ 
tion on being 
where you need us— 
when you need us. 

general 
camera 

corporation ^ 
471 Eleventh Avenue^^ 
New York, N.Y. 10018 
(212)594-8700 
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Programmed 
bLovmps atCFI 

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

every step is under one roof. 

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

other step. 

Fine Tuning 
Every function —sensitometric, 

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

Consistency 
A blowup made at CFI benefits 

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

One Light 
For example—nine out of ten CFI 

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

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

Save Time 
Benefit Two: faster service. Be¬ 

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

Liquid Gate 
Hiding scratches: some blowup 

machines coat each frame with liquid just 

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

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

Programmed 
After timing the original on an 

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

Academy Award 
The printer combines a standard 

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

Subtle Control 
This optical system transmits a 

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

More Awards 
Three of this year’s films nomi¬ 

nated for Academy Awards were blown 

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

Deadline 
“The Academy’s delivery deadline 

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

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

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

One Roof 
Irwin Rosten produced The Incred¬ 

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

Service 
“We came in with a 750 foot work- 

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

Madman 
“Everybody was enthusiastic” 

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

SINCE 1S24 

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



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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Coppola, NkholsonandBogdanovich— 
these are among the major talents that 
you helped get started. How about your 
oum career? How did you start? 

After graduating from Stanford, 
I got a job as an engineer. After four 
days I knew it was a total mistake. 
What I really wanted was to make 
movies. So I went to work at Fox as a 
messenger. It wasn’t too long before 
I was writing screenplays and direct¬ 
ing. Then I became an independent 
producer. And then I opened my own 
company, New World Pictures. 

What do you look for in a new director 
or writer? 

Intelligence. The people I am deal¬ 
ing with must be intelligent. They 
must also have more than just an 
interest in films. It’s more like a 
vocation. The best filmmakers have 
a need to make films. 

How about the new young cinema¬ 
tographers? 

Because of our budget restrictions, 
we want cinematographers who can 
work rapidly and still give us quality. 
We’ve had some outstanding camera¬ 
men start with us. Several have gone 
on to win Oscars. I’ve always liked to 
experiment with new types of film. 
I remember using different emulsions 
for different psychological effects. 
If I have any questions about film, 
I just call your local Kodak office. 
I’m generally the first in Hollywood 
to work with each successive genera¬ 
tion of Eastman film. The Kodak 
people have always been very helpful, 

Les Baker in particular. He also 
keeps me up to date on Eastman 
release print stock. This is important 
because when we distribute foreign 
films, we make all our release prints 
here. This way, I can be sure I’m 
getting the best quality. 

How would you describe your 
company? 

New World Pictures, now five 
years old, has become, somewhat to 
my surprise, the largest independent 
producing and distributing company 
in the country. We’ve produced and 
distributed fifty-three pictures. Films 
that range from “Death Race 2000” 
to “Cries And Whispers” and 
“ Amarcord!’ We’ve won Academy 
Awards in each of the past two years. 
Because we distribute fewer films 
than the majors, we feel we can give 
each one specialized handling. My 
lawyer, who is a woman, describes us 
as a boutique as opposed to a depart¬ 
ment store. 

Is it true you made a bid for “Cries 
And Whispers ” without having seen it? 

Yes. When it was first offered, all 
the major companies passed it up. 

I’ve always admired Ingmar 
Bergman’s work, so when I heard it 
was available, I made a bid. The film 
was brilliant and went on to win 
many awards. Bergman was delighted 
with our distribution pattern. After 
the art theaters and regular hard-tops, 
we put it into drive-ins, bringing his 
work to audiences that had never 
seen it before. Incidentally, it went on 
to become the highest grossing film 
he’s had in this country. 

How many projects are on this year’s 
schedule? 

I like to give each picture personal 
attention, so New World will handle 
no more than ten to fifteen pictures. 
Again, they’re going to be either very 
commercial or pure art films ranging 
from a youth-oriented film starring 
Ron Howard called “The Car,” to the 
new Francois Truffaut film, “The Story 
OfAdele H 'The average run-of-the- 
mill film is something I’m definitely 
not interested in. As for the future— 
we’re working with some extremely 
talented young people, and feel that 
our best films are still to come. 

If you have any questions about film, 
do what Roger Carman does, call your 
local Kodak Sales and Engineering 
representative. 

The people who staff the Kodak re¬ 
gional offices are all exceedingly knowl¬ 
edgeable, involved men and women 
who are constantly aware of the needs 
and activities of the industry. They are 
there to assist in every way they can; to 
provide, informatkm, solve problems, 
or serve as technical consultants. 

Andfor a free copy of this and other 
interviews, send for our booklet. Write 
Eastman Kodak Company, Dept. 640-D, 
Rochester, N. Y14650. 

EASTMAN KODAK COMPANY 
Atlanta: 404/351-6510/Chicago: 312/654-5300 
Dallas: 214/351-3221/Hollywood: 213/464-6131 
New York: 212/262-7100/Rochester: 716/254-1300 
San Francisco: 415/776-6055. 
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WHAT’S NEW 
IN PRODUCTS, SERVICES AND LITERATURE 

TCS ANNOUNCES UNIQUE 
“CRYSTAL CLAPPER” 

Tobin Cinema Systems has just 
introduced a dual-purpose device 
known as the TX5-C “Crystal Clapper.” 

The TX5-C is basically a high-grade 
crystal sync generator with 60-Hz 1-volt 
low harmonic output, having a room- 
temperature accuracy of ±.0003% (3 
parts per million, or 1 frame in 8,000’ 
(2.4 kilometers) of 16mm film). 

In addition, a silent startmark is in¬ 
cluded, consisting of a brilliant light, to¬ 
gether with a 10-volt DC output, to 
energize the bloop oscillator of a 
professional recorder. Alternatively, on 
special order the DC output can be re¬ 
placed by an interruption of the pilot 
signal, for use where a marker can be 
automatically introduced during resolv¬ 
ing to magnetic film. Either option is 
energized by a positive, snap-action 
miniature pushbutton. 

Rugged, compact and lightweight, 
the TX5-C is internally powered by two 
9-volt alkaline batteries with an average 
life of 160 hours. The unit is priced at 
$99.44 postpaid, less cable. Available 
factory-direct from Tobin Cinema 
Systems, 3227 49th Ave. SW., Seattle, 
WA 98116. 

• 

FILM ILLUSTRATING THE USES OF 
SPECIAL EFFECTS FILTERS WITH 
KODAK’S NEWEST COLOR 
NEGATIVE 

Richard Sassone, of Richard Sas- 
sone, Inc., in association with Ira Tiffen 
of Tiffen Mfg. Corp., Cal Hotchkiss and 
Rodney Jones of Eastman Kodak, and 
Irwin Young of Du-Art Laboratories, is 
filming a demonstration of on-camera 
filters for producing creative effects 
with the new, modified 7247 film stock. 

Effects to be shown include fog, 
diffusion, low contrast, star, and multi¬ 
images individually and in com¬ 
bination. 

The film will initially be shown at the 
SMPTE National Conference in New 

York on October 17 to 22. The film will 
subsequently be made available as a 
reference source to cinematog¬ 
raphers, film schools, and the film- 
making industry in hopes of serving as 
a visual foundation for those who have 
not had the opportunity to involve 
themselves with time-consuming 
experimentation necessary in deriving 
the components for producing desired 
effects. 

SPECIALTIES ANNOUNCES THEIR 
K-B EDITOR 

Specialties K-B Editor offers the 
features of the very popular Specialties 
Editor, plus the very important ability to 
mix up to three sound tracks into your 
sync recorder or projector. Specialties’ 
exclusive transport mechanism plus 
electronics makes this sound mixing 
possible. 

Specialties K-B Editor features 
include a four-gang synchronizer 
powered at sync-sound speed, three 
magnetic heads with individual Vu 
meters and control knobs for each 
magnetic head and a separate volume 
control knob, solid-state integrated cir¬ 
cuitry amplifier, with electronic 
indexing for frame and footage count¬ 
er, plus built-in lightwell. 

The technical specifications for both 
K-B Editor 16mm and S-8 are: Output 
Power for the Monitor Speaker is 1 
Watt: Output Power to Recorder is .5 to 
1 Volt. 

Specialties K-B Editor 16mm has 
Frequency Response of 50-15000 Hz 
±3 db; Signal to Noise Ratio of -36 db 
at 24 fps; and Harmonic Distortion of 
0.70% at 24 fps with Wow and Flutter of 
0.15% at 24 fps. Specialties K-B Editor 
S-8 has Frequency Response of 70- 
12000 Hz ±3 db; Signal to Noise Ratio 
of -31 db at 24 fps; and Harmonic Dis¬ 
tortion 0.70% at 24 fps with Wow and 
Flutter of 0.20 at 24 fps. A dubbing 

theatre on the editing bench repre¬ 
sents a remarkable savings in time and 
sheer cost by enormously increasing 
editorial productivity. Quality sound 
can be enjoyed right in the editing 
room without the usual huge expense. 
For further information contact: 
Specialties Design & Mfg. Co.; 3429 
Encina Drive; Las Vegas, Nevada 
89121; Phone (702)451-5290 

• 

AUDIO-TECH NIC A OFFERS NEW 
CONDENSER HEADPHONES 

A second electret condenser head¬ 
phone is being introduced by Audio- 
Technica U.S., Inc. 

Called the AT705, the unit sells for 
less than $90 and features per¬ 
manently polarized diaphragms that 
need no external source of power. The 
headphones plug into a small adapter 
that matches impedance circuits and 
contains a speaker/headphone switch. 

“A-T’s electret condenser system 
offers the advantages of condenser 
technology without the complexity and 
high voltage requirements of conven¬ 
tional electrostatics,” says Jon Kelly, 
vice president and general manager of 
Audio-Technica, U. S., Inc. 

The lightweight AT705 covers a fre¬ 
quency response range of 20-22,000 
Hz. Its comfortable, openback A-T ear 
cups also prevent the resonance 
effects found in most closedback head¬ 
phones. 

Audio-Technica U. S., Inc., head¬ 
quartered in Fairlawn, Ohio, markets 
dual magnet phonograph cartridges, 
stereo headphones and record care 
products. 

700mm f/8QUESTAR HAND-HELD 
MIRROR TELEPHOTO LENS 
GUARANTEES OPTICAL 
PERFECTION 

Theoretical optical perfection and 
flatness of field from edge to edge with 
no linear distortion are guaranteed for 
the new 700mm f/8 hand-held mirror 
telephoto lens manufactured by 
Questar Corporation, New Hope, Pa. 
Continued on Page 1138 
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For that something special 

Any major motion picture equipment rental 
house should be able to supply you with the 
standard items you need for film production, 
such as Arris, Eclairs, Mitchells, Nagras, 
Angenieux and the like. But Alan Gordon 
Enterprises Inc., in addition, offers you that 
something extra you are not likely to find 
elsewhere — specialized equipment that most 
rental houses just do not carry in their rental 
inventory. Here are just a few examples: 

Item: Daily Rental Rate: 

(1) 25-500 Tamaha Zoom Lens, T6.3 $100.00 
(2) Helmet and Camera, 

16mm or 35mm $20.00/$30.00 
(3) Hycam 16mm High Speed 

Camera $50.00 
(4) Mini-Cam 16 Camera Kit $20.00 
(5) LEX 64 Explosion-Proof Lights $20.00 
(6) Swintek Cordless 

Microphone Systems $35.00 and up 
(7) Super Grip Camera Mount $5.00 
(8) Dynalens Image Motion 

Stabilizer $125.00 
(9) MP-30M Portable Sound 

Projector, Interlock $50.00 
(10) MP-30S Portable Sound 

Projector, Standard $40.00 
(11) Underwater Housing with Milliken 

16mm camera and lens $100.00 
(12) Underwater Housing for 35mm 

Panavision, less camera and lens $50.00 
(13) Underwater Housing for 35mm 

Eyemo camera and lens $35.00 
(14) Lowel Quartz Location Tota- 

Light Kit, Model T-194 $25.00 
(15) Photosonics Action-Master 

High Speed Camera $75.00 
(16) Gordon Super Speed Lenses 

for BNCR $100 per set 
(17) 24V DC High Speed Motor for 

Mitchell R-35 $20.00 
(18) 25-250 Lens Blimp with Lens 

for 35 Arri BL $60.00 

Next time you’re looking for any motion pic¬ 
ture equipment, standard or special, check 
with AGE Inc. first. Most pros do. 

(9) MP-30M — Portable 35mm 
professional double-band 
sound projector. Ideal 
location projector. Also 
available in Standard model. 

(8) Dynalens 
Academy Award¬ 

winning image 
stabilizing system 

that takes the shakes 
out of cinematography 

by providing rock¬ 
steady pictures. 

(5) LEX 64 Lights 
Explosion proof, for 
use in hazardous 
environments. Use 
500W, PAR 64 lamps. 
Certified rain-tight. 

(2) Helmet and Camera 
Famous point-of-view 

Gordon/Bell camera helmet 
available with either 16mm or 

35mm cameras. 

(4) Mini-Cam 16 
Also known as 
“GSAP.” Ideal for 
filming unusual 
angles, especially 
during sporting 
events. 

(1) 25-500 Tamaha lens 
— T6.3, extremely fast 

20-1 zoom ratio for 35mm 
formats. BNCR, Arri, 

S-35R and Eclair mounts. 

(3) Hycam High-Speed 
Camera — Films up to 
11,000 fps in 16mm for 
super slow-motion 
photography. 

(6) Swintek — The ultimate in professional 
cordless microphone systems. Fully portable 
with optimum quality sound. 

(7) Super Grip — The 
ideal camera mount for 
difficult situations. 
Secures to almost any 
surface, supports up to 
700 pounds. 

SERVING THE WORLD . 
, mangor non enterprises me. S' 1430 N. Cahuenga Blvd., Hollywood, Calif. 90028 Hr 

Telephone: (213) 466-3561 • (213)985-5500 
TWX: 910-321-4526 • Cable: GORDENT 
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WORLDWIDE SALES & SERVICE 
OF MODULAR MULTICHANGEABLE MOTION PICTURE SOUND + EDITING SYSTEMS 

EUROPE 
LONDON NW4 3XP ENGLAND 
KEM ELECTRONIC MECHANISMS LTD. 
24 Vivian Avenue 
Phone: 01-2020244 

VALENCIA/ESPANA 
KEM ESPANOLA, Apartado No. 1825 
Phone: (96)-3691765 

ESPOO 10/FINLAND 
STUDIO A, Antti Peranne 
Kaskenkaatajantie 1 -G 
Phone: 463331 

CH-FRIBOURG/SWITZERLAND 
CORTUX-FILM S. A. 
8, Rue de Locarno 
Phone: 225833 

PARIS/FRANCE 
ZENON, 4, Rue Philidor 
Phone: 343.72.50 

WIEN/OSTERREICH 
B. KAPLA, P. O. Box 251 
Phone: 0043222/439297 

ATHENS 143/GREECE 
PROVOLI J. & S. Calavitis 
42. Panepistimiou Street 
Phone: 630.025 

AFRICA 
JOHANNESBURG/SOUTH AFRICA 
CINETECH (PTY) LTD., P.O. Box 35474 
Northcliff, Phone: 31-2726 

NORTH AMERICA 
HOLLYWOOD, Calf. 90028 USA 
KEM EDITING SYSTEMS INC. 
6253 Hollywood Blvd. 
Phone: 213-461-4143 

NEW YORK, N. Y. 10017 
MM EDITING SYSTEMS INC. 
230 Park Avenue (At 45th. St.) 
Rm. 339, Phone: (212) 889-0440 

DORVAL, QUEBEC, H9P282 
KEM-CANADA, 519 Graham Blvd. 
Phone: 514 844-2475 

MIDDLE AND SOUTH AMERICA 
MEXICO 1, D. F., Apart. M-10192 
COMERCIAL SUIZO MEXICANA S. A. 
Phone: 570-33-21 

BOGOTA 2/COLOMBIA 
IMPORTADORA FOTO MORIZ LTDA. 
Calle 45 No. 9-23, Phone: 325080 

CARACAS-106/VENEZUELA 
CINE-MATERIALES s.r.l. 
Apartado postal 61.098 
Phone: 33.19.73 

MIRAFLORES-LIMA/PERU 
ESTEMAC PERUANA S. A., Av. Petit 
Thouars 4620, Casilla 224 
Phone: 25-7015 

RIO DE JANEIRO/BRAZIL 
EUROBRAS FILM, Av. Graca Aranha 
19-Gr. 401, Phone: 252-4998 

ASIA 
ANKARA/TURKEY 
AK-PA PAZARLAMA KOLL Sti. 
Cemal Akcay ve Ortagi 
Mesrutiyet Caddesi No. 29/4 
Phone: 1 70856 

KARACHI-3/PAKISTAN 
FILM FACTORS LTD., Oosman Chambers 
Abdullah Haroon Road 
Phone: 511027 

BOMBAY-20 BR/INDIA 
CINERAMA PRIVATE LIMITED 
Metro House, Post Box 11039 
Phone: 293873 

HONG KONG, FILMO (HK) LTD. 
G. P. O. Box 16670, Phone: 5-2231 65 

HONG KONG, CHINA AGENCY 
JEBSEN & CO., Prince’s Building 
P. O. Box 97, Phone: 5-2251 1 1 

TOKYO 108/JAPAN 
J. OSAWA & CO., Shibaura 4-2-8 
Minato-Ku, Phone: 455-01 1 1 

AUSTRALIA / NEW ZEALAND 
NORTH SYDNEY 2060/AUSTRALIA 
DECIBEL INTERNATIONAL, Suite 505 
Manhattan Centre, 107 Walker Street 
Phone: 9222555 

AUCKLAND 1 /New Zealand 
KERRIDGE ODEON INDUSTRIES LTD. 
246 Queen Str., Phone: 364-660 

KEM ELEKTRONIK MECHANIK GMBH 

2 Hamburg 54, Herlingsburg 16 • Telefon 56 76 65 und 56 76 75 Telex kemdt d 02 14657 
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Comments on KEM 
by people in various kinds 

of film production: 
The consensus: practical 

post-production tools for TV 
commercials, documentaries, 
industrials and feature films. 

“About half our business is 35mm, 
half 16mm. The KEMs let us change 
from one to the other fast. What else? 
The RS is compact... and the backup 
service is excellent.” 

Hy Goldman: 
Mr. Goldman is President of Forum 

III Films in New York. They’ve owned 
three KEM Universals for seven years- 
on which they’ve edited nearly 2,000 TV 
commercials. 

Committee 
“I’m usually editing by committee,” 

says Mr. Goldman. “Very often, I’ll 
have the agency copywriter, the pro¬ 
ducer, the art director and the account 
man in the room. With the KEM, they 
can all see the screens, sitting down.” 

3 A.M. 
“Sitting down suits me, too - espe¬ 

cially at, say, 3 A.M. after working 
around the clock. I can scan 1,000 feet in 
less than a minute. And I can keep the 
interlock material in front of me and put 
up the out takes for comparison - all 
without standing up.” 

35mm and 16 mm 
“My KEMS have proved them¬ 

selves over and over,” says Mr. Gold¬ 
man. “Recently, a client came in with 
35mm original, 16mm stock footage, 
16mm mag voice and 35mm music 
tracks. We cut it all on one KEM.” 

RS- 
SUPER 
SIX 
PLATE 

Frank Minerva: 
Mr. Minerva is Vice-President of 

Editors’ Hideaway in New York. They 
edit commercials and documentaries; 
and they own four RS Super six-plates. 

Scratch Mixes 
“The sound quality is superb on 

the RS,” says Mr. Minerva. “We’ve 
made *4 inch to 16 and 35 mag transfers 
on our KEMs; and we make scratch 
mixes all the time.” 

James Smyth: 
Mr. Smyth is President of Optimus, 

Inc. in Chicago. They own five KEM 
Universals, all eight-plate. Their busi¬ 
ness: 90% TV commercials in 35mm, 
10% documentaries, usually 16mm. 

Better Take? 
“You have 3,000 feet of sync, and 

the client asks: “Isn’t there a better take 
of Scene Six?” On the upright, you know 
it’ll take an hour...” 

Dailies 100% 
“But with the KEM,” says Mr. 

Smyth, “You don’t hesitate to go back 
and look. That’s important creatively: 
You get 100% out of your dailies.” 

Maintenance 0.3% 
“Last year, our accountant called to 

ask whether we’d made an error in our 
tax return. We’d claimed maintenance 
costs of 0.3% of gross sales.” 

Donn Cambern: 
Mr. Cambern edited Blume In Love, 

Cinderella Liberty, Hindenburg and Al¬ 
ex & The Gypsy, on KEMs, in Hollywood. 

First Cut 
“Nowadays, the cast and crew tend 

to disperse as soon as shooting stops,” 
says Mr. Cambern. “So the studio wants 
a first cut in two or three weeks, in case 
pickup shots are needed.” 

One Roll 
“For this the KEM is vital, because I 

can explore the footage fast. With four 
or five takes on one 1,000 foot roll, I can 
compare them immediately. The high¬ 
speed forward/reverse gets me where I 
want to be in seconds.” 

“The image is big, the sound good 
and the machine quiet - so it’s easy to 
imagine how the scene will work in the 
theater, and to pace my cuts according¬ 
ly. I can sit back eight feet from the 
KEM and watch a sequence play. Direc¬ 
tors like that, too.” 

Smooth 
“With the old upright,” says Mr. 

Cambern, “I worked with the machine. 
With the KEM, I’m working with the 
material - the film. 

Edna Paul: 
Ms. Paul is President of Edna & 

Friends, Inc. in New York. They work on 
features, industrials, documentaries 
and TV specials. 

Investment 
“We used to rent uprights,” says 

Ms. Paul, “But after trying the KEM, we 
bought one. It’s an investment. The first 
time I used a KEM, I said: Where has 
this been all my life?” 

Verna Fields: 
Ms. Fields is a Vice-President of 

Universal Studios. A member of the 
editors’ union since its founding in 1942, 
she won the Best Editing Academy 
Award for Jaws. 

Black Uprights 
“I grew up with the uprights - the 

black ones!” says Ms. Fields, “And I 
still use an upright as well as the KEM. 
But when something new comes along 
that offers a definite advantage... I 
wouldn’t think of not using the KEM. 

Why Resist? 
“I recommend the KEM to every¬ 

one. To sceptical old-school editors, I 
say: “Did you resist the butt-splicer 
when that was new?” 

EAST OF THE ROCKIES 

MM Editing Systems Inc. 
230 Park Avenue (at 45th St.), Rm. 
339, N.Y. N.Y. 10017 (212) 889-0440 

WEST COAST 

KEM Editing Systems Inc. 
6253Hollywood Blvd, Hollywood 
California 90028 (213) 461-4143 

Booths 89 & 90, SMPTE Show NYC 



Why am I writing this 
column? If you don’t know 
by now, I’ll tell you. 

In many ways I’m an old-fashioned 
square. And I probably shoot off my 
mouth too often. But very few will 
deny that I’m a “square shooter”. 

I’ve been in this business a helluva 
long time and I damn well know what 
makes it tick (— and what doesn’t). 

I feel you should know what’s going 
on. Both the good and the bad. 
After all, the more you know, the 
better you’ll be able to buy. 

You should know the limitations of a 
processor as well as its capabilities. 

You should know that money stretches 
only so far. If a firm is offering 
you more than you have a right to 
expect at the price, the chances are 
likely that you’re getting screwed. 

I find it amazing that a buyer will 
accept a lousy unit just because it 
has a shiny exterior. Or that he 
will let himself be sold something 
that isn’t right for him. 

A long time ago, I discovered that 
very few buyers really know what 
they need. Often what they want is 
not what they need. 

If I can help you come to the right 
decision and save you from a few 
pitfalls . . . 

The effort will be worthwhile. 

Even if you buy from 
someone else. 

'UREISE 
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 TOG RAPHE R, P. O. Box 2230, Holly¬ 

wood. Calif. 90028.) 

QWe plan to film our forthcoming 
production in 35mm and blow it 

up to 70mm for the release prints. 
Could you advise us of the details, 
such as the format we should use — 
anamorphic (squeezed image) or 
spherical image and other details. Also 
please advise us of the costs for labor¬ 
atory work, raw stock, etc., that would 
be incurred to execute this job. 

A When considering original 
photography in 35mm for re¬ 

lease in 70mm, the original should be 
2.35:1 Anamorphic, squeezed 2:1. This 
format is usually referred to as Cinema- 
Scope, Panavision or Anamorphic. 
When other formats (flat) are used with 
an aspect ratio of 1.33, 1.66 or 1.85:1, 
vertical scanning must be used. This 
sacrifices a good deal of the available 
picture in the vertical direction — so 
when planning for 70mm release, one 
should only consider 35mm Cinema- 
Scope photography. 

Cinemascope has an aspect ratio of 
2.35:1. The 70mm print has an aspect 
ratio of 2.20:1. This represents no ver¬ 
tical loss and only a 3% loss on each 
right and left edge. 

At DeLuxe we do our 35mm to 70mm 
printing from a Color Reversal Inter¬ 
mediate (CRI) EK type 5247. The ori¬ 
ginal negative protects itself and 
beyond the Answer Print and subse¬ 
quent CRI, the original negative 
remains in the vault. In a release that in¬ 
volves 70mm release as well as 35mm, 
the order will usually be 25 70mm 
prints and 400 35mm prints. The 70mm 
sound is 6 channels right, right center, 
center, left center, left and surround 
tracks. In 35mm the sound is 4 
channels: right, center, left and 
surround. At present the costs are: 
1. 70mm raw stock, EK type 5381 @ 

$.0735 per foot. 
2. 35mm CRI EK type 5249 @ 

$.9638 per foot. 
3. 35mm Answer Print EK type 5383 

@ $.9003 per foot. 
4. 70mm Release Print EK type 5381 

@ $.4744 per foot. 
5. 70mm Release Print EK type 5381 

(Over 10 each) $.4099 per ft. 
—Fred J. Scobey, DeLuxe 

Laboratory, Hollywood. 

Ql have a Beaulieu R16PZ with a 
12-120mm Angenieux lens 

marked in f stops. The Gossen TTL 
meter in the camera does not give the 
same reading as my Weston V meter 
when used under identical conditions 
on a Kodak 18% gray card. I know my 
Weston meter is accurate. The manu¬ 
facturer’s instruction book indicates an 
exposure of 1/62 at 24 fps. Does this 
mean that the shutter is other than 
180° or is the value deliberately over¬ 
stated so that the cameraman will use 
a wider aperture to allow for the 
transmission properties of the lens? In 
other words, is the Gossen meter cali¬ 
brated to allow for idiosyncratic lens 
properties and should I, therefore, 
adapt my Weston readings, or, should I 
regard the Gossen meter as out of cali¬ 
bration and use the indicated Weston 
stop based on an exposure of 1/62 
second? 

A The 12-120 Angenieux lens 
marked in f stops is slower. That 

is, transmits less light than a normal 
prime lens because of the additional 
optical elements needed in a zoom lens 
even though both lenses have anti¬ 
reflection coatings. The exposure of 
1/62 at 24 fps indicates a shutter 
opening of approximately 140°. This is 
40° less than 180° or 22% less expo¬ 
sure. The zoom lens’ extra elements 
should explain the difference in f 
readings between the Gossen TTL 
meter in the camera and your Weston 
meter set for 1/62 second. If you re¬ 
place your zoom lens with a normal 
prime lens, your Weston meter at 1/62 
exposure should agree with the Gossen 
meter. If it does not, have it checked. 
To be very accurate you should check 
the response of the two meters to day¬ 
light and incandescent light of 3200°K. 
The different spectral sensitivity re¬ 
sponses of these meters could be a 
factor unless compensating filters are 
used. 

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

AMERICAN CINEMATOGRAPHER 
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B & S HAS SOME WINNING 
COMBINATIONS FOR YOUR 
TV NEWS DEPARTMENTS. 

The new, improved B&S "C'-mount Omnippon® 
lens system is available to TV News Departments. 
These moderately priced lenses are 
noted in the industry for brilliance, 
sharpness, color rendition 
and resolution. For 16mm 
motion picture cameras and 
1-inch TV cameras. The fan¬ 
tastic performance of these 

impeccably designed lenses equals or exceeds the 
quality of the most expensive competitive lenses. 

Birns & Sawyer is proud to offer the 
Omnippon MKII lenses which in¬ 

clude the 12.5mm Fl.4, 
#1341, $260.00; 25mmFl.4, 
#1343, $205.00 and the 
75mm F2.5, #1344, $240.00. 

Omnippon® Lenses and 
W0 

Objective Viewfinders 

VGM200 Baby 

Special Free Offer 
Purchase any 12.5, 25 or 75mm Omnippon lens during October, November or 
December and receive free a matching Viewfinder lens selling for as much as 
$30.00. B&S has the most complete line of high quality viewfinders available 
anywhere — ranging from 10mm to 150mm and prices from $24 to $55, some 
less than a third the cost of competitive lenses. VGM200 Standard 

And There's the CP- 16R Telezoom • • • 
AND MUCH T 

MORE! I? 
/ 

I. * 

Twi-Pod 

\ x 

e ^ 

Bodypod 

Triangle £ 

The new Telezoom Extender for the CP- 
16R is precision engineered to double focal 
length and hold sharp corner to corner 
coverage. Color resolution is superb. Con¬ 
verts the 12-120mm Angenieux zoom to 
24-240mm and the 9.5-95mm to 19- 
190mm, Cat. No. 1410, $199.50. And 
don't forget to ask about our other B&S 
Telezooms for the Eclair, Cat. No. 1383, 
$174.50; and the Arri Extender, Cat. No. 
1383, $124.50. AncJ remember, the BNC-R 
Extender, Cat. No. 1384, $795.00, fits both 
spinning mirror and pellical Mitchells, 
Hard Front Arris and XR-35 cameras. 

CP-16R Telezoom 

BIRNS & 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 



THMKING ENG? 

THINK CAMERA MART 

SUSTAINING 

SMMfi 
MEMBER 

Because you want the right equipment to do the job. 

CAMERA MART 
THE CAMERA MART, INC 

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

OTHER PKGS.: 
TALK TO US ABOUT 
YOUR NEEDS 
If we’re known for 
anything, its our 
ingenuity and flexi¬ 
bility. Talk to us 
about your needs, 
and we’ll customize 
these packages to 
meet them—or come 
up with whatever 
else best fits your 
requirements, from 
the many major lines 
we carry. If you’re 
just getting into 
ENG (especially 
from film), you’ll 
find we speak your 
language. Write or 
call Ken Seelig or 
Hal Rainey for more 
information. 

With all the experience we’ve accumulated packaging film equipment for 
the broadcast and industrial fields, you’d expect Camera Mart to be leading 
the way in ENG. And you’d be right. 

CAMART CUSTOM IKEGAMI/SONY PACKAGE 
Network-quality hand-held performance at 
surprisingly modest cost. 
The camera: Ikegami’s HL-33,* complete with 
full-function backpack. High-fidelity color in a 
compact, lightweight three-Plumbicon®** package. All in a 
single low-profile 16mm-size camera with eye-level CRT 
monitoring on take and playback, plus many more features 
you’ll appreciate. 
The lens: The Angenieux f/2.0 10-150mm zoom, for wider 
wide-angles and tighter tele’s. Manual or power zoom available. 
The battery pack: Frezzolini’s most advanced model, which 
charges in only 3 hours to give you more time on the go. 
The recorder: Sony’s easy-to-operate VO-3800—a 30-lb. 
package that gives you up to 20 minutes of NTSC color on a 
single U-Matic® cassette which can be edited on the 2850. 
*Also available with HL-35. 
**Plumbicon is a trademark of N.V. Philips 

OPTIONAL ACCESSORY: “VIDEO CRASH CART” 
Custom-designed to make 
production safer and smoother, 
with reduced set-up and strike 
time, easier transport and 

fatigue-free shooting. 
Sturdy, welded construction 
with 2-position handle lets 
you transport or operate in 
upright “handtruck” or 

horizontal “dolly” 
position. So it can go 
virtually anywhere your 
crew can go. 
Holds camera backpack, 
recorder, AC adapter, 
cables—even extra 
cassettes. 

RENTAL-LEASE-PURCHASE: 
Pick the terms that suit your budget 

(and tax situation) best. 



Announcing the most important 

meeting of the year for members of the 

motion picture and television industries 

The 118th SMPTE 
Technical Conference 

and Equipment Exhibit 
October 17-22, 1976 

Americana Hotel, New York City 

Featuring: 
• A 167-booth exhibition of professional film-making and television equipment. All major 

manufacturers will be represented. This is the only place in the world where you will find 
such a wide array of both motion picture and television equipment under one roof. As an 
example, nowhere else will you have the chance of handling Arri, CP-16, Eclair and 
Frezzi film cameras, or Sony, IVC, JVC or Hitachi video cameras in one room. And 
that's just cameras. Every other type of professional film and video equipment will be on 
display. 

• Five full days of sessions where the latest developments in motion pictures and video equip¬ 
ment and techniques will be described by the world's leading experts in their fields. This 
year's conference will concentrate on the overall film- and tape-making process from 
original production through post production, distribution and exhibition. 

• Social events, activities for spouses, coffee club and lots more. 

• Special Added Attraction: A Motion Picture Production Seminar, sponsored by the PMPEA, 
with Walter Wood, Director of the Mayor's office for Motion Pictures and Television, mod¬ 
erating a panel made up of a top-name executive producer, a film director, a head of a 
major production studio, a TV programming executive, and a TV commercial film and 
videotape producer. 

For Information, write or call: 

Society of Motion Picture 
and Television Engineers 
862 Scarsdale Ave., Scarsdale, N.Y. 10583 
(914)472-6606 (212) 562-5708 
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By ANTON WILSON 

AUDIO BASICS —IV 

We have been discussing the quality 
and accuracy of various types of audio 
equipment from microphones to 
speakers. Regardless of the amount of 
effort spent in selecting the best audio 
components, there is always one 
device in the audio chain that exhibits 
specifications far below all others — 
the listener’s ear. 

The human ear does not perceive all 
frequencies with equal loudness. More¬ 
over, the magnitude of this inaccuracy 

is dependent on the loudness level of 
the sound. 

A series of curves expressing the 
relationship between frequency and 
loudness was first published in 1933 by 
Fletcher and Munson, and this loud¬ 
ness/frequency dependency is most 
often called the Fletcher/Munson 
effect. The revised curves in FIGURE 1 
best explain the Fletcher/Munson phe¬ 
nomenon. 

Most obvious from these curves is 
the ear’s relative lack of sensitivity at 

lower frequencies. For example, a tone 
of 1,000 Hz at a loudness level of 40 
phons requires a 40 dB sound pres¬ 
sure level (sound energy or power). 
However, for the human ear to perceive 
a 20 Hz tone with the identical loud¬ 
ness (40 phons), a sound pressure level 
of almost 88 dB is required. It takes 
over 65,000 times more energy to make 
a 20 Hz signal sound as loud as a 1,000 
Hz signal at 40 phons. The human ear is 
far less responsive to low frequencies, 
especially at low sound levels. 

It is ironic to consider equipment 
specifications on the order of ±1 dB 
when the human ear can vary over 60 
dB, depending on frequency and level. 
However, the important point on these 
curves is not so much the lack of linear¬ 
ity in the response of the human ear but 
the inconsistency of these inac¬ 
curacies with respect to playback 
volume. 

For example, if a track is mixed and 
equalized at a fairly low volume, it will 
sound “bassy” and exhibit a slight 
upper midrange dip if it is played back 
at a loud level. Likewise, a track that is 
mixed with a high monitor loudness will 
be significantly lacking in bass when 
reproduced at a more quiet level. 

Some models of reproduction equip¬ 
ment employ “loudness contour” 
circuits that are linked to the volume 
control. These circuits attempt to alter 
the frequency response with respect to 
volume according to the Fletcher/Mun¬ 
son curves. However, most of these cir¬ 
cuits are approximations at best. 

In terms of practical sound record¬ 
ing, this Fletcher/Munson effect is only 
noticeable when the playback volume 
differs significantly from the original, 
usually a matter beyond the control of 
the sound recordist. However, I believe 
that an understanding of our hearing 
mechanisms is interesting, and one 
never knows when the information may 
prove helpful. (Especially for cross¬ 
word fans.) 

I hate to criticize Mother Nature, but 
when it comes to ears she has been 
less than perfect. The human ear ex¬ 
hibits many other idiosyncrasies and if 
there is interest, we may discuss them 
in the future. ■ 

FIGURE 1 — Loudness Contour Curves of the Human Ear. These curves exhibit the so-called 
“Fletcher/Munson Effect”. The numbers on the left are Sound Pressure Levels in decibels 
(dB). This is the actual energy reaching the ear. The numbers on the curves themselves are 
“phons” or the perceived loudness, the sensation of loudness that registers with the brain. 
Note that at 1,000 Hz the S.P.L. in dB is equal to the Loudness Level in phons for any value of 
loudness. However, as the frequency varies from 1,000 Hz, the ear and reality are definitely 
on different paths. 

Most obvious is the ear’s lack of sensitivity at low frequencies. More important, however, is 
the fact that this lack of sensitivity becomes more acute as the loudness is reduced. As an ex¬ 
treme example, a 1,000 Hz signal at 60 dB will be quite audible at 60 phons (normal con¬ 
versation level). Yet a 20 Hz signal at the same 60 dB will be totally inaudible to the human 
ear, being below the threshold of hearing. 
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Presenting O’Connor’s newest 
fluid camera head 

THE MODEL30 

See it put together at the show. 
SMPTE • New York • Booth 120 

Forty-seven precision parts go 

into this entirely new Model 30 fluid 
camera head. It’s small, light and 
has standard features previously 
found only on the largest and most 
expensive camera heads. Weighing 
justfive lbs., the Model 30 will handle 
motion picture and video cameras 
weighing up to 30 lbs. with ease. 

The Model 30 has a unique 
adjustable counterbalance feature. 
The drag mechanism is new and 
permits even better operation 
through 360° panning and ±60° tilt. 

Because of production tooling it 
is now possibleto price an O’Connor 
quality head for the tight budget. 

When you experience the Model 
30 for yourself, you will have to agree 
that O’Connor has really put the 
parts together well. 

While you’re attheshow, be sure 
not to miss O’Connor’s entire line 
of professional fluid heads which 
will handle cameras weighing from 
15 to 150 lbs., and other camera 
support equipment; including tri¬ 
pods, accessories and the amazing 
Hydro-Red, shown on the left. 

After you handle our gear, 
you’ll understand why 
O’Connor won this year’s 
Scientific/Technical 
Academy Award. 

100 Kalmus Drive Costa Mesa, Calif. 92626 
Phone: (213) 627-4057 
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SUCCESS STORY: 
CI\E-PRO AFTER ONE 

YEAR Riisagss 
Listed below are some of the Features 

CINE-PRO CREDITS 
(In alphabetical order, by title): □ 
BLACK OAK CONSPIRACY, Producers 
Jesse Vint and Tom Clark; Director 
Bob Kelljan; Director of Photography 
Chris Ludwig. ODEATH JOURNEY, 
Producer: Fred Williamson (Po’ Boy 
Productions)] Director of Photography: 
Robert Hopkins; Production Manager: 
Bob Manning. nDEATH TRAP, Produc¬ 
er: Martin Rustin (Mars Productions); 
Director: Toby Hooper; Director of 
Photography: Robert Hopkins; Produc¬ 
tion Manager: Sheldon Lee. nFRIENDS, 
Producer: Syd Vantage (Syd Vantage 
Productions); Director: Nick Webster; 
Director of Photography: Robert Hop¬ 
kins; Production Manager: Jack Thomp¬ 
son. □HUMAN TORNADO, Producer: 
Rudy Ray Moore (Comedian Interna¬ 
tional); Director: Cliff Roguemore; 
Production Manager: Guy Nichlas. 
□LUNDSTROM IN S. DAKOTA, Pro¬ 
ducer: Don Thompson (Mark IV Pro¬ 
ductions); Director: Don Thompson; 
Director of Photography: Robert Hop¬ 
kins. DM ARAL YN THOMA, Jeremy 
Hoenack Productions; Director: Jeremy 
Hoenack; Director of Photography: 
Arthur Botham; Production 
Manager: 

and TV Specials we’ve supplied 
rental equipment for. We’ve also equipped 

numerous TV Commercials. 

John Welsh. gNO WAY BACK, Pro¬ 
ducer: Fred Williamson (Po’ Boy Pro¬ 
ductions); Director: Fred Williamson; 
Director of Photography: Robert Hop¬ 
kins. DPAUL MCCARTNEY CONCERT, 
Producer: Jack Priestley; Director: 
Jack Priestley; Director of Photography: 
Jack Priestley; Production Manager: 
Tom Priestley. gSLUMBER PARTY 57, 
Producer: William Levy (Movie Ma¬ 
chine); Director William Levy; Director 
of Photography: Michael Niess. □ 
STRANGER IN MY FOREST, Producer: 
Don Thompson (Mark IV Productions); 
Director: Don Thompson; Director of 
Photography: Michael Niess; Produc¬ 
tion Manager: Jack Thompson. nTHE 
AMAZING DOBERMANS, Producer: 
David Chudnow (Rosamond Produc¬ 
tions); Director: Byron Chudnow; Di¬ 
rector of Photography: Greg Sandor; 
Production Manager: F. A. Miller. □ 
WHAM BAM, Producer: Bill Levy (Mo¬ 
vie Machine); Director: Bill Levy; Di¬ 
rector of Photography: Michael Niess. 

We’d 
like 
to hear 
from 
you, 
too. 

Please 
ask 
us for 
our 
Rental 
Catalog 

Carl Porcello 
with CINE-PRO 

Arri 35BLs, 
including 

soundproof 
zoom lens 

housing. 

RENTALS, 
SALES 

AND SERVICE 

Or just 
call 
to say 
Hello! 

CINE-PRO 
CINE PRODUCTION EQUIPMENT INC. 

(213)461-4794 
1037 N. Sycamore Avenue, Hollywood, Calif. 90038. 

CAMERAS, LIGHTING AND GRIP EQUIPMENT 
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DIFFERENT DRUMMERS 

The strange fate of Roscoe “Fatty” 
Arbuckle is vividly retold in David 
Yallop’s riveting book, THE DAY THE 
LAUGHTER STOPPED. A victim of cir¬ 
cumstances and of a D.A.’s ruthless 
ambition, Arbuckle stood three trials 
for the murder of actress Virginia 
Rappe before being acquitted, only to 
see his career in a shambles. (St. Mar¬ 
tin’s $12.50) 

In THE HOLLYWOOD EXILES, John 
Baxter considers the tragic cultural 
phenomenon of gifted creative minds 
from European studios seeking a fresh 
career in the film capital. For one Ernst 
Lubitsch, how many Max Reinhardts 
were unable to accommodate to new 
work methods in an alien milieu? A 
sobering, perceptive book. (Taplinger 
$14.95) 

The astonishing career of Fanny 
Holtzmann, the attorney who won the 
Rasputin libel case over a covey of 
MGM’s legal eagles and thereafter kept 
an active Hollywood practice, is told by 
Ted Berkman in THE LADY AND THE 
LAW, a stimulating biography of an un¬ 
usual woman. (Little, Brown $12.50) 

★ ★ * 

THE MANY FACES OF 
HOLLYWOOD 

More often than not, movie history 
has been made in Hollywood, and the 
main product of its activities has been 
dreams, as Leonard Maltin shows in 
HOLLYWOOD: THE MOVIE FAC¬ 
TORY. His upbeat survey of the 30’s 
and 40’s vividly describes a fondly 
remembered era of rising expec¬ 
tations. (Popular Library $1.50) 

The making of The Wizard of Oz, the 
film and the legend it created, are per¬ 
ceptively depicted in an abundantly 
illustrated volume, DOWN THE YEL¬ 
LOW BRICK ROAD by Doug McClel¬ 
land. (Pyramid $4.95) 

David Jacobs’ DISNEY’S AMERICA 
ON PARADE is a delightful large-for¬ 
mat album that features the popular 
cartoon characters as they appear in 
Bicentennial musical pageants staged 
at the Disney amusement parks. 
(NAL/Abrams $7.95) 

The film capital has had its fair share 
of scandals and Jeffrey Feinman’s 
HOLLYWOOD CONFIDENTIAL re¬ 
counts those by-now-historic cases 
with a verbal moderation that lets the 
lurid facts speak for themselves. His 
point is that the new morality has af¬ 
fected Dubuque far more than Tinsel¬ 
town. (Playboy Press $1.50) 

THE BOOKSHELF 
By GEORGE L. GEORGE 

A documented survey of sagebrush 
sagas that made movie history, Don 
Miller’s HOLLYWOOD CORRAL, 
rounds up such famous heroes as 
William S. Hart, Tom Mix, Gene Autrey, 
their equally famous horses and their 
less famous leading ladies. (Popular 
Library $3.95) 

From comic books to radio, film and 
television, the career of SUPERMAN is 
told in extensive and exciting detail by 
Gary Grossman, with summaries of 
plots, production data, casts and staff. 
(Popular Library $3.95) 

Tom Burke’s irreverent portraits of 
moviedom’s great and near-great in 
BURKE’S STEERAGE is, in reality, 
more incense burnt under their icons. 
His interviews with directors 
Schlesinger and Polansky, performers 
Mia Farrow, Robert Redford, Jane 
Fonda, Liza Minnelli and others are 
refreshing, no-holds-barred verbal ex¬ 
changes. (Putnam $10.) 

The life and career of 17 stars who 
shone in movies mainly between World 
Wars I and II pertinently illustrate, in 
DeWitt Bodeen’s FROM HOLLY¬ 
WOOD, the emerging pattern of suc¬ 
cess in a new medium. Theda Bara, 
Bebe Daniels, Lon Chaney, Douglas 
Fairbanks are some of the performers 
discussed. (Barnes $15.) 

In THE LAUREL AND HARDY 
SCRAPBOOK, Jack Scagnetti revives 
the happy memories of their con¬ 
tribution to screen comedy. The 
uniqueness of their style is skillfully 
brought out in this brightly written study 
which includes well researched biog¬ 
raphies, annotated film lists and superb 
stills. (Jonathan David $12.95) 

A rousing study of sword-and- 
costume epics, THE SWASH¬ 
BUCKLERS by James Robert Parish 
and Don E. Stanke, salutes this flam¬ 
boyant genre and its romantic stars. 
Extended biographies of outstanding 
performers and lists of their films add 
up to a big, entertaining and abund¬ 
antly-illustrated volume. (Arlington 
$19.95) 

Dubbed “the Stalwarts of the 
Cinema,” the reliable and ubiquitous 
CHARACTER PEOPLE are singled out 
by Ken D. Jones, Arthur F. McClure and 
Alfred E. Twomey for their invaluable 
contribution, often in small parts, to the 

overall smooth unfolding of the movie. 
A significant historic survey, with 
numerous stills. (Barnes $17.50) 

* * * 

MOTION PICTURES ABROAD 

The 1975 edition of INDIAN films, 
expertly edited by B.V. Dharap, pro¬ 
vides a rich lore of information on that 
nation’s film industry, now the most 
prolific in the world. It includes data on 
production, distribution, exhibition and 
a full, annotated list of the 470 features 
in 12 languages released last year. 
(Motion Picture Enterprises, Alaka 
Talkies, Poona 411-030, India, Rs. 35/) 

A survey of film censorship in 
Sweden, assorted industry statistics, a 
forecast of new movies and articles by 
directors Jdrn Dorner and Vilgot 
Sjdman, and Swedish Film Institute 
chief Harry Schein, appear in the 1976 
edition of SWEDISH FILMS, an elo¬ 
quent brochure that affords an infor¬ 
mative look into that country’s policies 
and aims. (Svenska Filminstitutet, 126 
S-102 Stockholm, Sweden) 

A useful and extensive English- 
French and French-English lexicon for 
the A-V industry has been compiled by 
Guitta Pessis-Pasternak, DICTION- 
NAIRE DE L’AUDIO-VISUAL. It in¬ 
cludes over 6000 terms and is notable 
for its scope and accuracy. (Flam- 
marion, Paris, FF30.) 

The effects of the confiscatory tax 
imposed in France on films classified 
“X” for their alleged eroticism or vio¬ 
lence are described in HISTORE D’X by 
Yves Rousset-Rouard, producer of Em- 
manuelle 2. The book is a searing 
expose of the government’s 
machinations and of pressures on the 
film industry. (Lattds, Paris, FF30.) 

A pioneering French publisher has 
been successfully issuing a bimonthly 
series of paperbacks dealing with in- 
depth analyses of significant aspects of 
film art, starting with personalities like 
Jean Renoir and Marilyn Monroe and 
with genres like the fantastic, sci-fi, 
erotic and revolutionary films. Its latest 
eddition is L’AMERIQUE DES STARS 
which examines intimately the con¬ 
fusion between reality and fiction 
created during 50 years of Hollywood 
supremacy. (Filmdditions, Paris, FF15. 
ea.) ■ 

SUBSCRIBERS!!! 
When making inquiries regarding 
your subscription please include the 
label, or all information on the 
label, to expedite processing. If you 
have had a' recent change of ad¬ 
dress, include both new and old 
addresses. 
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9.5-57mm, T1.9, close focusing to 18 inches in a 
package less than seven inches long now available 
in mounts for Arriflex, Cinema Products, Eclair and 
other professional 16mm cameras. 

angemeux corporation of america 
1500 OCEAN AVE., BOHEMIA, N.Y. 11716 • (516) 567-1800 
13381 BEACH AVE., VENICE, CALIF. 90291 • (213) 821-5080 



AT MOVIE LAB, 
16JWM GETS JUST AS 
MUCH ATTENTION 

AS35MM. 

We offer 16mm filmmakers a wide variety of spedal 

services. These include7247and Ektachrome Dailies, 

preflashing, postflashing and forced developing. 

Release printing from 16mm Liquid Gate internegatives. 

16mm to 35mm Liquid Gate blowups. 

16mm to reduction Super 8mm magnetic or optical 

sound release printing. 

So-the next time you have a 16mm film to be processed, take it 

to Movielab. Because we think as much of 16mm as we do of 35mm. 

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

IN THE EAST: 619 WEST 54TH ST., NEW YORK, N.Y. 10019. (212) 586-0360 IN THE WEST: 6823 SANTA MONICA BLVD., HOLLYWOOD, CA. 90038. (213) 469-5981 
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fortheSSBL 
Now widely available, for the only 

35mm production camera that’s equally at home 
on a crab dolly or on your shoulder. 

Compact, co-axial 1,000 ft magazines 

With 400 ft magazine, weight is 27 lbs 

The 35BL weighs less 
than any other silent- 

running 35mm camera 
similarly equipped. And its 
low-profile, compactformat 
gives it better balance. 

People are using the 35BL 
on dollies and hand-held, with 
400 and 1,000 foot loads. And 
they’re changing the pre¬ 
threaded co-axial magazines in 
30 seconds. 

ARRI 
ARRIFLEX COMPANY OF AMERICA 

PO. BOX 1050, WOODSIDE, N Y. 11377; AND 
1011 CHESTNUT ST, BURBANK, CALIF. 91502 

35BL with 9 inch finder extender 
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INDUSTRY ACTIVITIES 
SMPTE SETS PROGRAM FOR FALL 
NEW YORK CONFERENCE 

The program for the 118th Techni¬ 
cal Conference of the Society of Motion 
Picture and Television Engineers 
(SMPTE) has been announced by 
SMPTE Program Chairman Paul 
Wittlig, CBS, Inc. 

The Conference is scheduled for the 
Americana Hotel in New York City, 
October 17-22, 1976. 

According to Wittlig, the program will 
feature five days of technical sessions. 
The major subjects to be discussed are 
television and motion picture pro¬ 
duction, post production, distribution 
and exhibition. These subjects will take 
up the first three days of the meeting 
(Monday through Wednesday, Oct. 18- 
20). The final two days will zero in on 
such specific topics as New Products in 
Motion Pictures and Television, Labor 
in a Changing Technology, Motion 
Picture Landmarks and Future Trends, 
and Computer Control and Signal Dis¬ 
tribution in TV Broadcasting Centers. 

In addition to the technical sessions, 
an extensive exhibition of professional 
motion picture and television equip¬ 
ment will run concurrent to the tech¬ 
nical sessions Monday through Thurs¬ 
day, Conference week. More than 140 
booths have been taken so far by most 
of the leading manufacturers and 
suppliers of professional film and video 
equipment. 

Conference registration opens 
Sunday noon, October 17. The Tech¬ 
nical Sessions begin on Monday, 
October 18 with papers on Production. 
Kicking off the first session will be a 
keynote address by famed producer 
George Schlatter. 

The program schedule breaks down 
as follows: Monday, all day, Film and 
Television Production; Tuesday, all 
day, Film and Television Post Pro¬ 
duction; Wednesday, all day, Film and 
Television Distribution and Exhibition; 
Thursday morning, New Products in 
Motion Pictures and Television; 
Thursday afternoon, Labor in a Chang¬ 
ing Technology, and the Olympic 
Games Reports; Friday morning, 
Computer Control and Signal Distri¬ 
bution in Television Broadcasting 
Centers, and Friday afternoon, Motion 
Pictures: Landmarks and Future 
Trends. 

In addition IO the technical sessions 
and the equipment exhibition, several 
social events are planned, including the 

SMPTE Get-Together Luncheon 
on Monday, October 18, where 
SMPTE awards will be presented. The 
guest speaker at the luncheon will be 
John A. Schneider. President, CBS 
Broadcast Group. 

For additional information on the 
SMPTE Conference and Exhibit, write 
to SMPTE Conference, 862 Scarsdale 
Ave., Scarsdale, NY 10583. 

NOTED PRODUCERS AND MOTION 
PICTURE EXECUTIVES TO SPEAK 
AT THE PMPEA/SMPTE PRODUC¬ 
TION SYMPOSIUM 

Volker W. Bahnemann, President of 
the Professional Motion Picture Equip¬ 
ment Association (PMPEA) is pleased 
to announce that Mr. Walter J. Wood, 
Director of the New York City Office for 
Motion Pictures & Television, will be the 
moderator for a Motion Picture Pro¬ 
duction Symposium at the 118th 
SMPTE conference. 

Mr. Wood will be joined by such 
notables as producer Martin Bregman 
(Dog Day Afternoon, Serpico), 
producer/director Phil D’Antoni (Bullitt, 
French Connection), and Mr. Morton 
Dubin, producer/director and mem¬ 
ber of the executive committee of the 
Mayor’s Advisory Council on Motion 
Pictures & Television. Other panelists 
will be announced as soon as their par¬ 
ticipation can be confirmed. 

The symposium will address itself to 
the current state of the motion picture 
industry and analyze trends and devel¬ 
opments. Jointly planned and organ¬ 
ized by the PMPEA and Mr. Walter J. 
Wood, the symposium promises to be 
one of the highlights of this year’s 
SMPTE conference. It will be held 7 to 
10 p.m. on Monday, October 18th at the 
Grand Ballroom of the Americana Hotel 
in New York. 

For information and advance regis¬ 
tration, contact: Mr. Jeff Friedman, 
SMPTE, Telephone 914/472-6606. 

CANON SERVICE CLINIC AT 
SMPTE 

The Scoopic Division of Canon 

U.S.A. has just announced its plans for 
a service clinic during the upcoming 
SMPTE Conference at the Americana 
Hotel in New York City. 

On Wednesday, October 20, in the 
exhibit area, several technicians from 
Bush and Millimaki and Canon will be 
on hand with various pieces of test 
equipment. They are inviting the 
owners of Canon Scoopic cameras, 
Canon Cine or ENG lenses to bring any 
of those items in for a free check, 
preventive maintenance or minor re¬ 
pair. 

In addition to the actual service 
aspects, a slide illustrated course in 
preventive maintenance will be shown 
throughout the day. A copy of the pro¬ 
posed program may be obtained at the 
Canon Booth during the show or you 
may write in advance to the Scoopic 
Division, Canon USA, Inc., 10 Nevada 
Drive, Lake Success, New York 11040 
or call (516) 488-6700. 

“THE FESTIVAL OF FESTIVALS” 

The first ANNUAL “FESTIVAL OF 
FESTIVALS” will take place in Toronto, 
Canada from October 18-24, 1976. 

The FESTIVAL OF FESTIVALS will 
be premiering for the first time in 
Canada One Hundred Feature Films 
and Fifty Short Subjects. 

The FESTIVAL OF FESTIVALS pro¬ 
vides a non-competitive setting for the 
presentation of the best films and talent 
coming out of the Top World Film 
Festivals. 

The FESTIVAL OF FESTIVALS 
means the “Best of the Best”, the top 
100 features from the top festivals 
around the world. Not only does the 
FESTIVAL OF FESTIVALS offer this 
but it also provides a venue for the 
gathering of top international and local 
film industry people — a venue where 
business, art, ideas and enthusiasm 
can rub shoulders as they never have 
before in Canada. 

WHAT IS THE FESTIVAL ABOUT? 
FIRST TIME AROUND 

One hundred feature films: Acad¬ 
emy award winner DERSU UZALA by 
Kurosawa iin 70mm, a new comedy by 
the Czech director of CLOSELY 
WATCHED TRAINS, Jiri Menzel 
(SECLUSION NEAR A FOREST), the 
cream of the best new films from 
Continued on Page 1134 

1086 AMERICAN CINEMATOGRAPHER, OCTOBER 1976 



If the Canon F/2.2 C12-120 
Macro Zoom did nothing more 
than focus os close os 1 mm from 
its front surface, or reduce chrom 
otic obberotion to near- the¬ 
oretical limits, it would be a re¬ 
markable lens. But it does more. 

For more. With the Canon 10x12 
Macro, you con rock focus cleanly 
from extreme CU's to long shots; 
"dolly'' olongsideo subject, without 
moving at oil; even alter the per¬ 
spective between near subject and 

Canon 

distant background. For a demon¬ 
stration of this remarkable lens, os 
well os the many other Canon 
optics, including the exclusive 
Macro 13.5 — 135 Canon Super-16, 
see your Canon dealer... or 
contact us for more information. 

j'rofessionol Morion Picture Division, 10 Nevada Drive, Lake Success, N.Y 11040(516) 488-6700, 123 East Poulorino Avenue, Costa Mesa, Co 92626(714) 979-6000 
Canon Optics 6 Business Machines Conodo, Ltd., 3245 American Drive, Mississauga, Ontario (416) 678-2730 

E SAID THIS WAS MPOSSBLE 
RACK FOCUSING FROM EXTRA CLOSE-UP 
TO NORMAL OR DISTANT SUBJECT. 

"DOLLYING” WITH A ZOOM LENS-CHANGING 
FOCAL POINT WITH CONSTANT FIELD SIZE. 

if zoom lever at wide-angle position, and focus 
T nearest location of subject with macro ring. Keep 
rig in this position. Rotate zoom to maximum tele- 
poto and focus normally on most distant location 
subject. Use zoom control to "follow focus” subject, 

nich will remain constant in size. 

Focus normally on most distant subject (mon in 
doorway) ond zoom to desired focal length. Leaving 
controls in this position, rotate macro ring so closest 
subject (mon on phone) is in focus. Shift focus from 
near to intermediate to for subjects by rotating macro 
ring to full off. 

MS? 

Hiil# 

1 ■ ■ 



So long, spot. Ta-ta tener. 
Farewell, fay-lite. Miss you maxi 
brute and Molevator, too. 

We’ve got something better: 
something you’ve got to see— 
and try—to believe. Belden/Lee 
Compact Source Iodide discharge 
lamps. A two-luminaire system 
that’s better than a warehouse- 
full of conventional film, TV, still 
and arena lighting equipment... 
especially for location work. 
Because: 

They’ve got instant restrike— 
so you get all the benefits of 
iodide discharge without any 
drawbacks. 

They’re smaller— 
17 x 131/2 x 12V2" for single head; 
17 x 25 x 12" for the twin. Fit just 

Exclusive U.S. Distributor: BBelden 
Communications 
Incorporated 

25 West 45th Street 
New York, New York 10036 
(212) 730-0172 

about anywhere, for easy 
shipment and setup. 

They’re lighter- 
20 lbs. for the single head; 35 for 
the twin. Easier on your back. 

They’re brighter— 
at 100' and full spot, one 2kW twin 
delivers 200 foot candles. At 20' 
and full spot, it actually delivers 
5000 fc! 

They’re flexible- 
change patterns without re¬ 
lamping. 

They’re far more efficient- 
single requires 1000 watts (com¬ 
pares with 3-5000 watts and up); 
twin, 2000 (compares with 6- 
10,000 and up). In other words, 
CSI lamps draw only Vs to y5 the 
power of any comparable day- 

Sales and Rental Representative: 

CAMERAS 
MARTIAL 

The Camera Mart, Inc. 
456 West 55th Street 
New York, New York 10019 
(212) 757-6977 Telex: 1-2078 

light corrected source. 
They’re more 

economical— 
PAR64 CSI bulb 
delivers lowest 
operating cost- 
per-hour of any 
large source lamp. 

They’re versatile- 
output is perfect for video; can be 
filtered up for daylight; down for 
tungsten. Low heat output and 
weatherproof, too. Head can be 
operated 500' from ballast. 

Now that you know what 
Belden/Lee CSI lights can do, 
why not find out more about what 
they can do for you. Write or call 
us for more information on 
purchase or rental. 

SUSTAINING 
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Our only explanation for 
MPL having such a high 

prestige throughout the 
16mm industry is that 
we consistently live up to 
whatourclients need and 

want: prints of high qual¬ 
ity, genuinely personaliz¬ 
ed service, and the speed 
with which we gettheirworkdone. 
We can give you the same high 

■Sisssfi 

Mi 
f 1 J 

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

(901)774-4944 

quality on your 8mm 

prints. Planes arriving and 
departing the Memphis 
International Airport 
every hour of the day and 
night, bring every city 
from coastto coastwithin 
quick and easy reach of 
MPL. Send your film tc 

the complete 16mm laboratory- 
Motion Picture Laboratories, Inc. 

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

CINE-CRAFT LABORATORIES, 8764 Beverly Boulevard, 
West Hollywood, California 90048 



Handling7247 
color negative in the 

film lab is easy 
If you know how 

• *.•: . 

*. :: COMPUTER TECHNOLOGY 
PLUS PROFESSIONALS 

MAKES 7247 WORK 

••• •• •• ♦* 

.. . .. 
   i: 

•"ir 

1^1 

KY 

Du Art Film Buildins 
245 West 55th Street 
New York, N.Y. 10019 
(212) PL7-4580 
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One of the reasons we have satisfied customers in all the cities listed above 
is our promise of 24hour 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 turn-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. FLYI 

Want to hear more? Call one of our 
Customer Service Representatives, toll 
free at 800-527-3188. (In Texas,800-492-51PSI 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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We Kim 30,000 Feet of Test 
Film Filch Week 

At Victor Duncan we run an average of 
30,000 feet of film each week through our 
rental camera equipment ‘before* it goes 
out on rental. 30,000 feet just to make sure 
that every important detail in camera 
operation is perfect; perfect camera 
speed, perfect clutch and magazine 
takeup, perfect loop performance. 

And this is in addition to our ‘everytime* 
check of the flange focal depth, ground 
glass alignment and camera collimation. 
We know the importance of perfect camera 
operation when you*re on a shoot. The last 
problem any cinematographer needs is 
equipment malfunction. So we go that extra 
step to give you as near perfect operation 
as possible on all our rental equipment. 

On your next picture, call the professionals 
at Victor Duncan. We know you*!! 
appreciate the results. 

VICTOR DUNCAN, INC. 

the check and double check people 

VICTOR DUNCAN, INC., 
200 East Ontario Chicago, III. 60611 (312)321-9406 
2659 Fondren Dallas, Texas 75206 (214) 369-1165 
11043 Gratiot Detroit, Michigan 48213 (313)371-4920 

Exclusive Midwest distributor of Panavision® 
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Sure we process 
the fast new 
7240VNF IP 

Use it when light-and time-are limited. 
Use us when need for quality is unlimited. 

Same-day service on processing and dailies. 

^Normal or forced development 

□ 

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

Los Angeles Area Office 
Phone 213 822-6114 

□ 

V /| 
r ' ^ 

MOTION PICTURE LABORATORY 
210 Sem pie Street, 

Pittsburgh, Penna. 15213 
^ Phone 412 687-3700 ^ 

FILM LABORATORIES, INC. 
640 N . Broad Street, 

Philadelphia, Penna. 19130 
^ Phone 215 236-9100 J 

( \ 
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AMY WAY YOD WANT IT. 

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

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

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

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

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

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

I IMCOFIPORATEO 

630 Ninth Avenue, New York 10036 (212) 586-8782 
© 1975, Cine 60. Inc. 
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It does more 
than just reach 

SB 

better sound. 
Every take. 
Everyday. 
Anywhere. 

Since 1962 when the E-V 
Model 642 earned an 
Academy Award certifi¬ 
cate for contributions to 
motion picture sound, there have been 
a lot of attempts to better this pioneer¬ 
ing design. & 

Admittedly, some similar-appearing 
microphones were lighter and a bit 
smaller. But often it was at the ex¬ 
pense of uniform polar response and 
wide range. Now there’s a long reach 
microphone that’s both smaller and 
lighter, yet maintains wide range re¬ 
sponse even off mike. 

It’s the E-V DL42. 
Weight has been reduced to 1/4 of 

the 642... even less than most highly- 
directional condenser microphones. 
And size has been shaved wherever 
possible. The DL42 is a unique com¬ 
bination of line microphone (at the 
high frequencies) and cardioid micro¬ 

phone (at low frequencies where a 
line microphone must be very long). 
The combination has been chosen to 
provide uniform polar response, so 
important to consistent sound quality. 
Off-mike pickups even sound good 
(although lower in level), a particular 
advantage to documentary units and 
free-wheeling shows where the unex¬ 
pected is always happening. 

The good pickup quality off axis 
has another practical benefit in the 
studio. Because maximum rejection 
is at the sides (where most of the noise 
comes from) you can work at a remark¬ 
able distance when necessary. So 
when a long shot is called for, the DL42 
can be moved upward and cover the 
entire area with good quality and level. 
In fact the DL42 is more like a super- 
super-cardioid. And it covers with 
less racking and panning of the micro¬ 
phone than you ever needed before. 

But rather than just read about the 
DL42, we urge you to try it yourself. 
Ask any of our cooperating sound 
distributors to lend you a DL42 to try 
on your next production. No cost or 
obligation to serious professional users. 
Write today for a DL42 technical data 
sheet. Good reach with good sound. 
We think you’ll like what you hear. 

Electrol/bice* 
a pulton company 



FILfflinC THE XXI OLYMPIAD lA IAOATREAL 
Plagued by excessive costs, many delays in construction and 
extra-curricular political squabbles, the 1976 Summer Olympic 
Games go on to provide the "Greatest Sports Show on Earth" 

By HERB A. LIGHTMAN 

MONTREAL 

To be honest about it, I hadn’t really 
planned to be here. The weight of mul¬ 
tiple professional responsibilities, the 
pressure of too many deadlines, the 
gnawing, almost sub-conscious, dread 
that something like the tragedy of 
Munich might happen again here — all 
of these considerations had impelled 
me to decline the several kind invi¬ 
tations I had received to attend the XXI 
Olympiad and report on it for Ameri¬ 
can Cinematographer. 

There had been temptations. For 

example, I had heard that there would 
be at least four separate organizations 
doing filming of widely varying types at 
the Games, that several innovative 
techniques would be employed, that 
my “Old Gang” (Michael Samuelson’s 
jolly crew from London, who had filmed 
the Mexico City, Munich and Inns¬ 
bruck Games) would be on hand doing 
their thing. All very tempting — but I 
had still decided to sit this one out and 
watch it on television like “normal” 
people would be doing. 

However, my attempt at unaccus¬ 

tomed normalcy collapsed when, 
finally, I received a phone call from 
Karel Ludvik, CSC, Film Production 
Coordinator for ORTO (Olympics Radio 
and Television Organization), who, in 
his own quietly persuasive way, 
wouldn’t take no for an answer. He 
promised me that I would be ac¬ 
credited, not as “Press”, but as a 
member of the filming crew, that I 
would wear the official uniform of the 
ORTO cameramen and that I would get 
to film at least the Opening Ceremony. 

It was that last item that constituted 

the offer I couldn’t refuse. 
But my troubles were just begin¬ 

ning. Due to a foul-up in reservations 
by Air Canada (in my widely-traveled 
opinion, one of the world’s most un- 
together airlines), I arrive a day later 
than planned — and just 18 hours 
before the Opening Ceremony. 

Snafu Number Two occurs when, 
despite fervent assurances from ORTO 
that someone would be at the airport to 
meet me, no one shows up. (I am to find 
out later that the man who made the 
fervent assurances jotted down the 

wrong time of arrival for the man he 
sent to pick me up — three hours later). 
Wearing my bright red jacket (donned 
for easy-spotting purposes), I am 
standing in the Montreal Air Terminal, a 
madhouse of inefficiency, with visions 
of spending the night there (because 
no one has told me what hotel they’ve 
booked me into), when I hear some¬ 
one calling my name. 

To backtrack a bit at this point, at the 
close of my reportage of the 1976 
Winter Olympics at Innsbruck (see 
American Cinematographer, April, 
1976), I had expressed my sadness at 
taking leave of Michael Samuelson’s 
rollicking crew of mad film-makers, 
and had written: 

When will we all be together again? 
Who knows? 
Maybe sooner than we think. 
Maybe next summer — in Montreal. 
At the time, that was strictly a wishful 

prophecy, since no such arrange¬ 
ments had yet been made, but now the 
prophecy comes suddenly true, for the 
“someone” calling my name in the 
Montreal Air Terminal is Mike Shackle- 
ton, one of Samuelson’s Finest. How 
happy I am to see his freshly-scrubbed, 
smiling face gleaming through the 
mass of milling humanity. 

I explain my dilemma. “Don’t fret, 
Mate,” say Mike, clapping me on the 
back. “We’ll take care of you. Come 
have a drink.” He leads me to the bar, 
where several others of the lusty crew 
are tipping a brew. Then they take me 
with them to “Auberge ie Vicomte de 
Laval”, the hostelry in the boonies 
where the crew is quartered. 

There, just about all of Michael’s 
Merry Men from the Innsbruck shoot 
are on hand, ready for work and fun, 
and it’s a joyous reunion. Michael 
himself, whom I’d left only a few weeks 
before in Australia, gives me a happy 
hello, as does Tony Maylam (director of 
the Innsbruck Official Film, “WHITE 
ROCK”) and “WHITE ROCK” Asso¬ 
ciate Producer Drummond Challis, who 
is directing the film of Olympic eques¬ 
trian events that the crew is shooting 
here. Michael promptly invites me to 
man one of his cameras on the day of 
the Cross-country Endurance Compe¬ 
tition, one of the most colorful of the 
horse numbers, and I’m most happy to 
accept. 

An aerial view of the fantastic sports complex at Olympic Park in Montreal, shot on May 6, 
1976, scarcely more than two months before the start of the Games. The upper structure of 
the tower and the amazing retractable “lid” did not get finished in time, but a final super¬ 
human effort completed the really necessary facilities. Montrealers, highly critical of the 
huge cost overrun before the Games, loved their magnificent Stadium once it became a 
reality. 
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The colorful Opening Ceremony, with strikingly garbed athletic teams from all over the world massed on the field, was highlighted by the 
arrival of the Olympic Torch and lighting of the Flame (later to be extinguished temporarily by the rain) and colorful routines by Austrian and 
Quebec folk dancers. Queen Elizabeth II formally opened the Games, and an image of her doing so can be seen on the illuminated score- 
board ABOVE RIGHT. Taiwan, plus 30 African nations withdrew their teams for political reasons. 
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Speaking of “WHITE ROCK”, the 
group is all aglow over the enthusiastic 
reception accorded the film at its 
“World Premiere” held the night before 
at headquarters of the National Film 
Board of Canada and sponsored by the 
Canadian Society of Cinematog¬ 
raphers. I’m told that a capacity crowd 
of 300 showed up, with quite a few 
more having to be turned away 
because of lack of seating. In a flood of 
good sportsmanship, the local Kodak 
people had picked up the con¬ 
siderable tab for the lavish refresh¬ 
ments — even though “WHITE ROCK” 
had been photographed in Fujicolor. 

Through the grace of Air Canada’s 
bungling, I had, of course, missed this 
happy event, but Michael promises me 

a private screening later in the week. 

Kick-off of the XXI Olympiad 

I spend that night at the Auberge — 
an orphan in out of the storm — 
rehashing Innsbruck and Munich and 
Mexico City larks with these great guys 
who have become a kind of rough-and- 
ready auxiliary family to me over the 
years. “Remember that time at the Tan- 
gente when...?" 

The next morning I make phone con¬ 
tact with an understandably be¬ 
wildered Karel Ludvik and he comes by 
to collect me. As yet, I had met him only 
over the telephone, and from his calm, 
slightly hesitant voice with its scholarly 
Czech accent I had derived a mental 
image of a middle-aged, pipe-puffing, 

philosophical type. In rather striking 
contrast, he turns out to be a tall, 
rugged, young Sean Connery type — 
very amiable and, at the moment, 
apologetic about the trials and tribu¬ 
lations that have bedevilled my trip thus 
far. 

After check-in at the hotel, I have a 
couple of free hours in which to re¬ 
acquaint myself with Montreal. This is 
my first visit since EXPO 67 and the city 
has changed considerably in the nine 
years that have elapsed. There is a 
spate of new and modern skyscrapers 
serrating the skyline. They lend the city 
a “progressive” look, but some of the 
faintly Old World charm of the place is 
gone — though the buildings in the pre¬ 
served enclave of touristy Old Mon¬ 
treal retain their architectural “French 
accent”. 

It is the ambiance of the city that has 
changed the most. Whereas, during 
EXPO, it was carefree and festive — 
now, despite the trappings of the 
Olympics, it is strained, full of tension 
— and understandably so. The Taiwan 
thing has rocked the city and now 30 
African nations are withdrawing their 
athletes from the Games in protest 
against New Zealand’s having sent a 
team to play rugby (not an Olympic 
sport) in apartheid South Africa. More¬ 
over, with the memory of Munich all too 
fresh after four years, Montreal is an 
armed camp. Security guards are 
everywhere, not storm trooper types, 
but mostly fresh-faced young men (and 
a few pretty girls) wearing berets and 
quite non-military-looking uniforms. 
Nevertheless, the very necessity of their 
presence casts a somber pall over the 
city. 
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AtORTO Headquarters (formerly the 
nerve center of the Canadian Broad¬ 
casting Corporation, before it moved 
into new, very posh premises), the ma¬ 
chinery is put into motion to get me ac¬ 
creditation, a working permit (neces¬ 
sary should I do any filming) and a 
complete ORTO uniform. 

The latter item, a “creation” in every 
sense of the word, would probably 
send Yves St. Laurent screaming into 
the night. It is based upon the CBC 
logo, a bold design of orange-to-yellow 
semi-circles radiating outward from a 
central vermilion full-circle, the whole 
emblazoned on a background of royal 
blue. The ingenious designers of the 
uniform have taken this logo and 
repeated it — but BIG — as an overall 
textile design. The result is positively 
pulsating. 

I am issued three shirts and a wind- 
breaker (all with the eye-popping de¬ 
sign), plus harmonizing blue trousers, a 
belt, blue Adidas shoes and a rain cape 
with a single large rendition of the logo 
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centered on the back. Most of those 
wearing this uniform claim that they 
hate it, and they refer to it as “the clown 
suit”, “the pizza suit” and by a third 
hilarious appellation not suitable for 
mention in a family publication like 
American Cinematographer. 

Frankly, I like it. The total effect is 
just bizarre enough to appeal to my 
somewhat flamboyant tastes. And 
there’s much to be said for the fact that 
these wild threads certainly make it 
easy to spot ORTO crews on the field — 
any field. 

The security check for full accredi¬ 
tation is such an in-depth process that 
it’s not possible for my card to be ready 
in time for the Opening Ceremony that 
afternoon. This means that, with only 
my temporary credentials, I won’t be 
able to film the event. However, I have 
the equestrian thing with Michael 
Samuelson’s crew to look forward to. 
Meanwhile, I am presented with a 
$40.00 ticket to the Opening Ceremony 
and I am given to understand that 
scalpers outside the Stadium are sell¬ 
ing the same ticket for up to ten times 
that amount, so great is the demand. 

This is my fourth Olympic Games 
Opening Ceremony, and by now I 
should be blas6 to the whole idea, but I 
can’t help but be stirred by the pagean¬ 
try of colorfully garbed athletes from all 
over the world marching in to match 
their skills against those of one another 
in this very top echelon of sports 
competition. Nor am I able to remain 
unmoved when the United States team 
enters the Stadium to a tremendous 
ovation. I have always disdained overt 
demonstrations of national chauvin¬ 
ism, but I find myself cheering along 
with the rest. On that score, the ABC 
television team, which otherwise does 
an extraordinary job of video docu¬ 
mentation of the Games, picks this 
moment to commit its worst faux pas. 
As I am to learn later, they cut to a two- 
minute commercial just as the U.S.A. 
team enters the arena, thus depriving 
150,000,000 American TV viewers of 
that little surge of national pride I have 
just experienced. 

The Olympic flame is lighted, with 
proper ceremony; Queen Elizabeth II 
formally declares the XXI Olympiad 
open, and the 1976 Summer Olympic 
Games (minus 31 previously sched¬ 
uled teams) are off and running. 

At Long Last... “WHITE ROCK” 

Michael Samuelson calls to invite me 
to a screening of “WHITE ROCK” that 
has been set up at one of the large 
downtown theatres. When I arrive I am 
surprised to see Leni Riefenstahl, who 
directed the classic 1936 Berlin Olym¬ 

piad film, the granddaddy of all 
Olympic Games films. The last time I 
had seen her was in Munich when we 
were filming “VISIONS OF EIGHT”, 
and she hasn’t changed a bit in the 
interim. 

Tony Maylam, the director of “WHITE 
ROCK”, is also on hand and he is very 
enthusiastic about the film he is work¬ 
ing on in Montreal. “Arthur Wooster 
has designed and built some in¬ 
credible rigs for our cameras here,” he 
tells me. “He’s put GSAP cameras just 
everywhere you can imagine.” 

I had heard rumors about Arthur’s 
almost “mad scientist” virtuosity in that 
respect. “I understand he’s hung a 

GSAP from a horse’s testicles,” I 
observe. 

“Well, not quite literally,” says Tony, 
“in view of the fact that the horse was a 
mare — but he did sling one from its 
underbelly. Amazing effect!” 

My overactive imagination plays with 
this mind-boggling prospect. I can’t 
wait to see a horse-navel’s view of 
going over the jumps. 

When the opening scene of “WHITE 
ROCK” flashes on the screen, I make a 
conscious effort to curb my expec¬ 
tations, because I’m afraid that if they 
build too high I’m bound to be dis¬ 
appointed. 

Before I know it, I’m caught up in a 



(LEFT) A view of the quaint and colorful French-Canadian city of Montreal from a vantage point across the St. Lawrence River. (CENTER) 
Sidewalk cares are in character with the heavy “French accent” that exemplifies Montreal. (RIGHT) At night Old Montreal becomes a “City of 
Light”. (BELOW LEFT) The familiar five-ringed symbol of the Olympics was augmented for Summer 1976 by arches symbolizing the 
mountains of Canada. (CENTER) International symbols of the Olympic events. (RIGHT) Amik, the Beaver, official symbol of the XXI Olym¬ 
piad. 

(LEFT and CENTER) Three-dimensional architectural models of the Olympic Park sports complex 
as it will look when completed. The rakish Tower will support, by means of cables, a retractable 
“lid” that will protect the field in inclement weather, but leave it open to the sky when the weather is 
fair. (RIGHT) The Olympic Stadium under construction. (BELOW) A three-dimensional model 
(LEFT) and two actual views of the Olympic village with its striking “half-pyramid” structures. 



heart-racing, pulse-pounding exper¬ 
ience. Never before (with the possible 
exception of the famous Cinerama 
roller-coaster shot) have I seen any¬ 
thing that so deeply and subjectively 
involves the audience. YOU are flying 
down the Downhill ski run! YOU are 
hurtling around the bobsled ice tunnel. 
YOU are (thanks to GSAP cameras 
mounted on the skis) soaring off the 90- 
meter jump. It is a trip and a half! 

Add to that the superb 35mm Pan- 
avision anamorphic photography, 
provocative sound and a magnificent 
score by Rick Wakeman. I’m amazed at 
Wakeman’s range in writing and per¬ 
forming this score. Taking a cue from 
the film’s title, I had expected a solid 
rock beat throughout, but there is great 
variety and a wide range of musical 
expression. There are weirdly haunt¬ 

ing electronic themes for the slow- 
motion ski jumping, backed up with 
otherworldly choral effects. On the 
other hand, there is a sensual samba 
beat for the ladies swerving down their 
slalom course. It’s great music. 

I’m not the only one who is excited 
about the film. After the screening 
everyone expresses genuinely en¬ 
thusiastic praise — with Leni Riefen- 
stahl being one of the most vociferous. 

As for me — I admit to a certain bias, 
but for my money it has to be the most 
exciting sports film ever made — and 
the one against which all future sports 
films will have to be measured. • 

I’m extremely proud to have my 
credit on “WHITE ROCK”, even though 
my contribution to it was a relatively 
small one. 
Continued on Page 1126 

(TOP OF PAGE) Flags of many nations fly, 
symbolizing the harmony that existed 
among the athletes themselves inside the 
Olympic Village. (BELOW) Athletes relax 
near a swimming pool in the Village plaza 
when not participating in events. 

Various views inside the Stadium during the Closing Ceremony, with colorfully garbed Indians leading the parade. Young girls, wearing 
costumes of five different colors, formed the intertwining Olympic Rings on the field, were undismayed when a nude streaker popped up in the 
middle of one of them. The lowering of the Olympic Flag (BELOW CENTER) and the extinguishing of the Olympic Flame marked the formal 
end of the XXI Olympiad in Montreal, but athletes and spectators alike frolicked on the field for hours afterward in a ferment of mixed delight 
and relief. 



THE OFFICIAL FILM OF THE XXI OLYMPIAD 

Coordinating the full force of its facilities and expertise, the 
prestigious National Film Board of Canada dedicates itself to the 
“cinema direct” production of a humanistic Olympic Games film 

On the basis of its most impressive 
“track record”, its impeccable facilities 
and its top-flight roster of technical 
personnel, the prestigious National 
Film Board of Canada was selected as 
the organization to produce the obliga¬ 
tory Official Film for the 1976 Summer 
Olympic Games in Montreal. 

Having accepted the assignment, 
formulated a stylistic slant for the cine¬ 
matic presentation of the subject 
matter and selected the technical 
methods for accomplishing its objec¬ 
tive, the NFB issued in advance of the 
start of the Games the following out¬ 
line of its artistic, logistic and technical 
approaches to the production of the 
Official Film of the XXI Olympiad: 

THE MANDATE: AN OLYMPIC FILM 
FOR THE WORLD 

In accordance with Article 49 of the 
International Olympic Committee regu¬ 
lations, every Olympic Games must be 
marked by a commemorative film. 
Thus, COJO, the organizing com¬ 
mittee for the Olympic Games, has 
designated the National Film Board of 
Canada official filmmaker for the XXI 
Olympiad. 

In accepting the title and responsi¬ 
bility as producer of the official film of 
the 1976 Olympic Games in Montreal, 
the NFB undertakes to follow the tech¬ 
nical guidelines and general objec¬ 
tives as defined by the IOC and COJO. 

Jean-Claude Labrecque 
Director 

The finished film must be of feature 
length (between 90 and 120 minutes), 
filmed in colour and capable of being 
presented in 35mm on a normal 
screen. As well as sound tracks in 
English and French, other foreign- 
language versions will be made avail¬ 
able as needed for international dis¬ 
tribution. 

Apart from being a souvenir and rec¬ 
ord of the Games, the official film must 
be more than a simple report. It must 
promote the Olympic ideals of com¬ 
munity and brotherhood; it must record 
the achievements of the XXI Olympiad 
and the contribution of the host city as 
well as reflect the special flavour of the 
Canadian cultural environment. 

The National Film Board has sole 
responsibility for all planning and 
production of the official film. Besides 
providing the necessary adminis¬ 
trative and technical organization and 
assuring the services of the best 
creative and technical personnel in the 
Canadian film industry, the NFB will 
direct the progress of the film at every 
stage: from scenario to shooting to 
editing of the final print. 

The Film Board has also been 
accorded exclusive distribution rights 
for the official film for a period of four 
years, after which these rights revert to 
the IOC. All aspects of distribution, 
promotion, publicity and adminis¬ 
trative services, will be furnished by the 
Board. 

Included in its role as producer and 
distributor of the official film, the NFB 
will also organize special screenings 
in Montreal, Ottawa, and all the 
provincial capitals of Canada in con¬ 
junction with the Canadian Olympic 
community and associated amateur 
sports organizations. An official 
premiere for the film is also planned for 
the United Nations headquarters in 
New York in 1977, to be followed by 
world-wide television release and 
commercial cinema bookings to ensure 
that the official film of the XXI Olympiad 
will have the largest viewing audience 
possible. 

THE SCENARIO: HUMANITY OF 
THE OLYMPIC EXPERIENCE ON 
FILM 

The intention is to make a very 
human film of the XXI Olympiad, to 
shoot “at eye level”, to penetrate the 
pageantry and present the humanity of 

the Olympic Games. The National Film 
Board of Canada, with its technical re¬ 
sources and pool of creative talent, is in 
an exceptional position to make this 
possible. 

Executive Producer, Jacques Bobet 
and Director Jean-Claude Labrecque 
head a crew of over one hundred and 
fifty people, including thirty camera¬ 
men. Unique in this arrangement is the 
addition of three associate directors, 
each heading his own camera crew, 
each concentrating on a different facet 
of the Olympic Games. This team 
approach to the film will allow inten¬ 
sive coverage of the Olympiad’s most 
dramatic moments while not neg¬ 
lecting the broader aspects of the two- 
week event. 

Chief film editor for the film is 
Werner Nold, whose job will begin at 
the same time as the cameras start 
turning. By the close of the Games, as 
much as half a million feet of film may 
have been used. As the crews are 
shooting, Nold will be viewing the 
rushes, roughing out the plan for the 
film’s final form. 

The Marathon will serve as the 
theme, the gruelling 40-kilometre foot 
race providing the final print with its 
natural leitmotiv. 

The race itself takes about the same 
time to run as a feature-length movie 
(approximately two hours) and is an 
event with excitement building 

Jacques Bobet 
Executive Producer 
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constantly as it nears its climax. The 
pace, the rhythm, the changing scenery 
of the course — these are all elements 
that together form an excellent back¬ 
drop for a film that will accurately re¬ 
flect the Olympic experience. 

As well, because the route for the 
Marathon leads beyond the walls of the 
Stadium and into the streets of Mon¬ 
treal, close coverage will connect the 
Olympic Games to their surroundings, 
relating the world of global champion¬ 
ships to the lives of ordinary 
spectators. 

And as the Marathon unfolds, 
bringing the contestants closer to the 
Stadium, the film will be interspersed 
by miniature cinematic essays by the 
three associate directors, each one 
highlighting some of the Olympiad’s 
most outstanding participants and per¬ 
formances. 

Associate Director, Marcel Carridre, 
for instance, will be following Canadian 
highjumper Debbie Brill, the cycling 
team from the Federal Republic of 
Germany, and Kancsal, the out¬ 
standing Hungarian pentathlete. 

Associate Director, George Dufaux, 
will have his cameras trained on Cuban 
sprinter Sylvio Leonard, decathlon star 
Bruce Jenner of the United States and 
either one or both female gymnastic 
stars Nelli Kim of the USSR and Nadia 
Comaneci of Rumania. 

I 

Meanwhile, the overwhelming 
coverage by the world’s electronic 
news media will not be overlooked. 
Associate Director Jean Beaudin and 
his crew will view the Games through 
the eyes of the hundreds of television 
cameras and monitors that will be 
covering the action from every pos¬ 
sible angle. 

Because there is now so much 
coverage of the Games by radio, tele¬ 
vision and newspapers, the official film 
no longer needs to be a “family album” 
or visual ledger of medal winners. It is 
free to explore the Games more deeply, 
bringing into sharper focus aspects of 
the competitions that heretofore were 
avoided or overlooked. 

The Decathlon and Modern 
Pentathlon, are two events where the 
peculiar demands placed on the ath¬ 
letes often are not readily apparent to 
the spectator. Individual competitions 
in each of these events are spaced over 
several days in different locations, 
making it difficult to follow them in 
person or through the normal daily 
media coverage. The official Olympic 
film, however, will be able to reunite the 
various elements of these events, thus 
conveying the full force of their 
excitement to the viewer. 

All major events will be covered in 
the NFS’s production of the official 

The almost legendary Leni Reifenshtal, director of the classic 1936 Berlin Olympic Games 
film, chats in Montreal with Jacques Bobet and Jean-Claude Labrecque, Executive Pro¬ 
ducer and Director, respectively, of the Official Film of the Games and the XXI Olympiad. Her 
film utilized many techniques which were considered revolutionary at the time. 

1976 Olympic film, evoking the emo¬ 
tions and human dimension of the 
athlete and his sport, recording the 
pageantry of the official ceremonies 
and the climate of celebration at the XXI 
Olympiad in Montreal. 

INNOVATIVE FILMING TECHNIQUE 
FOR OLYMPICS 

Making a movie about the Olympic 
Games calls for shooting in a wide 
variety of unusual camera situations. In 
the National Film Board’s official film of 
the 1976 Olympic Games in Montreal 
one way of assuring camera work of the 
highest possible technical standards 
will be to use a recent industry develop¬ 
ment know as Wesscam. 

Wesscam is a camera mount system 
for stable shooting from moving plat¬ 
forms. It employs a gyro-stabilised 
camera module connected to a remote 
control console and power supply. All 
of which together permit the filming of 
action sequences under the most diffi¬ 
cult conditions. This is especially 
important during the filming of the 1976 
Olympics because the National Film 
Board is aiming for the best possible 
coverage of such events as yachting, 
cycling, rowing and the marathon — all 
of which involve continuous action over 
difficult courses. 

Wesscam’s camera module is a four- 
foot diameter fiberglass ball containing 
a Photo-Sonics 16mm camera, a 
motorized zoom lens, plus related 
monitor and remote-control systems. 
The unit permits 360-degree contin¬ 
uous panning with tilting from 30 
degrees above horizontal to 90 degrees 
below horizontal. 

The control console can be placed as 
much as 300 feet from the camera 
module. Viewfinding is done via 
closed-circuit television, coupled to the 
reflex viewing system of the film 
camera. A nine-inch monitor on the 
console gives the operator an exact 
picture of what is being filmed, while 
controls are provided for pan, tilt and 
zoom, as well as for camera speed. 

Power for the Hesscam, unit comes 
from two rechargeable twelve-volt 
batteries. This freedom makes the 
entire system completely portable. 
Thus far, plans for using the Wesscam 
during the Olympic Games include 
placing it on a boat for the filming of 
yachting events in Kingston, mounting it 
on an electric car for the journey of the 
Olympic flame and the running of the 
marathon through the streets of 
Montreal and suspending it from a 
crane to give an overhead view of the 
Continued on Page 1108 
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DIRECTING A FILM OF THE GREATEST SPORTING EVENT ON EARTH 
An interview with Jean-Claude Labrecque, Director of the 
Official Film of the XXI Olympiad, who, inspite of the 
awesome responsibility, welcomes this one-of-a-kind challenge 

QUESTION: Can you tell me a bit 
about your background, leading up to 
your present assignment? 

LABRECQUE: I started as a still 
photographer in Quebec — taking pic¬ 
tures of weddings, babies crying and all 
that. But I learned to make films 
through the National Film Board of 
Canada. I started there as an assistant 
cameraman and, in 1965, with Jacques 
Bobet as producer, I directed, photo¬ 
graphed and edited a film about a bi¬ 
cycle race, “60 CYCLES”. After that I 
shot a feature. From the beginning I 
wanted to become a director, but in the 
meantime, I worked as Director of 
Photography and editor. I like to work 
on every level of the cinema. 

QUESTION: How did you happen to be 
assigned to direct the Official Film for 
the Montreal Olympics? 

LABRECQUE: When Jacques Bobet 
was named as the producer, I told him 
that I would be interested in working on 
the film. Since he has known me for 
about 12 years, he offered me the 
chance to direct it. At first I was a little 
bit afraid to take the responsibility, but I 
realized that it would be an important 
event in Montreal and I didn’t want to 
miss it. 

QUESTION: What did you do by way of 
preparation for the assignment? 

LABRECQUE: I screened several of the 

Olympic Games films, starting with the 
one made in Berlin by Leni Riefen- 
stahl. I also saw the one from Tokyo 
and the one from Mexico City, but I was 
especially impressed by “VISIONS OF 
EIGHT”, which Michael Samuelson 
made in Munich for Wolper. I found that 
one to be fantastic, because it was the 
first to change the point of view and the 
way of making an Olympic film. 

QUESTION: How did you arrive at the 
basic concept for your film of the Mon¬ 
treal Olympics? 

LABRECQUE: After seeing all those 
other films, I found it difficult to write a 
script, because everything about the 
Montreal Olympics was already 
scheduled — like a railroad train that 
arrives on time and departs on time. 
But I finally decided to make the film in 
such a way that, at the end of the two 
hours, you will have met some people 
and grown to like them. With that in 
mind, I asked three other directors 
(Jean Beaudin, Marcel Carriere and 
Georges Dufaux) to concentrate on 
certain individual athletes and follow 
them very, very closely — outside the 
competition, as well as in the sporting 
events. For example, we are doing a se¬ 
quence on Bruce Jenner. At the 
beginning of the film we will feel his 
nervousness, watch him working with 
the coach, realize his problems, so that 
by the time he is shown in the Decath¬ 
lon sporting events, we will know him 
very well. The same is true of Nelli Kim, 

Nadia Comaneci and the others. We 
are following six athletes in all. The leit¬ 
motif of the film is the Marathon, and I 
asked the composer to write a theme 
especially for the Marathon. At the 
beginning we will see the Opening 
Ceremony. Then the first gun that we 
hear will be the starting gun for the 
Marathon. All the way through the film 
we will keep cutting back to the Mara¬ 
thon, until, at the end, we will see the 
Marathon runners comming back into 
the stadium. That’s the general idea. 

QUESTION: At the time of this inter¬ 
view, there are four more days of the 
Olympics left to go. Are you getting 
what you want so far? 

LABRECQUE: I have seen most of the 
rushes and they are fantastic — very 
different. Dufaux and Carriere have 
shot a lot of footage outside the 
Stadium — out in the waiting room 
before the competition. The athletes 
are nervous and you can feel this at¬ 
mosphere. We pushed very, very hard 
for permission to shoot these se¬ 
quences. 

QUESTION: How did you decide in ad¬ 
vance which athletes to concentrate 
on? 

LABRECQUE: I spent a year and a half 
doing research on the athletes I 
thought might be coming to Montreal. I 
had seen Nelli Kim two years before in 
Israel and Comaneci a year before, and 

(LEFT) High up in a control booth close to the roof of the Olympic Stadium, Associate Directors from the National Film Board of Canada 
direct multiple camera crews in shooting the Official Film. (CENTER) Director Jean-Claude Labrecque (at rear) observes while Associate 
Director Marcel Carriere gives instructions by radio to crews on the field. (RIGHT) Camera crews of the National Film Board and ORTO 
cluster about the high-jump site in the Stadium. 



/ felt that they both had very great 
potential. Other than that, we made 
guesses and we gambled a lot. Like 
Bruce Jenner, for example. I only met 
him a week before the Games, but I had 
read in the newspaper that he really 
wants to win because afterward he 
wants to make a lot of money from 
commercial things. Winning is really 
important to him. Most of the people we 
have gambled on have won medals. 
But we don’t have only winners; some 
win, some lose. 

QUESTION: Are you using any un¬ 
usual or exotic techniques in your film¬ 
ing? 

LABRECQUE: We won’t be using slow- 
motion, except for a little bit in the 
Marathon. Slow-motion is interesting, 
but I feel that it can be overdone in 
Olympic films and, because we 
decided to concentrate on the human 
aspect, we decided to shoot the sport¬ 
ing events straight. We made the de¬ 
cision to shoot in 16mm because we 
are very good at this kind of film, this 
“cinema direct’’ reportage. I have 
worked in it for more than 12 years, and 
so have Du faux and Carriere. We were 
born to it and are skillful at it. So when 
we decided to do the Olympic film, we 
agreed not to change the way that we 
usually work. It was originally pro¬ 
posed that we shoot the film in 35mm, 
but 35mm results in a completely 
different style of film. We decided to 
stay with 16mm because we can use 
very lightweight cameras and still carry 
10-minute magazines. 

QUESTION: Are you shooting much 
sync-sound? 

LABRECQUE: Yes. We have 20 crews 
and 20 sound engineers. Nearly every¬ 
thing is being shot with sync-sound. 
But, with the sound editor, for three 
weeks before the Games began, we 
pre-recorded sound effects of all of the 
sporting events. We hired athletes to do 
some swimming, some boating, some 
jumping with the horses. One of the 
riders even offered to crash his horse 
for our soundtrack. We have a lot of 
sound like this recorded very close to 
the action, closer than we can get 
during the actual events. We will use 
these effects to enhance the sync- 
sound in the final editing and mixing. 

QUESTION: Are you framing strictly 
for the 16mm aspect ratio, or is there a 
chance that there will be a 35mm blow¬ 
up of the film? 

LABRECQUE: Even though we are 

filming in 16mm, we are framing to the 
wide-screen ratio, because we will want 
to make some 35mm prints. I have 
been pushing the Film Board to do that 
and I’m sure that they will. We will also 
want our 35mm prints to have Dolby 
optical stereo sound and, with that in 
mind, we have already recorded much 
of our sound in stereo. I’m not very 
familiar with the Dolby system and it’s a 
bit of a mystery to me, but I’ve read all 
about it in American Cinematographer 
and it sounds fantastic. It seems that 
they have done a lot of research into 
improving the quality of sound in 
theatres. Most of the sound in theatres 
is terrible! I believe that the Dolby 
system will be the sound of the future. 
There is no theatre in Montreal that is 
equipped with it right now, but I get the 
impression that within three years 
many theatres will have it. 

QUESTION: From what I’ve seen of 
your rushes, I’d say that your camera 
approach is very direct, very honest, 
without affectation and without tricks. 
Is that correct? 

LABRECQUE: That is correct. We are 
trying to shoot very, very simply. We 
have pre-lit some halls and corridors 
and other places where we can stay for 
two hours waiting for something to 
happen. Carriere and Beaudin are like 
watchdogs. They stay there for a long, 
long time and wait. They are getting a 
lot of emotion on film, like people cry¬ 
ing when they lose. Also, when they 
work with Nelli Kim and Bruce Jenner 
day after day they become friends. For 
example, Jenner has seen Georges 
Dufaux constantly for a month and they 
have become friends, so that now 
Jenner can forget that Georges is 
there. This is fantastic for an Olympic 
film, because it results in a great 
intimacy. 

QUESTION: I’d like to ask about your 
selection of crew members. Had you 
worked with most of them before? 

LABRECQUE: I have worked with all 
the key crew members before — the 
directors and assistants. Of the 25 
cameramen, I had worked with around 
15 or 16 before. The rest are camera¬ 
men whom I had not worked with, but I 
had seen the work they’d done and it 
was very good. They are all skilled 
cameramen, very good technicians, 
and they like working on the film. They 
have such enthusiasm that even if they 
aren’t working on a certain day, they 
will still come in at 8:00 a.m. to see the 
rushes. Sometimes we have 50 or 60 
people at those screenings. The rushes 
are open to everybody on the crew, 

because that is the only way that they 
will be able to make corrections. 

QUESTION: What about your use of 
the Wesscam on this film? 

LABRECQUE: It’s a fantastic gadget. I 
had read about the Wesscam and I 
went to watch the shooting of a com¬ 
mercial with it. I was very astonished at 
the quality of it — very stable at 250mm 
on the running of a horse. When I 
decided to rent one for the Olympics, 
they built one especially for us. We 
used it on the Opening Ceremony to 
follow the Olympic Torch, and we hung 
it from the Swiss Timing clock in the 
Velodrome to do a 360-degree pan. 
We’ve used it to follow the canoeing 
and we will shoot the Marathon with it. 
Ernest McNabb, the cameraman who 
operates it, and Doug Bradley have 
formed a fine team for its operation. I’m 
very proud of them. 

QUESTION: You’ve been using the 
new 7247 Eastman color negative on 
this film. Are you happy with the re¬ 
sult? 

LABRECQUE: For the moment, yes, 
because the Film Board has been 
developing the original and the quality 
is very good. We have not had the 
problems with scratches and dust that 
we expected, because 7247 is such a 
delicate film. You just look at the roll 
and it scratches itself. It took us about 
two months to decide whether to go 
negative or go positive, but we decided 
to go ahead with the 7247 because the 
color is so good. 

QUESTION: How long do you esti¬ 
mate it will take to cut the film? 

LABRECQUE: The chief editor and five 
other editors have already started to 
separate material and we intend to get 
the complete cutting job done in seven 
months. The Film Board has prepared 
very well for that; they’ve just stopped 
work on everything else. Their labora¬ 
tory has been extremely efficient. 
Yesterday we shot 15,000 feet and we 
had the rushes this morning. It has 
been going on like that from the begin¬ 
ning. They have a full crew working two 
shifts, day and night, syncing the 
rushes. When the Games are over I will 
begin the actual editing and I don’t want 
to slight it. I think that would be ter¬ 
rible. Even though I am supposed to 
start on a feature in seven months, if it 
takes an extra month to do the editing, I 
will do it — because it’s very impor¬ 
tant. Tm very proud and pleased with 
the whole project so far. ■ 
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FILM TRANSPORT SYSTEM 

B FULLY PROTECTED BY U S. & FOREIGN PATENTS 
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Filmline processor available 
in speeds from 7-200, f.p.m. 

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

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¬ 
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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 
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Flexibility 

Dependability 

Credibility 

Maintenance 

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

Any format 35mm, 35/32mm (1-3), 35/32mm (1-4), 
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speed runs with “Zero-down-time.” 

Ask the labs who own them. Most of them own 
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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. 
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□ Submerged developer racks. 
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□ Professional spray bars. 
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□ Temp-Guard Temperature Control System. Thermistor sensing 

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

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

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

MILFORD, CONNECTICUT 

“When you buy quality, Filmline costs less’’ 

Filmline Corporation, Dept. AO-76 
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THE OFFICIAL FILM 
Continued from Page 1103 

cycling road race across Mount Royal. 
For the rowing and canoeing events at 
the Olympic Basin, the Wesscam unit 
will be rear-mounted on the coaches’ 
truck that follows alongside the 
competitors. At the Olympic Park, it will 
be hung from the clock at the 
Velodrome cycling events and 
suspended from the technical ring 
during the closing ceremonies in the 
main stadium. 

THE SOUND OF THE OFFICIAL 
OLYMPIC FILM 

With a view to the future, the National 
Film Board’s official film of the 1976 
Olympic Games in Montreal will have a 
stereo sound-track in its final version. 

During the film’s two-week shooting 
schedule, approximately one-fifth of 
the total footage will be accompanied 
by synchronized stereo sound¬ 
recording. Such events as the opening 
and closing ceremonies, Athletics, 
Basketball, Boxing, Cycling, Fencing, 
Hockey, the Pentathlon, Swimming, 
Waterpolo, Weightlifting and Wrestling 
will be enhanced in their coverage by 
the presence of stereo microphones, 
helping to make the finished film as 
accurate a representation of the reality 
as possible. 

A team of four National Film Board 
stereo sound engineers will be 
assigned to one or another of the thirty 
camera crews during the course of the 
Games, while monaural recording will 
accompany the remaining camera 
units. Those events not actually re¬ 
corded in stereo sound will later be re¬ 
channeled so that the film’s entire 

Werner Nold 
Editor 

sound track will have a stereo effect. 
At present, stereo speaker systems 

are not in general use in commercial 
cinemas. However, in the same way 
that stereo recordings can be played 
on monaural phonographs, even 
cinemas with conventional sound 
equipment will be able to exhibit the 
Olympic film in its original form. 

But stereo sound on film is a feature 
that will soon be common in theatres 
around the world and, according to 
NFB stereo sound engineer Jacques 
Drouin, equipping the official film of the 
1976 Olympic Games with a stereo 
sound track will give it a “second life” 
long after other films have begun to 
sound “passd”. 

It might have been easier to record 
the entire sound track in the usual 
monaural sound, but the decision to 
use stereo to accompany the 16mm 
colour film was made so that the final 
product will give the viewer every 
opportunity to recreate the sounds and 
the spectacle of the 1976 Olympic 
Games in Montreal. 

TECHNICAL NOTES 

One hundred and sixty-eight people 
are at work on the official film of the 
1976 Olympic Games covering every¬ 
thing from working the cameras to 
supplying food to the crew members. 
There are four directors, seventeen 
location managers, thirty-one camera¬ 
men and twenty-six sound engineers. 
The crews have been divided into nine 
teams and will range over nearly thirty 
different Olympic installations as well 
as throughout the cities of Montreal, 
Kingston and Bromont. 

To date, one hundred and eighteen 
camera positions have been estab¬ 
lished for the two-week shooting 
schedule of the official film of the 1976 
Olympic Games, not including filming 
the journey of the Olympic Flame and 
the yachting events in Kingston. 

As much as 100 miles of film could 
be shot in the National Film Board’s 
official film of the 1976 Olympic Games. 
The movie is being filmed in 16mm 
colour with stereo and synchronized 
sound. 

One of the thirty cameras to be used 
in filming the 1976 Olympic Games 
official movie will be used in con¬ 
junction with the Wesscam camera 
mount system, which permits abso¬ 
lutely stable shooting from moving plat¬ 
forms. The locations include mounting 
the Wesscam on a boat, the back of a 
truck and on the side of an electric car. 
It will also be suspended from a port¬ 
able crane and hung from the roof of 
the Olympic Park. 

Because direct sound is being used 
extensively in the making of the official 

Olympic movie, synchronizing the 
audio and visual tracks for the thirty 
different cameras is of the utmost 
importance. To do this, an innovative 
process called Chronocode is cur¬ 
rently being tested by National Film 
Board sound engineers. It consists of a 
master timepiece to which all cameras 
and sound recording equipment are 
connected. The master clock provides 
an electronic impulse that will imprint 
itself onto the film or sound tape, 
signalling the start of each sequence, 
thereby doing away with the old clap 
board technique of chalking the date 
and scene on a wooden board and film¬ 
ing it at the same time as a sound cue is 
recorded. 

With the thirty National Film Board 
cameramen who will be covering the 
1976 Olympic Games often stationed 
miles apart, an involved system of 
communications has been estab¬ 
lished. All location managers, camera 
crews, as well as the film’s directors will 
be able to stay in constant communi¬ 
cation with one another throughout the 
two-week shooting schedule using 
short-wave radios and telephonic 
paging systems. Operations Head¬ 
quarters have been set up at the 
National Film Board offices under the 
direction of Production Manager 
Ashley Murray. ■ 

KEY PERSONNEL OF THE 
OFFICIAL FILM 
JACQUES BOBET, EXECUTIVE PRODUCER 

At the age of 28, Jacques Bobet arrived in 
Canada in 1947 to begin a new career as film¬ 
maker with the National Film Board of Canada. 

Already a professor of literature and phi¬ 
losophy, Bobet had pursued a variety of interests 
as a student in his native France. Alongside his 
regular studies, he had earned his diploma in 
music from the Ecole Marguerite Long, at the 
same time maintaining an active interest in the 
world of sports. 

It was an interest that followed him into his new 
career. As well as serving as editor, director, 
adaptor or producer on hundreds of National Film 
Board productions, Bobet held the position of 
president of the Table Tennis Federation for six 
years, from 1969 to 1975. 

Bobet’s love for sports is also apparent in his 
many prize-winning films that have had sports as 
their theme: 

In 1965, he produced UN JEU SI SIMPLE, a film 
about hockey directed by Gilles Groulx that 
received honorable mention from the Canadian 
Film Festival and a special jury prize from the 
Semaine internationale du film sportif in Paris. 

That same year, Bobet produced 60 CYCLES, a 
lyrical study of bicycle racing. Directed by Olympic 
film colleague Jean-Claude Labrecque, the film 
has won many prestigious awards including a 
silver medal at the Moscow Film Festival, first prize 
for general interest films at the Cork International 
Film Festival, and the prize for best short subject at 
the British Film Awards. 

In 1968, there was ETUDE EN 21 POINTS, an 
experimental film on the subject of table tennis 
that Bobet directed himself. It won a silver medal at 
the twenty-fifth Festival of Sports Films in Cortina, 
as well as the Panathlon Club Trophy at the third 
Festival of Sports Films in Biella. 

Other of Bobet’s films with a sports theme 
include PREMIERS JEUX D’HIVER DU CANADA, 
1967, a film about Quebec’s winter games 
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competition, OUSQUE TU VAS DE MEME, a film 
on marathon running directed by Bobet in 1973, 
and ON S’PRATIQUE ... C’EST POUR LES 
OLYMPIQUES, produced in 1975 and directed by 
Jean-Claude Labrecque, which shows the differ¬ 
ent aspects of training undergone by Quebec ath¬ 
letes in preparation for the XXI Olympiad in 
Montreal. 

Jacques Bobet’s work on the official film for the 
XXI Olympiad began as early as 1972 when he was 
an official observer at the Munich Games. Today, 
the team he heads numbers more than 100 people. 

JEAN-CLAUDE LABRECQUE, DIRECTOR 

Jean-Claude Labrecque was born June 19,1938 
at Quebec City, Quebec. 

At the age of 20, he had already directed, shot 
and edited his first professional film, a 30-minute 
colour documentary commissioned by a Canadian 
insurance company. 

Four years later, after working as an assistant 
cameraman both at the National Film Board and 
elsewhere, Labrecque went to work with director 
Claude Jutra as chief operator on A TOUT PREN¬ 
DRE, a dramatic feature that was a landmark in the 
development of the Canadian film industry and 
went on to win the Grand Prix at the Montreal Inter¬ 
national Film Festival. 

Also in 1961, Labrecque became the founding 
president of Soci6t6 Jeune Cindma. 

In 1964, Labrecque went to Europe, meeting 
with some of the world’s top directors, including 
Jean-Luc Godard and Federico Fellini. At the same 
time, he participated in a technical exchange 
program between the National Film Board and IDI 
Cinematographica of Italy as well as working as 
director of photography and chief operator for the 
film MICHELANGELO ANTONIONI, directed by 
Gian Franco Mingozzi. 

Back in Canada in 1965, Jean-Claude 
Labrecque directed his first solo film for the 
National Film Board, 60 CYCLES, a documentary 
study of the 1,500 mile St. Laurent bicycle race, a 
film that has since become one of the most 
honoured productions in recent NFB history. 

Since 1965, Labrecque has participated in the 
making of a great number and variety of films, 
some for the National Film Board, the Office du 
Film du Qu6bec, some under the aegis of his own 
production company, founded in 1967. 

Many of the films with which Labrecque has 
been associated have won major international 
awards. To name just a few: UN JEU SI SIMPLE 
(1963); LE CHAT DANS LE SAC (1964); NOTES 
FOR A FILM ABOUT DONNA AND GAIL (1965); 
VERTIGE (1969); LES CANOTS DE GLACE 
(1969). 

A chief director for the official film of the XXI 
Olympiad, Jean-Claude Labrecque will be work¬ 
ing with three major camera crews and more than 
thirty cameramen. His scenario for the project calls 
for an “eye-level” view of the Montreal Games, a 
goal his decision to shoot in 16mm “cin6ma direct” 
style will certainly help to achieve — that and 
Labrecque’s already demonstrated sympathy for 
the poetry and drama of sports on film. 

JEAN BEAUDIN, ASSOCIATE DIRECTOR 

Jean Beaudin was born February 6, 1939, in 
Montreal. His formal education includes a diploma 
from the Ecole des Beaux-Arts in Quebec as well 
as a year and a half of specialization at the Zurich 
School of Design in Switzerland. 

In 1966, Beaudin directed a series of six films on 
the subject of geometry for the National Film 
Board. He followed that in 1967 with two more 
series on mathematics, for some of which he wrote 
the scenarios himself. 

In 1968, Jean Beaudin directed VERTIGE, a 
cinematic study of the human mind undfer stress, a 
movie that won first prize that year at the Canadian 
Film Awards. 

Beaudin’s first dramatic feature was STOP, 
filmed in 35mm colour in 1970. 

From 1972 to 1974, Beaudin directed a great 
number of short subjects, including three very 
personal statements, TROIS FOIS PASSERA, 
PAR UNE BELLE NUIT D’HIVER and CHER 
THEO. 

In 1975, Beaudin collaborated with Marcel 
Sabourin on the scenario for J.A. MARTIN, 
PHOTOGRAPHE, a dramatic feature that Beaudin 
directed with a cast headed by Sabourin and 
Monique Mercure. 

Jean Beaudin 
Associate Director 

Marcel Carriere 
Associate Director 

Georges Dufaux 
Associate Director 

Jean Beaudin’s participation in the making of 
the official film of the XXI Olympiad centres on the 
coverage of the Montreal Games by the world 
Press and Television, an aspect of ever-increasing 
importance in the international diffusion of the 
Olympic message. 

The individual athletes, who fellow directors 
Marcel Carri6re and Georges Dufaux will be film¬ 
ing live in action, Jean Beaudin will follow through 
the eyes of the hundreds of television monitors that 
will be in use at the Games. 

As well, Beaudin will film the opening and 
closing ceremonies of the XXI Olympiad together 
with covering part of the progress of the marathon 
through the streets of Montreal. 

MARCEL CARRIERE, ASSOCIATE DIRECTOR 

Marcel Carriere was born in the village of 
Bouchette (Gatineau), Quebec, in 1935. 

Upon completing his secondary education, he 
spent four years at the Hull Institute of Technology 
and entered the National Film Board in 1956 as a 
sound engineer. Since then, he has been involved 
in the production of more than 100 films. 

In 1958, Carriere served as sound engineer for 
LES RAQUETTEURS, a film on snow-shoeing, 
which was awarded the Silver Plaque at Florence 
in 1961. That same year, Carri6re worked with 
Claude Jutra, Michel Brault and Claude Fournier 
as sound engineer on LONELY BOY, an intimate 
look at the life of popular Canadian singer Paul 
Anka, a film that has received numerous awards 
since its first appearance. 

Marcel Carrtere’s first solo effort as director was 
the short subject ARTHUR VILLENEUVE, 
PEINTRE-BARBIER in 1964. Also in 1962, he was 
co-director with Pierre Perrault on POUR LA 
SUITE DU MONDE. The following year, he was 
sound engineer on Jean-Claude Labrecque’s 60 
CYCLES, one of the National Film Board’s most 
honoured movies. Carriers also directed a film on 
automobile racing for Bob Drew Associates (Time- 
Life) of New York. 

Since 1966, Carriere has concentrated his film 
work almost exclusively on direction. In 1972, he 
made CHEZ NOUS, C’EST CHEZ NOUS, a 
feature-length documentary. In 1973, he directed 
O.K. . . . LALIBERTE, a scripted feature that won 
the Sir6ne d’Argent in Sorrento the following year. 

More recently, Carridre has directed two films 
on China, IMAGES DE CHINE and PING-PONG. 
His last project, TI-MINE, BERNIE PIS LA GANG, 
another scripted feature, was completed at the 
NFB in 1975 and is scheduled for release in 
Quebec in September, 1976. 

Marcel Carrtere’s special interest in the official 
film of the XXI Olympiad is the human aspect of 
the competitions. In taking a “candid” approach 
toward several of the leading participants, he 
hopes “to capture the athlete in close-up, to create 
an interest in the person who is the athlete more 
than in the spectacle he is part of”. 

GEORGES DUFAUX, ASSOCIATE DIRECTOR 

Georges Dufaux was born in Lille, France on 
March 17, 1927. After completing his secondary 
education there, he enrolled in the National School 
of Photography and Cinematography in Paris and 
graduated in 1947. 

From 1953 to 1956, Dufaux held the position of 
laboratory chief at the Companhia Industrial 
Cinematographica de Rio in Brazil, leaving South 
America in 1956 to come to Canada and the 
National Film Board as a cameraman. In 1962, he 
was naturalized a Canadian citizen. 

At first, Dufaux worked almost exclusively for 
television, involved with the half-hour dramatic 
series being produced by the French production 
section of the NFB which at that time had just 
moved to Montreal from Ottawa. 

Then, in 1958 came the event that marked an 
important stage both for the cinematic arts and the 
career of Georges Dufaux: the CANDID EYE 
series. Dufaux worked on most of this series, an 
NFB English production project, with Wolf Koenig, 
Tom Daly, Terry Filgate, as well as several Quebec 
camera masters such as Michel Brault and Gilles 
Gascon. 

In CANDID EYE, the camera for the first time 
became a faithful, accurate witness to the events it 
was recording. It was there when it was needed. 
Using synchronized sound and hand-held 
Continued on Page 1162 
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THE WESSCAM REMOTE-CONTROL OVRO-STABILIZED CAMERA MOONT 
Enclosed in a sphere that can be hung from a helicopter, mounted 
on a vehicle or suspended from a cable, this remotely-controlled 
gyro-stabilized camera proves ideal for filming the Olympic Games 

By ERNEST McNABB 
Wesscam Operator 

In the Wesscam configuration, the 
camera is isolation-mounted. The 
suspension system isolates it from 
external vibration and the gyros stabil¬ 
ize it. The dome, which provides wind¬ 
proofing for the camera, is primarily 
designed for helicopter work. It serves 
as a windshield, so that the aircraft can 
fly at speeds up to 90 or 100 miles an 
hour without the wind affecting the 
camera. 

The dome is free to move and is 
slaved to the camera. When the 
operator aims the camera itself, the 
dome will slave and follow — which 
keeps the optical window in front of the 
camera lens at all times. While in flight, 
the camera can tilt from a straight 90 
degrees down to 30 degrees above the 
horizon. Even though the aircraft may 
be pitching and rolling and whatever, 
you still have this freedom of latitude. 

When the Wesscam is mounted 
under a helicopter, it provides 360- 
degree visibility. Here in Canada it is 
quite common to side-mount the Wess¬ 
cam, however, so that the helicopter 
can land more readily. This type of 
mounting provides about 210 degrees 
of horizontal visibility, which is not all 
that limiting when you consider the de¬ 
mands that are put upon most aerial 
photography. 

The suspension system is quite 
simple. It has a pin on top which makes 
it quite easy to attach. At the moment, 
we have it mounted on a small electric 
car to film the running of the Marathon 
race. Because the electric car gives off 
no air pollutants that might affect the 
Continued on Page 1152 

(ABOVE RIGHT) The Photo-Sonics camera, specially modified for filming the Olympic Games, can be seen through the optical “windshield” 
of the Wesscam spherical mount which protects camera when flown at speeds of 100 miles per hour. The mount is gyro-stabilized to be vibra¬ 
tionless and all camera functions are remotely controlled. (BELOW LEFT) The mount, operated by the driver in this case, is turned to the 
right. (RIGHT) The mount in the process of revolving to the left. 



ZGEVAERTV1 AGFA-GEVAERT 

Give our film 
a screen test. 

Lelouche did. 
It’s the only way you’ll ever really know what an 

exceptional film Agfa-Gevaert’s Gevacolor Negative 
Type 680 is. Of course, we can tell you what a terrific 
film it is. It is. But you have to see it to believe us. 

We can tell you about the remarkable reproduction 
of skin tones. But no matter what we say, they’re 
better seen than said. 

We can tell you Type 680 has high brilliancy, low 
granularity, great color stability and fine detail. You 
really ought to see it. 

We will tell you that Type 680 offers you 
substantial savings in film costs. You can’t really 
appreciate the savings unless you appreciate the film. 
You will. But we can only tell you that. 

Of course, if you’d like to know what Type 680 

can do for someone else, see Lelouche’s “Le Chat 
Et La Souris”. Or Barrero’s “Los Pasajeros”. Or 
Verhavert’s “Pallieter”. If you want to know what it can 
do for you, you’ll have to see for yourself. Test it. You’ll 
love it as much as we do. 

One thing we should tell you. The new Type 680 
is compatible with Eastman Color Negative processing 
for type 5254. 

What more can we tell you? 
If you’d like to know more about Gevacolor 

Negative Type 680, or our other Motion Picture 
products, write to: 

Motion Picture Department, 
Agfa-Gevaert, Inc., 
275 North Street, Teterboro, N.J., 07608 
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the problem 
solver 

ppQPl P|U|- Produce a television series 
■ ■■wOfcdwiB that uses many oversized 
props combined with chroma-keying where standard 
boom microphone techniques would be virtually 
impossible. 

SOLUTION: Uses six Swintek wireless 
microphones on cast prin¬ 

cipals, thus allowing complete freedom of movement 
without the need of mike booms or cords. 

While versatility is one of the many Swintek features, 
performance is the most important quality this out¬ 
standing cordless sound system offers. The six wire¬ 
less microphones used to solve the above problem 
produced optimum sound quality with no interchan¬ 
nel interference, no case noise and no multipath or 
weak RF in three months of continuous daily pro¬ 
duction. Can Swintek solve a sound problem for you? 
Call or write us today. 

Six Swintek cordless microphones were used on the cast principals in 
the production of the Kroftt Supershow, “Dr. Shrinker,” which airs on 
ABC-TV. The six Swintek receivers are shown above, just off the giant 
chroma-key stage used for the series. Swintek equipment allowed for a 
minimum of set-up time on the show's six sets and provided outstanding 
professional sound. 

Swintek Cordless Microphone System 

The Swintek family. A 
complete line of cordless 
microphone systems to fit 
your every need. 

ALAN GORDON 
ENTERPRISES, INC. 
1430 N. Cahuenga Blvd. 
Hollywood, Calif. 90028 

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

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

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

MOBIUS CINE LTD. 
7 East 47th Street 

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

Swintek wireless microphones were selected by ABC, CBC, The National Film Board of Canada, 
and The Olympic Radio and Television Organization for use at the 1976 Summer Olympiad, Montreal. 
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Weight: about expounds* 

Cost: about $3,000 less than a 
comparable professional 

16mm camera. 

Before you buy your next 16mm camera, consider the Beaulieu R16. It has the same 
type of full reflex viewing with a mirror shutter as found in the Arri or Eclair. Elec¬ 
tronics make it lighter, more versatile, more reliable... and you save thousands of 
dollars. Check it out at your Beaulieu 16mm specialist in professional equipment. 

Beaulieu R16 HERVIC CORPORATION, 14225 Ventura Boulevard, Sherman Oaks, California 91423. 
1. Battery. 2. Pocket socket for the camera. 3. Handgrip with built in battery. 4. Master switch. 5. Release button with cable release socket. 
6. Power isolating switch. 7. Footage counter. 8. Frame counter. 9. Zero reset control for frame counter. 10. Single frame release socket. 11. Signal 
generator socket. 12. Turret locking catch. 13. Remote release socket. 14. Eyesight correction adjustment for viewfinder. 15. Speed control knob. 
16. Fine adjustment tachometer for exact speed setting. 17. Speed range changeover switch (24-25 f.p.s. 2-64 f.p. s.) 18. Film sensitivity and 
filming speed adjustment for light meter. 19. Automatic diaphragm control (Reglomatic). 20. Automatic or semi-automatic selector switch. 
21. Diaphragm setting ring. 22. Focal length adjustment ring. 23. Focusing ring. 24. Wrist strap fixing point. 25. Speed locking knob. 26. Power 
zoom control switch. 27. Electric zooming-speed adjustment knob. 28. Automatic maximum-aperture and telephoto lens-position setting button. 
29. Manual zoom control lever. 30. Power zoom on/off switch dial. 31. Accepts 200 ft. film magazine. *Body with lens. 
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BRINGING IBB OH IB BNB 
The Canadian Broadcasting Corporation creates a special 
division, ORTO, to handle the biggest broadcasting challenge 
ever taken on by any organization — with much of it on film 

(LEFT) Jim Grattan gets right down on the track to get an extreme low angle shot of one of the Track events in the Olympic Stadium. (RIGHT) 
ORTO Chief Cameraman Roger Moride gets a shot of the crowd in the Stadium. Behind him are cameramen from the National Film Board of 
Canada shooting scenes for the Official Film of the XXI Olympiad. Camera positions sometimes coincided, as in this case, but mostly the two 
filming organizations had entirely different objectives. 

What is ORTO and what does it do? 
A fair question, since the mysterious 

acronym offers no clue. 
ORTO stands for Olympics Radio 

and Television Organization (or Or- 
ganisme de radio-television des Olym- 
piques, in French) and it is a division of 
the Canadian Broadcasting Corpor¬ 
ation specially created for the purpose 
of bringing the 1976 Summer Olympic 
Games into the homes of an estimated 
one billion viewers all over the world. 

Last year the Canadian Broadcast¬ 
ing Corporation signed a formal con¬ 
tract with the Organizing Committee for 
the 1976 Olympic Games in Montreal 
(COJO), whereby it became the Host 
Broadcaster for the Games of the XXI 
Olympiad. That agreement confirmed 
previous arrangements made by the 
CBC which, in 1973, had created ORTO 
to set up all the radio, television and 
film services required to cover the 21 
sports disciplines to be held in 27 
competition venues. 

For readers ot American Cinematog¬ 
rapher, ORTO’s film functions are ob¬ 
viously the most interesting, and these 
were to be divided into three service 
categories: 

a) Regular coverage: Many events 
were to be filmed, such as yachting at 
Kingston, shooting, cross-country, 
modern pentathlon and several other 
competitions at Montreal, since it 
would be neither practical nor econ¬ 
omical to cover them electronically. 

b) Daily summaries: ORTO would 
produce 20-minute daily film sum¬ 

maries highlighting the events and offer 
them to participating countries at 
copying cost. 

c) Private coverage: Several coun¬ 
tries, having the intention of utilizing 
their own film personnel and equip¬ 
ment during the Olympics, would be 
provided with the service of having 

their Kodak color reversal films proc¬ 
essed at the Montreal or Kingston 
ORTO centers. 

All electronics aside, the sheer enor¬ 
mity of logistics involved in co¬ 
ordinating just one of the film services, 
the Daily Summaries, is illustrated by 
the following communique sent out by 

(LEFT) Cameraman Jean-Louis Chevrefils rides an electric car while filming with the Eclair 
ACL camera (which was standard equipment for all ORTO film cameramen covering the 
Olympic Games.) Very often a film camera shared space with an ORTO video camera, such 
as the one in the background. (RIGHT) Roger Racine films a Platform Diving event in the 
Swimming Stadium. 



Manager of Film Services Yvon Jean to 
ORTO motion picture personnel in 
1975: 

REPORT ON THE FILM SERVICE- 
PROGRAMS AND PRODUC¬ 
TION—XXIst OLYMPIAD 

Concept 
For the XXIst Olympiad in Montreal 

from July 17 to August 1, 1976 inclu¬ 
sive, ORTO’s primary role is to use all 
the facilities and operational tech¬ 
niques put at its disposal to ade¬ 
quately satisfy the broadcasters’ needs. 

Quite obviously, film has an impor¬ 
tant part to play, and will have to aim for 
professional quality while, at the same 
time, taking into account the “modest” 
characteristic of the Games. 

Besides offering filmed material 
(taken from a neutral standpoint) to 
countries throughout the world, our 
objective is even more relevant to the 
developing nations. 

In shooting film, the accent will be 
placed on the human aspect and on 
covering the highlights of the main 
events as fruitfully as possible. 

LVe shall also bear continuity in mind; 
i.e., we shall avoid disjointed items pre¬ 
sented as news events. Thanks to our 
operational flexibility, and in view of our 
rather restricted facilities, our efforts 
will be concentrated so as to present 
film coverage of a quality comparable 
to that of electronic coverage. 

Plan 

Producer Henri Pariseau is in charge 
of filming at sites not covered elec¬ 
tronically, such as Joliette, L’Acadie, 
Fairview and Bromont. This is an 
essential component of our task. In this 
respect, special montages will be put 
together either for immediate release 
or for inclusion in the daily 20-minute 
summary. 

Film coverage of football in Ottawa, 
handball in Quebec City and that of 
both these disciplines in Sherbrooke, 
will be determined according to the 
broadcasters’ requests. With the ex¬ 
ception of the opening and closing 
ceremonies, coverage of the yachting 
events at Kingston will be exclusively 
on film. Five cameramen and four 
editors of the Programs and Pro¬ 
duction Film Service will be specially 
assigned there, under the control of Mr. 
Pierre Normandin, Kingston Manager, 
and with Mr. Gary Brown as producer. 

A daily summary of the highlights of 
the previous 24 hours on 16mm 
double-system film with edge or central 
track (international sound) will be pro¬ 
duced by the Programs and Pro¬ 
duction Film Service. The summary, 

The “Nerve Center” of ORTO, located in a building that used to be the headquarters of the 
Canadian Broadcasting Corporation, before it moved to its plush new tower complex. This 
building was set up to house all facilities for ORTO, including offices, cutting rooms, color 
negative processing laboratory, sound and mixing facilities and camera maintenance. 

lasting for about 20 minutes, will be dis¬ 
tributed with explanatory notes in 
French and English, and will be the 
responsibility of producer Jean-Claude 
Houde. 

Accredited broadcasters will be able 
to make specific requests for filming, 
editing, and technical facilities (film), 
which we shall meet to the best of our 
ability and bearing in mind our 
priorities. For this reason, broad¬ 

casters will channel their requests 
through the Booking Service which will 
follow the directives issued by the Pro¬ 
grams and Production Film Service. 
Should it be impossible to answer their 
requirements using our own staff, the 
broadcasters will be directed to the 
Programs and Production Film Service, 
which will refer them to private com¬ 
panies outside ORTO. 
Continued on Page 1148 

This vast ultra-moderne Swimming Stadium is part of the imposing new sports complex built 
especially for the XXI Olympiad at Olympic Park, one of the few such complexes in the world 
actually located inside the central city. Like all of the other venues, it was illuminated by 
metal-halogen (HMI) lighting, which provided a lot of daylight-quality light, but sometimes 
caused strobing at high filming speeds. 



ANAMORPHIC! 
an-a*mor>pho-sis (an'a-mor'fa-sis, -mor-fo'sis) n., pi. -ses 
(-sez'). Optics. An image distorted so that it can be viewed with¬ 
out distortion only from a special angle or with a special instru¬ 
ment. [Medieval Greek anamorphosis, “a forming anew,” 

Anamorphic film format conversion is one 
of our specialties. The formats shown above 
are a few of the many we can supply, adding 

titles, color correction and effects in the same step for 
a one-generation negative. Pan and Scan available 

of course. 
Why is our quality so superior? Not only 

because of our extensive experience, but also because 
we have the finest and most complete equipment 

available. We have designed our own special 
optics for this specific purpose. Greater flexibility 

is offered through the choice of either additive 
or subtractive printing. Our precision 

steel apertures eliminate mattes for 
faster, cleaner, more economical 

conversion to any of the 
standard formats. 

tr\ troncfr\rm 

If you want mattes for creative effects, such as multi¬ 
panel, there is no end to the variety we can give you. 
Let us tell you more about our superb quality one- 
step treatment. Just phone (213) 461 -3235 for 
additional information. Or write Cinema Research, 
6860 Lexington Ave., Hollywood, Ca. 90038. 

CINEMA 

Since 1947 
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This 16S has been attacked 
by a wild bear. And dropped into 
a river, buried under a snowdrift, 
hit by falling 
by volcanic 
over by 
and it 
a plane 

rocks, covered 
ash, knocked 

a mad bull; 
survived 

crash. Each 
time, it has kept on running. 

Since 1957, Bill Bacon has 
run 1,352,000 feet of film 
through it. “It’s never once 
quit on me!’ he says. 

bought that Arri, 
A used, in 1957,” says 

Mr. Bacon. “And I’ve kept de¬ 
tailed records on it ever since’.’ 

Rough Going 

“I’ve used it in airplanes, 
gliders, dunebuggies, subma¬ 
rines, canoes, snowmobiles, 
racing yachts, ice-breakers, 
bulldozers and sleds. In dust 
and sand storms, and once in 
a forest fire’.’ 

Serviced 

“It’s been serviced every 
year by Arriflex; and I’ve had 
to have it overhauled after some 
of our accidents. Several lenses 

BILL BACON LIVES IN 
SEQUIM, WASHINGTON. 

have been damaged or ruined. 
I’ve had some minor problems 
with electrical connections after 

two dunkings and drenching in 
seawater spray. And I carry a 
spare motor.” 

Amazing 

“But the camera itself has 
never once quit on me in the 
field’,’ says Mr. Bacon. “I’ve run 
1,352,000 feet of film through 
it so far. That camera just keeps 
on going. It amazes me’.’ 

ARRI 
ARRIFLEX COMPANY OF AMERICA 

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

BACKED BY SERVICE 
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FILM FROM THE HOST BROADCASTER TO THE WORLD 

By BARRY D. McCORQUODALE 
ORTO Assistant General Manager 

A project of this size — the telecast¬ 
ing of the Olympic Games — is some¬ 
thing which takes a long time to devel¬ 
op, and some of us have been involved 
in this situation since 1971. As a matter 
of a fact, the amount of studying and 
work we have been doing between then 
and now has led to our nickname: “The 
Munich Mafia”. 

To begin with, I would like to 
acknowledge the very great degree of 
cooperation and assistance extended 
to us by the group known as the 
Deutsche Olympia Zentrum, which was 
the equivalent of ORTO working in 
Munich in 1972 as host broadcaster to 
the world on the occasion of the XX 
Olympiad. 

There is a common feeling that the 
same problems exist now that existed 
then, and that only time has passed. 
One of the earliest things we dis¬ 
covered was that Munich had prob¬ 
lems which were characteristic of the 
fact that the Games were occurring in 
Europe in 1972. They were occurring in 
a specific European country and within 
a special set of circumstances, none of 
which, in a sense, apply to Montreal in 
1976. 

To begin with, the decisions to hold 
the XX Olympiad in Munich were made 
in 1966-1967, which consequently 

Barry McCorquodale and his staff became 
known as “The Munich Mafia” because of 
extensive research of 1972 Olympic Games 
Broadcasting. 

Far from being upstaged by the electronic medium, film plays 
important roles in at least four separate and distinct areas 
of communicating information on events of the XXI Olympiad 

meant that, in Munich, construction, 
engineering and electronic technology 
could be based on only what was 
known at that particular time. By the 
time the Games occurred, in 1972, the 
technology which was applied was 
already three years old. Similarly, 
knowing that the host broadcast of the 
XXI Olympiad would occur here in 
Montreal in 1976, we could draw upon 
the progress made up until 1973 — the 
exponential explosion of technology 
which had occurred between the years 
of 1967 and 1973. 

One of the most significant differ¬ 
ences between Munich and Montreal 
is, obviously, the fact of time, based on 
location. The European nations could 
send more people shorter distances at 
less cost and could share in the 
expense of electronic and film 
coverage in a way which was to their 
advantage without too much increase 
in cost. If one jumps from Munich to 
Montreal, one is immediately faced with 
the fact that the time zone is different. 
An 8 p.m. event in Montreal is very 
good for broadcast to Montreal, to 
Canada, or even to the entire Western 
Hemisphere, but it is already 2’oclock 
the following morning in Europe. In 
terms of audience, this is a very impor¬ 
tant factor. We estimate for the XXI 
Olympiad one billion viewers around 
the world. 

Now, let’s take the example of an 8 
p.m. football game. If viewers in Europe 
— or, more particularly, Eastern 
Europe — want to view that football 
game live, we are talking of a time slot 
between 2 and 4 o’clock in the morn¬ 
ing for them. This is a factor which ob¬ 
viously has an influence on the sched¬ 
uling of events, encompassing 21 
sports held in 21 locations in and 
around the city of Montreal, as well as 

■other Canadian cities: Toronto, King¬ 
ston (for yachting), Bromont, Sher¬ 
brooke, Quebec City and the Federal 
Capital, Ottawa, where football is also 
being played. 

There are several other important 
differences between the problems of 
staging the Olympic Games in Munich 
and in Montreal, and we have been 
able to profit by the Munich exper¬ 
ience — but only up to a certain point. 
To put it another way, a rear-vision 

mirror is extremely useful when you are 
driving, but one does not drive through 
the rear-vision mirror exclusively. 

The host broadcaster function for the 
XXI Olympiad, as undertaken by the 
Canadian Broadcasting Corporation, is 
the largest single broadcasting event 
ever tackled by a single broadcasting 
group, and we take a great deal of 
pride in our people, who have mea¬ 
sured up very professionally to the 
unique demands resulting from this 
kind of challenge. We are happy to ac¬ 
knowledge the fact that it is a combi¬ 
nation of the public and private sectors 
of broadcasting in Canada which, 
uniting together under the Canadian 
Broadcasting Corporation, have estab¬ 
lished the organization known as ORTO 
(the Olympic Radio and Television 
Organization). 

However, ORTO, as a division of the 
Corporation, has an entirely different 
role to play. It is, in fact, the inter¬ 
national agency which is responsible, 
under the Organizing Committee, for 
meeting the needs of the approxi¬ 
mately 110 participating countries. 

Basically, the host broadcaster has 
three tasks. The first of these is to 
provide international coverage in terms 
of program services, rather than 
packaged programs. The second role 
was to serve as consultant or advisor to 
the Organizing Committee during the 
four years of frantic preparation before 
the event. That, of course, is now over, 
but two, three and four years ago it was 
an extremely important function. 

The third role, during the course of 
the Olympics themselves, is to act on 
behalf of the visiting foreign world 
broadcasters in terms of meeting their 
needs for specific studio operations — 
plus assisting them, while they are 
here, in dealing with strange time, 
strange culture, strange language and 
a strange city. 

In terms of our second function, that 
of advisor and consultant to the 
Organizing Committee, the combi¬ 
nation of new structures and old build¬ 
ings in Montreal to be used as sites for 
the various events raised questions 
(whether in regard to electronics or 
film) about light levels in the various 
arenas. The Organizing Committee 
Continued on Page 1166 
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Fitting the right film crew into the right place at exactly the 
right time is something like working a giant jigsaw puzzle. 
The next step is to take that and multiply it by thirty 

By KAREL LUDVIK, CSC 
ORTO Film Production coordinator 

I had been working at Radio- 
Quebec, first as a cameraman and later 
as a member of the Film Services 
Management team when, shortly 
before Christmas, 1975, I received a 
phone call from Yvon Jean, Manager of 
Film Services for ORTO (Olympic Radio 
and Television Organization), the divi¬ 
sion of the Canadian Broadcasting Cor¬ 
poration that had been created to pro¬ 
vide film and electronic coverage of the 
1976 Summer Olympic Games for 
world television. On March 1, 1976, I 
was assigned to ORTO. 

I started my new assignment by 
reading reports on the filming of the 
Tokyo, Mexico City and Munich Olym¬ 
pic Games. There was much that I had 
to learn about the various sports disci¬ 
plines, as well as the rules and results 
from previous Olympic years. The 
calendar of sports events for the XXI 
Olympiad, when issued, included 21 
different sports to take place over 16 
days in 29 venues. 

Our mandates at ORTO were: 
(1) To provide film coverage at the 

Olympic sites of sports events not 

The office of ORTO Film Production Coordinator Karel Ludvik, CSC, is a constant crisis 
center, as he copes with scheduling and rescheduling the filming of the various events. For 
example, the last-minute withdrawal of Taiwan and 30 African nations created massive 
problems. 

Far in advance of the Opening Ceremony, Ludvik went around to each site in turn and used 
an Eclair NPR camera with 12mm-240mm lens to establish the best angles for filming the 
various sports. This information, with photographs, was passed on to the camera crews. 

covered electronically (archery, 
shooting, part of the cycling, cross¬ 
country equestrian events, yachting, 
etc.). 

(2) To produce a daily summary of 
the highlights of the previous 24 hours. 
— 16mm color film (approximately 20 
minutes in length), with international 
double-system sound. 

(3) To provide such services as 
shooting, editing, film-processing, 
sound-mixing, etc., to all accredited 
broadcasters. 

Thirty five film crews were formed. 
Cameramen came from the east coast 
and the west coast of Canada to parti¬ 
cipate. There were also C.S.C. mem¬ 
bers involved, some of whom I already 
knew. A resum6 does not always give a 
true picture of a person, but at least I 
was made aware of what kind of sports 
experience and preferences each of 
them had. 

When I received my first version of 
the scenario, detailing the series of 20- 
minute summaries and requests for 
film coverage of venues not covered 
electronically, I did a preliminary 
“blocking”. My main objective was to 
give assignments to cameramen who 
Continued on Page 1163 

AMERICAN CINEMATOGRAPHER, OCTOBER 1976 1119 



“T VC’s role in American Enterprise’ 
didn’t end with dailies... TVC is now making 

thousands of release prints”. 
“Once in awhile, an idea taps unexpected 

enthusiasm. AMERICAN ENTERPRISE 
is one of those ideas. Turns out there’s a 

great hunger in schools across the country, 
as well as public television, forfilms on 

the nation’s economic history. 
“AMERICAN ENTERPRISE, with Star Trek’s 
William Shatner as host/narrator illustrates 

America’s economic history through five 
half-hour films plus a ten-minute introduction 

to the series. 
“A national subject must have nation-wide 

coverage. Stock footage was a ‘no-no’. 
For AMERICAN ENTERPRISE that meant a 
shooting schedule through thirty states — 

in four months. 
“Scripts required on-the-run candid one 

day and carefully staged and lighted historic 
reenactments the next. And always 

fast, fast, fast. 
“As cameraman I knew I could rely on 

ECN 7247 and TVC’s amazing ability to get 

the most out of the stock. 
“But it was during post-production that 
TVC really came through. As producer, 
I faced the toughest editing schedule I’ve 
seen in 15 years of film making. And 
Dan Sandberg and his crew delivered 
beautiful answer prints fast. 
“TVC’s role in AMERICAN ENTERPRISE 
didn’t end with dailies and answer prints. 
TVC is now making thousands of release 
prints for distribution by the Phillips 
Petroleum Company to most of the nation’s 
high schools and to public television. 
“Deliver six demanding films in seven 
months from ‘Go!’ It was my toughest film 
assignment to date! I couldn’t have met 
the schedule without TVC.’’ 

Mike Jackson 
Independent Producer-Cameraman 
AMERICAN ENTERPRISE a production of 
Playback Associates, Inc. New York 

© 1976 TVC Laboratories, Inc. 

Only TVC has Chem-Tone 
tvc laboratories, inc. 
311 west 43rd street, new york 10036 
(212) 397-8600 



THEY'RE EVERY 
MICROPHONE YOU 

EVER WANTED. 

OMNIDIRECTIONAL HEAD 
S55 00 list. 

CARDIOID HEAD 
S 78 00 list. 

We've taken the latest advances in electret technology one step further. By combining them with 
advanced acoustic technology to make professional condenser microphones more portable, more 
practical and less costly. A lot less. 

The secret is our "family'' concept. 
One common powering module (K2U) serves three different compact heads: omnidirectional 

(ME20), cardioid (ME40) and shotgun (ME80). Thus, for most studio and location situations, it's 
no longer necessary to carry three different microphones. Or pay for three different complete units. 
Each head contains its own microphone capsule and "front-end" electronics, all exactly matched to 

its own precisely-controlled acoustical environment. Resulting in the 
first electrets with response and directionality to rival our famous RF 
condenser models in all but the most critical applications. 

The Powering Module, runs on a single 5.6V battery, or phantom- 
powered directly from your recorder, preamp or other auxiliary equip¬ 
ment. A miniature LED monitors power and indicates proper voltage. 
Connection to preamps, mixers, etc. is balanced* low-impedance via a 
3-pole Cannon XLR connector. Best of all, of course, is the great 
versatility. In a matter of seconds, you screw on whichever head you 
need and go! 

If all this sounds good to you, call or 
write us. We have a lot more good 
things for you to hear. 

Powering module and heads 
available separately. 

POWERING MODULE 
$79 00 list. 

Prices subject to change 
without notice. 

SHOTGUN HEAD 
$108 00 list. 

^SEIMIMHEISER 
ELECTRONIC CORPORATION 

10 West 37th Street, New York 10018 (212) 239-0190 
Manufacturing Plant: Bissendorf/Hannover, West Germany 

'Unbalanced version also available 
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THE MANY FACETS OF ORTO FILMING 

Donating three advanced film processing machines to the cause, 
plus providing chemistry, advice and quality-control personnel, 
Eastman Kodak becomes an unofficial working partner to ORTO 

The ORTO film operation at Mon¬ 
treal and Kingston is exceedingly 
complex, providing, as it does, at least 
three separate and varying film 
services to meet the needs of world¬ 
wide units desiring to bring the Olympic 
Games to their people in a vital visual 
form. 

To provide a more clear-cut overall 
view of the many facets of ORTO, as it 
is involved in this endeavor, the 
following “mosaic” of comments by 
some of those directly concerned in 
key positions may be helpful: 

YVON JEAN, Manager of Film 
Services (Program and Production), 
ORTO 

The history of ORTO began in the 
early 1970’s, when the government ap¬ 
proached the Canadian Broadcasting 
Corporation with discussions about 
facilities for broadcasting the Olympic 
Games. Through its head office, the 
CBC organized a complete unit (known 
as ORTO), mandated to respond to the 
needs of COJO. 

Marcel Deschamps, a former tele¬ 
vision employee of the CBC, was 
appointed as General Manager of 
ORTO and he began immediately to fit 
the right people to the right jobs, 
dividing the organization into five direc¬ 

torships. I was made responsible for 
film programming and production. 

We divided our film operation into 
two groups — the main one in Mon¬ 
treal and another at Kingston, where 
the yachting events take place. At 
Kingston there are five cameramen and 
four film editors, plus a film process¬ 
ing and sound mixing capability. 

In Montreal we have 30 cameramen, 
20 film editors, 20 soundmen, 17 
production assistants and three pro¬ 
ducers. 

Five years ago, ORTO, through the 
CBC, received a mandate from COJO 
which required complete film coverage 
of those events which were not to be 
covered electronically. These include 
sailing at Kingston, archery at Joliette 
and the Cross-country Equestrian 
events at Bromont. We have been 
doing this throughout the running of the 
Games and the footage has been tre¬ 
mendous. 

We also produce Daily Summaries, 
which crystallize the highlights of each 
day’s events for distribution around the 
world. We select six or seven different 
disciplines to highlight each day, 
including the presentations of medals, 
and these are shipped nightly to 40 dif¬ 
ferent countries. 

The shooting of these 20-minute 

Summaries (which sometimes run a 
little longer than that) is split between 
15 or 20 cameramen, while 10 to 12 film 
editors are required to put it all to¬ 
gether. 

The dedication of these people is 
fantastic. We have some cameramen 
who start at 7 o’clock in the morning 
and shoot straight through until 2 
o’clock the next morning. More than 
half of our editors work around the 
clock — 24 hours a day — catching 
little naps on a couch. I would also like 
to give credit to the support personnel 
who work directly for me. I don’t want to 
slight any of them, because each 
position is so important to the suc¬ 
cessful filming of the Olympic Games. 
For example, the men who take care of 
shipping and receiving work 18, 19 and 
20 hours a day. They, too, catch a little 
sleep on a couch now and then. They 
have to do this in order to make sure 
that every broadcaster will get his 
prints on time. 

Both Kodak and Ampex were desig¬ 
nated to supply their own raw stock to 
the broadcasters, and it was estab¬ 
lished long ago that whenever a broad¬ 
caster bought raw stock from Kodak 
the processing would be free. It’s 
unbelievable how many forms are 
needed to keep control of all this foot¬ 
age and verify it — not only for ORTO, 
but for the broadcasters themselves, 
just to be sure they will get the material 
they need at the right time and in the 
right place. I would say that up until 
now [three days before the close of the 
Games] we have only three cases 
pending relating to misplaced film, and 
that’s nothing when you consider the 
tremendous volume of footage in¬ 
volved. I’m confident that these cases 
will be settled soon and I am very proud 
of the tremendous effort made by my 
staff in this pursuit. 

I chose my personnel very carefully 
— first, from the CBC and Radio 
Canada (the French and English net¬ 
works), and this had to be done with¬ 
out being detrimental to the continuing 
operation of the networks. What we 
have ended up with is a real mixture of 
people from the English and French 
networks, CBC and the private sector. 
They have all given me a tremendous 
effort, and I am very, very proud of 
them. 

While the futuristic new Olympic Stadium in Montreal was still under construction, ORTO 
Manager of Film Services (Program and Production) Yvon Jean, and Producer Jean-Claude 
Houde visited the site in order to select the best camera positions for their filming crews. 
With only a limited number of positions available, competition between film and video 
groups was keen. 
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GUY DUROCHER, Manager of 
Cinematography, Technical Services, 
ORTO 
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At the very beginning, we were inter¬ 
ested in finding out how much film 
would be required to provide the 
necessary film services for the Olympic 
Games. As far as ORTO was con¬ 
cerned, our needs were quite easy to 
estimate, compared to those of the 
“unilaterals”, individual countries 
requesting special film coverage. 

I went to Munich to try to find out how 
much film they had processed there 
during the 1972 Games, but I received 
widely differing reports from the 
various officials. So, in the end, we sort 
of picked a figure out of the sky, you 
might say. 

A related problem was that of trying 
to estimate how much film would be 
received by the lab for processing. In 
that respect, we thought that sending 
questionnaires to the different broad¬ 
casters might be helpful, but unfor¬ 
tunately we never received any clear 
answers. Many of the people didn’t 
even return the questionnaires to us. The 
question was how much film these 
people might use, as compared to elec¬ 
tronic cartridges. Due to the difference 
in time zones, the experience in Munich 
was not reliable for us as a reference. 
So, again, we had to guess. 

All of the ORTO cameramen are 
using Eclair ACL cameras and, in that 
sense, one might say that it is the offi¬ 
cial camera of the Olympic Games in 
Montreal. One of the main reasons that 
we chose the ACL, aside from the 
quality of the machine itself, is that you 
can switch from one magazine to 
another in something less than five sec¬ 
onds, which is very convenient when 
you’re filming sports action. 

As far as editing facilities are con¬ 
cerned, we have 20 cutting rooms. Four 
of them are equipped with double¬ 
screen, 8-plate Steenbeck machines 
and 16 of the rooms have single-screen 
6-plate machines. In addition, we have 
viewers, winders, hot-splicers ... all of 
the normal equipment you might find in 
a welLequipped cutting room. 

In the beginning, we were expecting 
to make 60 prints of our Daily 
Summary, but that number has 
changed since all those African coun¬ 
tries withdrew from the Games. Right 
now we are producing 38 copies daily 
and those prints are made from rever¬ 
sal original material. We make rever¬ 
sal positive masters and print from 
those masters. Five masters are sent to 
three private labs and they, in turn, pro¬ 
duce the copies. The cut original leaves 
ORTO around 5:00 p.m. and by 8:00 
p.m. we start receiving the final prints. 

When construction crews failed to complete the tower of the Olympic Stadium in time for the 
Games, it was considered a calamity. But the giant crane was left in place and ORTO video 
crews were able to set up in the “basket” to get a magnificent long shot of the stadium. The 
video people relinquished the basket for 15 minutes so an ORTO film cameraman could get a 
few shots. 

ANASTASE MAZIS, Film Technical 
Services Supervisor, ORTO 

In terms of priority, ORTO’s primary 
filming concern was its obligation to the 
International Olympic Committee to 
provide film coverage of those events 
which, for various reasons, were not 
going to be covered electronically. 

The second priority is the 20-minute 
Daily Summaries contracted for by 
roughly 40 countries around the world. 

The third priority is the supplying of 
film services to the “unilaterals” — indi¬ 
vidual countries desiring special 
coverage. This includes providing film 

Continued on Page 1156 

In four of the 20 cutting room set up in-house at ORTO Centre, 8-plate, double-screen Steen¬ 
beck editing consoles, such as the one shown above, were used and proved most valuable in 
the editing of the daily 20-minute summary. The other sixteen rooms were equipped with 
Steenbeck 6-plate, single-screen models. 



lair® 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. 

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. 

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



FILMING THE XXI OLYMPIAD 
IN MONTREAL 
Continued from Page 1101 

Meanwhile... back at ORTO 

Fully accredited and dressed in my 
“pizza suit”, I could almost pass for a 
real ORTO man. I take advantage of 
this camouflage to get to know some of 
the people on the ORTO team. 

At the top, as far as film is con¬ 
cerned, is Yvon Jean, Manager of Film 
Services (Program and Production). 
Aptly described by one of his staff as 
“not simply a personality, but a 
personage”, he is, at once, a tough 
professional and a very jolly man. Full 
of good humor, he is extremely likable, 
but obviously a dynamo at getting 
things done. 

Chief Cameraman Roger Moride is a 
transplanted Breton who runs a tight, 
no-nonsense ship while on the job, but 
who turns out to be great fun at parties. 

A man who soon becomes one of my 
favorite people in Montreal is Roger 
Racine, President of the Montreal 
chapter of the Canadian Society of 
Cinematographers. Heading his own 
production company (Cindfilms 
Limited), he is not only a top cinema¬ 
tographer, but a highly respected 
director of stage, screen and tele¬ 
vision. Roger is a very warm, kind 
person, brimming with enthusiasm, 
and, perhaps because our back¬ 
grounds are so similar, I sense a true 
kindred spirit there. 

Among the other highly experienced 
cameramen on the ORTO staff are Alan 
Grayston, Jim Grattan and Jacques 
Collins. All of the aforementioned and 
several others constitute a kind of 
cadre of top professionals who’ve done 
it all before, and they provide an even 
keel for the younger eager-beavers 
who are long on enthusiasm, but some¬ 
what shorter on experience. 

I see this demonstrated quite graphi¬ 
cally one night at the Swimming 
Stadium. One of the younger camera¬ 
men has an Eclair ACL magazine jam 
on him at a crucial moment and it 

throws him into a minor panic. Not to 
worry. Roger Racine simply pops the 
offending magazine into a changing 
bag, fiddles it about a bit, and has it 
righted in nothing flat. 

Through the kind offices of Guy 
Durocher, Manager of Cinema¬ 
tography Technical Services, I am 
given a tour of ORTO’s in-house film fa¬ 
cilities. 

In the laboratory (located in the 
basement) there is brand new Treise 
processing equipment which, I am told, 
has been donated to the cause by East¬ 
man Kodak and which is being used to 
process the thousands of feet of 7239 
and 7240 Ektachrome video news film 
that is being shot each day by ORTO 
cameramen. 

There are 20 cutting rooms provided 
with 6-plate and 8-plate Steenbeck 
editing consoles, four of which have 
double screens. There is a sound 
transfer set-up (featuring a new ma¬ 
chine built especially for ORTO by 
Moviola/Magnasync) and a small 
dubbing studio, where a mixed track of 
background sound for the Daily Sum¬ 
maries is produced. 

In short, it is a compact, but quite 
complete chain of facilities, with every¬ 
thing needed to perform ORTO’s basic 
film mission located under one roof. 
Only at the stage where multiple print¬ 
ing masters and final release prints are 
required must anything be sent out of 
the building. 

I am told that, after much testing, it 
was decided to use reversal positive 
film all the way through the chain for 
producing the Daily Summaries. 7239 
(Daylight) is the basic stock used even 
inside the various venues (which are 
lighted with daylight-balanced metal- 
halogen lamps) for original photog¬ 
raphy. Then, in a somewhat un¬ 
orthodox move, the same stock is 
being used (instead of internegative) 
for the printing masters. The final 
release prints are being made on a new 
stock, 7399, imported from Kodak 
Pathd in France and not yet available in 
North America. 

Sponsored by the Canadian Society of Cinematographers and held at the CBC, a bilingual 
panel discussion on the challenges and techniques of filming major sporting events (such as 
the Olympics) included (left to right) Innsbruck Official Film Director Tony Maylam, Mon¬ 
treal Official Film Executive Producer Jacques Bobet, ORTO Manager of Film Services Yvon 
Jean, Moderator Herb Lightman, Special Effects expert Wally Gentleman, veteran newsreel 
cameraman Roy Tash, and producer of four Olympics films Michael Samuelson. 

I have a chance to see the result of 
this exotic printing chain when the first 
Daily Summary (that of the Opening 
Ceremony) is projected. To be truthful 
about it, the final effect, when pro¬ 
jected on a fair-sized screen, is not the 
sharpest picture I have ever seen, but 
the color is excellent, the resolution is 
certainly acceptable for the small 
screen (a statement which I have 
always regarded as a kind of cop-out) 
and — most important of all — the 
combination allows for the maximum of 
speed in getting prints of the Daily 
Summaries out of ORTO headquarters 
and onto the jets that will take them to 
the four corners of the world. 

The Official Film 

Karel Ludvik tells me that the 
Canadian Society of Cinema¬ 
tographers has scheduled a panel 
discussion on the techniques and prob¬ 
lems of filming major sports events and 
I am invited to be the moderator. 

The affair is held in the auditorium of 
the CBC’s posh new, futuristic tower 
complex. First there are screenings of 
“WHITE ROCK” and the first of the 
Daily Summaries (the Opening 
Ceremony), which illustrate two entirely 
different types of film requirement per¬ 
taining to Olympic Games shooting. 

The panel, a distinguished one, is 
composed of “WHITE ROCK” director 
Tony Maylam, Jacques Bobet of the 
National Film Board of Canada (Execu¬ 
tive Producer oMhe Official Film of the 
XXI Olympiad), Yvon Jean of ORTO, 
Special Effects expert y)/ally Gentle¬ 
man, veteran expatriate-American 
newsreel cameraman Roy Tash and 
Michael Samuelson. 

Since both the panel and the 
audience are bilingual, I introduce the 
session and the subject in French 
(much to Michael’s astonishment) and 
then say: “I think I’ll quit while I’m ahead 
and conduct the rest of this in English.” 

What follows (unfortunately too 
lengthy to report here) is fascinating in 
that it clearly indicates that the panel¬ 
ists represent at least four different phi¬ 
losophies of film-making. Tony and 
Michael, basking in the glow of “WHITE 
ROCK”, are dedicated to the idea that 
one must now show in an Olympics film 
that which cannot be shown at all (or 
nearly as well) by means of the elec¬ 
tronic medium. 

Yvon Jean speaks of ORTO’s 
dedication toward producing each day 
20 minutes of final cut film that is both 
comprehensive and fast. 

Roy Tash speaks mainly of the past, 
recounting some very amusing anec¬ 
dotes from his long career as a news¬ 
reel cameraman during a period when 
the basic function of newsfilm (for 



theatres) was quite different from what 
it is today (for television). 

Jacques Bobet (whom I had met 
briefly in Munich when he was an ob¬ 
server there for the NFB) speaks elo¬ 
quently in French of what he calls 
“cinema direct”, the technique being 
applied to the production of the Offi¬ 
cial Film of the Games. From what I can 
tell, cinema direct has many of the 
characteristics of what the New Wave 
used to call cinema verity — a very 
honest, straightforward representation 
of reality, “undistorted” by such 
“WHITE ROCK” effects as ultra-high¬ 
speed photography and extreme tele¬ 
photo shots. 

There is no implied rivalry in the 
panel discussion (although each advo¬ 
cate pleads eloquently in favor of his 
approach for his particular project), but 
it is a lively session. 

Although I had been most anxious to 
find out what was being done on the 
Official Film and had already been con¬ 
tacted by a Public Relations repre¬ 
sentative of the National Film Board, 
my encounter with Jacques Bobet at 
the panel discussion is also my first 
contact with the philosophy being ap¬ 
plied to the production of the Official 
Film. He very kindly invites me to view 
rushes at the National Film Board the 
next day. 

The screening of rushes for the 
Official Film is quite different from any¬ 
thing I have experienced before and 
constitutes a trip in itself. On the huge 
screen of the NFB main auditorium no 
less than six different images are being 
projected simultaneously (since this is 
the only practical way of getting 
through the 15,000 feet of film being 
shot daily). The effect is that of a daz¬ 
zling multi-screen presentation and it 
occurs to me that a multi-image format 
all on one anamorphic frame (some¬ 
thing like the technique used for “A 
PLACE TO STAND”) might be a far-out 
way of presenting the essence of the 
Olympic Games. This, of course, is not 
at all what the NFB has in mind. 

The images I view during screening 
of rushes have been photographed on 
the new 7247 color negative and are 
ultra-sharp and almost grainless — 
beautiful picture quality. The ap¬ 
proach, as expected, is very straight¬ 
forward. No slow-motion, no super¬ 
telephoto shots, no electrifying sub¬ 
jective points of view — simply straight¬ 
forward, honest documentation: 
“cinema direct”. It is, however, ob¬ 
vious that the crews have zeroed in on 
certain selected athletes in a very per¬ 
sonal way. 

During the chaos of the screening, I 
am introduced to the director of the 
Official Film, Jean-Claude Labrecque, 

and we make plans to meet privately 
for in-depth discussions later. 

In the meantime, Ernest McNabb 
and Doug Bradley show me what is 
being done with Wesscam, the huge 
sphere containing an ingenious 
remote-control, gyro-stabilized camera 
system. I had been familiar with the rig 
in its basic helicopter configuration, but 
it is being used in several more exotic 
ways for the shooting of the Official 
Film — such as being mounted on vans 
and electric cars and suspended from 
cables in the various venues. 

Just now it is mounted on the flat¬ 
bed of a cheerful little yellow electric 
car in the rig that will be used for 
shooting the Marathon. I am invited to 
have a go at operating it and I’m 
delighted to do so. As the little car tools 
around the immediate neighborhood, I 
operate the controls, viewing the 
results on a small video monitor 
screen. 

At first I find the basic joystick 
control quite awkward to manage, but I 
soon get onto it and am even able to 
achieve over-the-shoulder shots of the 
driver and the road ahead, as the 
curious rig is driven about. I can see 
where it would be great fun to operate 
— and a most versatile tool in the 
hands of a skilled operator. 

I am invited to observe a National 
Film Board shoot in the Olympic sta¬ 
dium and I climb up to a control booth 
located just under the roof of the1 

impressive structure. There, Associate 
Director Marcel Carriere is controlling, 
by means of radio, at least a dozen NFB 
camera crews which are filming the 
high-jump and discus-throw events on 
the field below. As I observe, Jean- 
Claude Labrecque calls to make sure 
that I am there, because, as he ex¬ 
plains, he has something that he wants 
to bring me. That “something”, when he 
arrives, turns out to be a copy of the 
magnificent volume called: BETWEEN 
FRIENDS (ENTRE AMIS). 

Produced entirely in color by still 
photographers of the National Film 
Board of Canada, it is a superb col¬ 
lection of photographs depicting life 
along the thousands of miles of peace¬ 
ful border that the United States and 
Canada share in common. It has been 
created as a gift from the Canadian 
people to the American people in cele¬ 
bration of the American Bicentennial, 
and a copy of it has been officially pre¬ 
sented to President Ford. I am very 
deeply touched by Mr. Labrecque’s 
thoughtfulness in presenting me with 
this absolutely marvelous gift. We 
make plans to meet at his hotel a few 
evenings hence for an in-depth 
interview about the shooting of the Offi¬ 
cial Film (see Page 1104). 
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A former competition soccer player him¬ 
self, famed Hollywood cinematographer 
Ernest Laszlo, ASC, is an avid sports fan 
who never misses attending the Olympic 
Games. He is present at events from morn¬ 
ing till night and thoroughly enjoys it. He is 
shown here discussing the games with 
ORTO cameraman Jim Grattan. 

Horses in the Rain 

The morning of the day on which I 
am supposed to help film the Cross¬ 
country Endurance Equestrian event is 
raw and rainy. Michael Samuelson 
picks me up at my hotel at 4:15 a.m. 
and we then collect my camera equip¬ 
ment, an Eclair very kindly loaned by 
Roger Racine. His young son, Chris¬ 
tian, is to be my assistant for the shoot. 

We drive out to Bromont, which is an 
ordinarily quite magnificent resort area 
about an hour by car from Montreal, 
but today it is the backdrop for some 
very spooky weather. I can’t help but be 
a bit disappointed that on my big day 
behind the camera the weather is 
somewhat less than cooperative, to put 
it kindly. 

We arrive at the headquarters which 
Drummond Challis, director of the film 
for the equestrian federation, and his 
key personnel have been using as 
home base all week. It is, indeed, a pri¬ 
vate home and, when we arrive, Drum¬ 
mond’s attractive wife and assistant, 
Shawna, is bustling about the kitchen 
cheerfully making breakfast for the 
crew. 

Just to be with these blokes on a 
shoot again is enough to perk up my 
spirits, despite the nasty weather. It’s 
like old times — old times in Mexico 
City, Munich and Innsbruck. There is 
that special kind of excitement that 
prevails before an unusual and chal- 
Continued on Page 1174 
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Location Lighting Kit Catalog No. 150-002 
Qty. Cat. No. Description 

2 100-301 Multi-10 
2 118-013 4 Leaf Barndoor 
2 122-141 Single Scrim 
2 122-142 Double Scrim 
2 176-012 1000W, 3200°K, 150 hr. Frosted Lamp’ 
3 104-051 Mini-King 
3 118-003 4 Leaf Barndoor 
1 148-008 Case 
2 152-003 Channel Leg Stand 
2 152-019 Pro-Stand 
2 154-027 Adaptall 
1 156-001 Gaffer Grip 
1 156-006 Mitee Grip 
3 176-022 1000W, 3200°K, 500 hr. Frosted Lamp 

Pro-Kit IV Catalog No. 150-025 

Qty. Cat. No. Description 

2 100-091 Mini-Pro 
2 104-341 Minibroad 
3 118-016 4 Leaf Barndoor 
1 122-133 Single/Double Scrim Set 
2 142-011 25' Extension Cord 
1 148-030 Metal Case 
3 152-019 Pro-Stand 
1 156-008 Sky Clip Kit 
1 156-012 Gaffer Grip 
2 176-002 650W, 3200°K, Lamp* 
2 176-092 600W, 3200°K, 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 

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

Leg Stand 

6" Sweep-Focus Fresnel 
Accessories 
Cat. No. Description 
118-013 Four Leaf Barndoor 
120-009 Diffusion/Gelatran 

Frame 
122-141 Single Scrim 

Catalog No. 100-411 

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> Burrel1 Way> Thetford 

California 91502, Tel. 213 843-1200 Ph® o Sca Norfolk IP24 3RB, U.K., Tel. Thetford 2484 
For more information write Department AC-10-76 
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The new dbx 194 five-input mixer and noise 
reduction system piggybacks with your Nogro 
III, 4.2 or 41 recorder to produce location 
sound tracks with tope hiss os low and 
dynamic range os high os anything you con 
moke in the studio, dbx noise reduction 
preserves the full dynamic range of the 
original action (up to 100 dB) with 30 dB 
noise reduction and 10 dB extra headroom. 
You con forget oil about print through. You con 
also forget level matching and gain riding. 
Your location topes will be totally free from 
hiss, and completely compatible with your 
dbx encoded studio masters. 

The mixer section of the dbx 194 includes four 
mic inputs with high-gain low-noise FET 
preamps and one line level input, oil with 
individual level controls and optional low 
frequency cut. The 194 mokes on ideal 

to eliminate 
print through and tope hiss 

Nagra is a trademark of Kudelski, S.A. of Switzerland 

separate mixer and has its own monitor 
amplifier for headphones or speaker. 

The dbx 194 bolts directly to the Nagra cose 
and operates from the Nagra battery supply. 
Try the dbx 194 on your next location job. For 
complete information and list of dbx 
professional equipment dealers, contact: 

dbx, Incorporated, 296 Newton Street 
Waltham, Massachusetts 02154 • (617)899-8090 

rllrw 
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THE ROLE OF KODAK AT THE OLYMPIC GAMES 
Created solely to service the gigantic broadcasting effort 
of the Montreal Olympic Games, this organization performed 
at least three major functions in the motion picture area 

At the 1976 Winter Olympics in Inns¬ 
bruck, the Agfa-Gevaert film stocks 
were used almost exclusively by not 
only the Austrian and German filming 
groups, but by the ABC film units, as 
well. The compelling reason for this 
was that ARRI had set up an on-site film 
processing lab for the stock at the Tele¬ 
vision Center, so Gevachrome was the 
only type of film that could be proc¬ 
essed within an hour. 

By contrast, in Montreal, Eastman 
Kodak reigns supreme, for they are the 
ones who have set up the quick¬ 
processing facilities, mainly at ORTO. 
Moreover, this processing is free to 
those who use their stock. 

The following interview with Paul 
Martel, Kodak Coordinator for the 1976 
Olympic Games, provides definitive in¬ 
formation about the service provided to 
ORTO and other telecasters: 

QUESTION: Can you tell me about the 
motion picture services you have been 
providing to ORTO? 

MARTEL: What we did for ORTO main¬ 
ly was to provide them with three 
motion picture processors, the proper 

chemistry, technical assistance, quali¬ 
ty control, and a few operators to work 
the processing machines. 

QUESTION: Can you tell me a bit more 
about the processing machines which 
your company provided? 

MARTEL: We started negotiating with 
ORTO on the subject of equipment 
back in May of 1974, after a proposal 
from them to us. A decision was made 
to use equipment from Treise Engi¬ 
neering. After that, we worked with 
them on the design of the area layout 
and the machines were installed in 
September, 1975. They were tested 
with water around the end of the year 
and in early March we tested the ma¬ 
chine with the proper chemistry. All of 
this was done in conjunction with the 
ORTO people. Our technical assis¬ 
tance applies mainly to quality control. 
Since we put the chemistry in, we’ve 
had people there on a full-time basis to 
make sure that the film would be proc¬ 
essed according to our recom¬ 
mendations — both for normal proc¬ 
essing and 2-stop forced devel¬ 
opment. 

QUESTION: What about the types of 
film that they are using and the 
formulas required for processing 
them? 

MARTEL: They are using the 7239 and 
7240 VNF film stocks, developed by 
means of the new VNF-1 process. They 
use the Kodak VNF-1 chemistry that 
comes in kits. This means that all they 
have to do is dilute them with water. We 
make specific gravity and ph tests on 
each mix in order to maintain quality 
control. 

QUESTION: What about the availa¬ 
bility of stock for such a massive 
operation. Can you tell me what 
special measures were taken to make 
sure that there would be enough when 
needed? 

MARTEL: We made an evaluation last 
November of the different specs in the 
7239 and 7240 formats. We had found 
out that in previous games there were 
13 specs for each of the products and 
we made our evaluation accordingly. 
We have set up two main storage areas 
Continued on Page 1177 

These two of the three film processors manufactured by Treise Engineering and provided to ORTO by Eastman Kodak were set up in the base¬ 
ment of the ORTO Centre in Montreal. A third was installed at Kingston, Ontario, site of the Olympic Yachting events. Using the VNF-1 proc¬ 
ess and chemicals in kits, the machines developed Eastman Ektachrome video news film 7239 (daylight) and 7240 (tungsten) for ORTO and 
accredited visiting broadcasters. 
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Affordable 
class. 

Cinemonta. 
Features: 
• Specially Designed 
distortion free optical system. 
• Patented grainless helio 
screen 9"x12" 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. 
• 16MM Film transport with 
40-Tooth Sprocket and 7 
frame wrap-round. 
• Can accommodate 2000 
feet plates. 
• Feet and frames/minute/ 
second counter. 
• Variable speed control 
level switch from "0" to 100 
frames/sec. with pre¬ 
determined positions for stop 
and synchronous speed. 
• Adjustment for sound track 
synchronization. 

Purchase, rent service. 

This new flat bed editing table for 16 
and 35mno films is a masterpiece of 

design, efficiency and precision. One 
European filmmaker commented: ''A 

Cinemonta is a Cinemonta and there is 
nothing else like it in the world." 

Cinemonta is available in 2,4,6 and 8 
plate models; also 2 picture, 2 sound and 

3 picture, 1 sound. 

• Table can easily be moved 
on rollers. Compact 
construction. 
• Table can be rotated to a 
vertical position for easy 
servicing and mobility. 
• Synchronous Points on left 
and right side of table. 
• Electronically controlled 
motor system. Motorspeed is 
synchronous with line 
frequency for 24 (25) 
frames/second to 
guarantee optimum speed 
stability, enabling one to 
make a sound mix. 

• Solid State High Quality 10 
watts amplifier on plug-in 
printed circuit boards. 

Optional Equipment: 
• Selsyn connection system. 
• Foot pedal for 24 (25) 
frames/seconds and fast 
transport in both directions. 
• Hand operated sound head. 
• High speed film winding 
system. 
• Electronic counting unit. 
• Work Lamp. 

MANUFACTURED BY OLD 
DELFT OPTICAL INDUSTRIES, THE NETHERLANDS, 
AND IS SOLD EXCLUSIVELY IN THE USA BY: 

/Jscxacs, Inc 
Write or call for more information 
11810 Charen Lane, Potomac, Maryland 20854 
(301) 299-7259 • West Coast (213) 931-6151 • Telex 248373 

VISIT US IN BOOTH 82 AT SMPTE, OCTOBER 17-22 
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Tota-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 Tota-Light a room is 

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

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

ceiling and floor 
can be covere 

from a corner. 

series. And a 
family of 
snap-together 
flags held by 
flexible arms. 
Using these 
and other 
components, 
Tota-Light can fh 

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 withounspeessories. 

\ 

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

Stacks on stand or clamp. 

mounted atop open 
or closed doors, 
fastened to virtually 
any surface...and 
closed compactly 
to fit a kit or canvas 
pouch that loops 

over the belt. 
To find out more about 

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

your Lowel dealer or send for 
our brochure. 

*TM Pat. Pend. 

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



New Oxberry Special Effects, 
Step Optical Printer 

With solid state technology 
Oxberry has expanded its family of fine optical printing 
equipment. Using space age electronics the Electro-Sync 
Models have added new dimensions of precision and 
performance to the well-known Oxberry reputation for 
quality and reliability. 

Consider the impact these features will have on your 
printing operation: 
• Independent high performance servo motors mounted 
directly on the camera and projectors. 
• Extended speed range 0-320 FPM in stop motion mode 
and up to 720 FPM in continuous. 
• Revolutionary synchronization method between 
camera and projectors is less critical, requires no 
mechanical linkages and stops in the viewing position. 
• High speed pull down to increase footage at low 
exposure speeds. 
• 100*70 modular construction and reliable plug-in 
components minimize down time. 

• Solid state, high reliability skip frame device usable at 
all shooting speeds. 
• Solid state, five digit, predetermined counter that can 
stop the printer on frame even at high rewind speeds. 
• Expansion capability to four projectors. 
• Variable speed follows focus devicefor aerial image units. 
• Patented light valve compensation to keep exposure 
constant and at best lens opening while zooming. 
• Variable speed, motorized camera, zoom drive. 
• Additive lamphouse, automatic/manual, with special 
condensers for 16 and 35mm formats. 

You need an Oxberry special effects step optical printer 
to stay out front of your competition. For more 
information on this and other fine Oxberry products 
call or write: 

■ A Division of Richmark Camera Service 

I 516 Timpson°Place, Bronx, N.Y. 10455 
Tel- (212) 585-0730 Cable Oxberry, N.Y. 

I Telex No. 422250 Res. 
® 
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INDUSTRY ACTIVITIES 
Continued from Page 1086 

Britain, Canada, Czechoslovakia, 
France, Germany, Italy, Russia and the 
United States — with sneak previews of 
Hollywood Blockbusters. 

SIX BIG PARTIES 

Every night a gala to honour a major 
film and the producing nation: 

Monday Los Angeles Inter¬ 
national Film Expo¬ 
sition 

Tuesday Taormina Interna¬ 
tional Film Festival 

Wednesday Moscow / Karlovy 
Vary International 
Film Festival 

Thursday Cannes Film 
Festival 

Friday Berlin Film Festival 
Saturday Edinburgh Inter¬ 

national Film Fes¬ 
tival (including the 
world premiere of 
the new Imax film 
TO FLY by Francis 
Thompson) 

FILM CRAFT 

Six super sessions with masters of 
the various crafts that make up films, 
e.g., Verna Fields (editor of JAWS). 
And see how Martin Scorsese directs 
films like TAXI DRIVER. 

PRODUCERS CONFERENCE 

Six sessions dissecting the making, 
selling, promoting and producing of 
feature films. The world’s best-known 
directors will be taking part — Dino de 
Laurentiis, George Barrie and others. 

NEW GERMAN CINEMA 

This is a collection of the current 
work by the major new young German 
directors, including some of the most 
outstanding works of Fassbinder, the 
first North American retrospective of 
the works of Wim Wender with Wender 
in attendance. 

MIDNIGHT MOVIE MARATHON 

An all night review of the greatest hits 
from Samuel Z. Arkoff, the master of 
the movies you hate to love: LITTLE 
SHOP OF HORRORS, THE RAVEN, 
THE PIT AND THE PENDULUM, and 
many others. 

WOMANSCENE 

Films by women about women. A 
collection of features and shorts in 
concert with personal appearances — 
attending will be Claudia Weill (director 
THE OTHER HALF OF THE SKY), 
Freude Bartlett (“Freude Presents”), 

Vicki Polon (Director PLEASANT- 
VILLE) and others. 

CINEMA ITALIA 

Italy’s top producers have put to¬ 
gether a dozen of the biggest hits pro¬ 
duced in Italy this year, including a 
great comedy that outgrossed JAWS in 
Italy — DEAR MICHELE by Francesco 
Rossi. 

NEW FILMS AND NEW DIRECTORS 

A unique preview of tomorrow’s big 
names in filmdom. Directors will be in 
attendance, including Paul Bartel 
(Director DEATH RACE 2000) and Don 
Owen (Director PARTNERS — 
Canada). 

CHILDREN’S PROGRAMME 

Six hours of film to be held at Cine- 
sphere on Saturday morning. A special 
event honouring the Tenth Anni¬ 
versary of the Tehran Children’s Film 
Festival, showing their biggest hits from 
over the years. 

MAKING MOVIES 

Six exciting sessions by critic, 
teacher and author William Wolfe. 
Featuring Saul Turell and his definitive 
study of film craft, THE ART OF FILM, 
and a superb series of shorts on the 
making of big-name movies. 

NATIONAL FILM BOARD OF 
CANADA 

Over two hours of short subjects 
including the winners of the Animated 
film festival of Ottawa and two major 
new works: THE STREET and MIND 
SCAPE. Including Academy Award¬ 
winning shorts to open the gala 
premiere programmes each evening at 
Cinesphere. 

SILENT FILM CLASSICS 

HAND-COLOURED prints of six 
silent film classics: THE HUNCHBACK 
OF NOTRE DAME, BLOOD AND 
SAND, DR. JEKYLL AND MR. HYDE, 
THE BLACK PIRATE, THE MARK OF 
ZORRO, THE THIEF OF BAGDAD. 

HOW TO GET TICKETS: 

1 FESTIVAL OF FESTIVALS PASS 

For $6 — three daytime shows and 
seminars. 

GALA PREMIERE & PARTY 

Premiere film, gala party till mid¬ 
night with celebrities and personalities 
to be held at Cinesphere. Enter¬ 
tainment, food and drink — $25 per 
person. 

LAISSER PASSER 

Seminars, films, access to all festi¬ 

val events (except gala premieres) AND 
special events — $50. Student Laisser 
Passer: With identification — half price 
— $25. 

VIP MEMBERSHIP 

Absolutely everything, films, parties, 
seminars, special events, and 
surprises. The best value at the biggest 
film event ever held in Canada — $150. 

LOCATIONS 

The Festival of Festivals will take 
place throughout the city including the 
following theatres: New Yorker (Yonge 
and Wellesley), Backstage One and 
Two (Balmuto south of Bloor) and Cine¬ 
sphere at Ontario Place. 

FOR INFORMATION: FESTIVAL OF 
FESTIVALS, TORONTO (416) 367- 
0509. 

U.S. AMATEUR FILMS WIN HIGH 
HONORS IN INTERNATIONAL FILM 
FESTIVALS 

Washington, D.C. — Amateur films 
entered by CINE (Council on Inter¬ 
national Nontheatrical Events) at inter¬ 
national amateur film festivals on three 
continents won high honors. 

At the 1976 Canadian International 
Amateur Film Festival, FOOTNOTES, 
produced by pre-teeners Ramon 
Cordero, Annette Quintero, Ossie 
DiPablo, Janine Cash, and Michael 
Heinrichs of Glendale, California, was 
awarded the Trophy for the Best Film 
by Youth Under 16. The Trophy for the 
Most Original Theme or Treatment of 
Subject was won by the University of 
Southern California film SUBWAY. 

The Melbourne International 
Amateur Film Festival awarded the 
Cineman Trophies to CROSBY 
STREET by Jody Soslow, RECORDED 
ALIVE by University of Southern Cali¬ 
fornia, and THE SPIDER WILL KILL 
YOU by David Schmoeller. 

At the Festival of the Nations at 
Velden in Austria, FIELD OF HONOR 
from the University of Southern Cali¬ 
fornia won a Silver Medal, the Prize of 
the Austrian Amateur Film Club and the 
French Ambassador’s Prize. 

CINE is the voluntary, non-profit 
organization which enters the best U.S. 
short films in international film festivals 
abroad. 

The deadline dates for submitting 
entry forms for CINE competitions are 
August 15 and March 15. For further 
information, contact the CINE Office at 
1201 Sixteenth Street, N.W., Wash¬ 
ington, D.C. 20036. Telephone: (202) 
785-1136. ■ 
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An Authorized Bicentennial Program of 
American Cinematographer 

YOU HAVE ONLY ONE 
CHANCE TO CELEBRATE 

THE BICENTENNIAL. 
DO IT RIGHT. 

Just how do you celebrate a Bicentennial? 
You’ve had lots of practice celebrating Christ¬ 
mas, New Year and Thanksgiving. But there 
has never been a Bicentennial...and there 
will never be another. Just as regular 
holidays depend on people to t 

celebrate them, so does the Bi- 
centennial. And all the Bicen¬ 
tennial commissions and 
administrations combined 
can’t celebrate it for you or without you. 
Trying to celebrate the Bicentennial without 
a flag is like Christmas without a tree. Our 
flag is the one emblem that has stood for our 
country for the past 200 years. So start now. Fly 

II 
I 
I 
l| 
k 

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

g flag on your 
house, on your 

lapel, and on your 
car window and 

bumper. 
If you have a flag, 

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

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

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

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

Bicentennial today! 

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

f First and Main Streets 
Richmond, Virginia 23219 

Quantity Cost 

50-Star Betsy Ross 
'76 

Bicentennial 

A1. Home Flag Set(s) @ $9.95 

A2. Flag without Accessories @ $7.76 

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

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

C. Bicentennial Lapel Pin(s) @$1.00 

Postage and Handling 

Fnrln<;pH is my check nr money order for S 

$ .50 

Name  

Address. 
City  .State. .Zip. 

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

I 
I 
I 
I 

J 
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Because we’ve worked 
longer and harder 
to earn your trust 

(besides which, we make the most dependable equipment) 

The 
world’s 

only 
Flickerless 
Picture 

Head 

...combined with the most efficient and reliable 
Flatbed editors in the industry: 

M-77 M-86A M-85A M-84A 
- 

magnasync 
L moviola magnasync/moviola corporation 

A Subsidiary of Craig Corporation 

5539 RIVERTON AVENUE, NORTH HOLLYWOOD, CALIFORNIA 91601/(213) 877-2791 
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What’s in a Name? 

Plenty--if it’s MITCHELL! 
Back in the twenties (and the thirties and forties too, for that matter) if 
you wanted the very best news/documentary camera, there was only 
one choice —the Mitchell NC. Today the only thing that has changed is 
the width of the film. There are other 16mm single/double system 
sound cameras on the market today, just as the NC had its competitors, 
but only one carries the name Mitchell — the new Mitchell R-16-S. And 
like it’s famous forebears, it is the finest money can buy. Here are just a 
few of the reasons why: 

1. A lightweight amplifier that’s a snap to mount to the camera’s 
side using a single connector and locking screw. And just as 
easy to remove for double system or two-man single system 
operation. Incidentally, the hard side plate is a part of the 
camera. You don’t have to buy it as an “accessory.” 

2. All IC circuitry with removable circuit cards for easy servicing. 
There are two microphone inputs, each with separate AGC and 
manual override, plus adjustable bias for optimum recording. 
It is not necessary to buy an “auxiliary” mixer or “accessory ” 
bias oscillator! 

If your professional motion picture equipment dealer does not yet have 
the new R-16-S, call or write for complete information and prices: 

3. Extra brilliant rotary mirror reflex viewing system with integral 
TTL match-point light meter, audio VU meter and sync lighta// 
visible in the viewfinder! 

4. A 12 volt motor drive system with crystal control at all speeds 
— 8,16, 32, 36, and 40fps as well as the 24 and 25 fps sound 
speeds! 

5. Lightweight, all-magnesium body with internal BNCR-type 
bayonet lens mount which accepts a wide range of prime and 
zoom lenses. Weighs only 16 pounds with amplifier, zoom 
lens and fully loaded 400-foot magazine! 

Considering its outstanding features and surprisingly low price, the all 
new R-16-S is today’s best buy in a 16mm single/double system sound 
camera. And best of all, it’s a Mitchell! 

“The Quality Standard of the World’’ 

MITCHELL 
CAMERA CORPORATION 

11630 Tuxford Street, Sun Valley, Calif. 91352 — (213) 768-6400 
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WHAT’S NEW 
Continued from Page 1070 

The Questar 700 focuses precisely 
from infinity down to ten feet with a 
single turn of the focusing ring. At the 
10-foot distance, image magnification 
is 1:4, said to be an unheard-of ratio in 
telephoto lenses. 

For further information, write Box C- 
700, Questar Corporation, New Hope, 
Pa. 18938. 

NEW PROFESSIONAL 
STUDIO/LOCATION “QUARTZ” 
LIGHTING KIT AVAILABLE FROM 
CINEMA PRODUCTS 

Cinema Products Corporation an¬ 
nounces the availability of PRO-KIT, 
the new professional five-light “quartz” 
lighting kit. The new Pro-Kit offers 
maximum versatility for both studio and 
location operation. 

Pro-Kit includes: two focusing 1000- 
watt spot lights; two focusing 650-watt 
spot lights — all four above luminaires 
supplied with detachable rotating four¬ 
way barndoors; one 1000-watt broad 
with integral four-way barndoors; four 
diffusion frame holders with diffusion 
spun glass; two gaffer grips; three 
“Pro” professional-type stainless steel 
light stands; five 15-ft.-long three-wire 
cables (with in-line switches and 
parallel blade U-ground plugs); and a 
sturdy aluminum carrying case, 
measuring only 26” X 20” X 93A”. 

The Pro-Kit operates at 120-volts 
AC/DC with 1000-watt single-ended 
and double-ended lamps, and 650-watt 
double-ended lamps. 

The new Pro-Kit is priced at $895.00 
(lamps not included). 

For further information, please write 
to Cinema Products Corporation, 2037 
Granville Avenue, Los Angeles, Cali¬ 
fornia 90025. Tel: (213) 478-0711. 

FREZZI-FLEX MODEL FR-16NOW IN 
PRODUCTION 

Introduced to the industry late in 
1975 at the SMPTE Conference, the 
new Frezzi-Flex™ Model FR-16 profes¬ 
sional 16mm motion picture (cind) 
camera, for single- or double-system 
sound, is now in full manufacturing pro¬ 
duction by FREZZOLINI ELEC¬ 
TRONICS INC. at its plant in Haw¬ 
thorne, New Jersey USA. 

The Frezzi-Flex™ camera body 
weighs only 8 lbs., 7 oz. (3.8kg.). 
Including camera body and finder, 
Angdnieux 12-120mm zoom lens, 400 

ft. Frezzi/Mitchell magazine, film load, 
quick-change reliable internal nickel- 
cadmium battery, Frezzi MCA-16 two- 
channel side-mounted amplifier, sound 
head, its “ready-to-roll” (“street”) 
weight is only 161/2 lbs. (7.5 kg.). 

Camera design permits quick plug¬ 
in installation of a side-mounted ampli¬ 
fier for single-system sound operation 
without external or internal modi¬ 
fication or re-assembly of camera, and 
vice-versa for double-system sound 
filming. All FREZZOLINI® cameras are 
crystal-controlled and multi-speed, 12, 
18, 24,30, 36 and 44 fps. 

An OPTIONAL external Battery 
Eliminator/Charger which can be oper¬ 
ated from either 120 volts or 240 volts 
AC, 50/60hz. is available for Frezzi- 
Flex™ Model FR-16 cameras. Designed 
and produced by FREZZOLINI ELEC¬ 
TRONICS INC., it features exceptional 
reliability and stability. The Frezzi- 
Flex™ Model FR-16 continues in the 
long tradition of producing the world- 
famed rugged construction of the 
thousands of FREZZOLINI® cameras in 
daily regular operation in TV newsfilm 
and in 16mm documentary film 
production throughout the world. 

Frezzi-Flex™ Model FR-16 16mm 
motion picture (cin6) cameras are 
available with a complete line of 
Angdnieux zoom lenses including 12- 
120mm, 10-150mm, 9.5-57mm and 
wide-angle fixed-focus 5.9mm. An ad¬ 
vanced automatic iris powered from 
the camera is also available on the 12- 
120mm zoom lens only. 

The Frezzi-Flex™ Model FR-16, as 
with all other FREZZOLINI® motion 
picture camera models, can be “cus¬ 
tomized” to particular specifications 
from a complete choice of camera ac¬ 
cessories and systems available from 
stock at FREZZOLINI ELECTRONICS 
INC. 

Basic list price is $6450.00 for 
camera body. For detailed infor¬ 
mation, dealer addresses, other appli¬ 
cations write FREZZOLINI ELEC¬ 
TRONICS INC., 7 Valley Street, Haw¬ 
thorne, New Jersey 07506 U.S.A., or 
phone (New Jersey 201) 427-1160 or 
(New York City 212) 594-2294. 

FREZZOLINI ELECTRONICS INC. is 
a manufacturer of 16mm motion 
picture (cind) cameras and E.N.G. sup¬ 
port equipment. The company also 
designs and produces for O.E.M. appli¬ 
cations. 

• 

CINEMA PRODUCTS ACQUIRES 
TODD-AO 35 ANAMORPHIC LENS 
SYSTEM 

Ed DiGiulio, President of Cinema 
Products Corporation, proudly an¬ 

nounces the acquisition by Cinema 
Products of the Todd-AO 35 ana- 
morphic lens system. Included in the 
acquisition are all of the anamorphic 
lenses, related cameras and acces¬ 
sories, as well as patent rights to the 
unique Todd-AO 35 anamorphic lens 
system. 

These high quality anamorphic 
35mm lenses were designed by Dr. 
Richard Vetter (of the Todd-AO Cor¬ 
poration) who received an Academy 
Award in 1973 for their improved ana¬ 
morphic focusing system — a system 
which results in the lowest distortion yet 
achieved by any anamorphic lenses. 

The Todd-AO 35 anamorphic lenses 
and related accessories will be avail¬ 
able for rental on a world-wide basis 
through exclusive rental agents ap¬ 
pointed by Cinema Products. North 
American representation has already 
been established with Mark Armi- 
stead, Inc. as the exclusive agent for 
the West Coast; Camera Mart, Inc. as 
the exclusive agent for the East Coast, 
and William F. White Co. (Toronto) as 
the exclusive agent for Canada. Other 
agents throughout the world will be an¬ 
nounced as they are appointed. 

Todd-AO Corporation will continue 
to service film productions with the 
Todd-AO 35 anamorphic lens system 
under special arrangement with Cine¬ 
ma Products. 

According to DiGiulio, “This ex¬ 
tremely fine lens system should gain 
increasing acceptance among film¬ 
makers now that it has the full support 
and backup of a network of the finest 
rental companies in the world, as well 
as that of Cinema Products, which has 
specialized over the years in providing 
unique equipment for such productions 
as THE TOWERING INFERNO, BARRY 
LYNDON, and LUCKY LADY.” 

As backup for the Todd-AO 35 ana¬ 
morphic lens system, Cinema Prod¬ 
ucts will also make available its own 
video-assisted filming systems for Arri- 
flex, Mitchell, and CP’s XR35 cameras; 
a pin-registered high-speed Photo- 
sonics camera (especially modified to 
accept Todd-AO anamorphic lenses) 
capable of reaching speeds of 360 fps, 
and, of course, Cinema Products’ new 
and revolutionary STEADICAM-35 
system that permits a hand-held 
camera to deliver rock-steady, dolly- 
quality shots while the operator is 
running, walking, or riding on a vehicle. 

For additional information, please 
contact Ed Clare, Assistant-to-the- 
President, Cinema Products Cor¬ 
poration, 2037 Granville Avenue, Los 
Angeles, CA 90025. Tel: (213) 478- 
0711. 
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‘touch&go‘ - 

Tripod: 
The absolute best we ever 
made. Taking the roughest 
handling on all types of 
locations from the camera 
crew. Yet, all the movements 
always smooth. Utilizing a 
new torsion-free trapezium 

design manufactured with the 
latest space-age lightweight 
metal combination of 
aluminium and titanium steel 
easy to make adjustments 
with extra large hard rubber 
butterfly lock knobs. 

Triangle: 
Made of unbreakable hard 
rubber that will not slip on or 
scratch the smoothest sur¬ 
face. It is quick and easy to 
fold without removing from 
tripod, however, a very slight 
pull on the rubber locking 

Shoulder Brace: 
A unique design with new 
quick release one touch 
camera mount. A new light¬ 
weight easy to fold shoulder 
support that will safely hold 
the camera in the folded 
down position. 

Sachtler 

presents 
a new tool for the 
Professional Film¬ 
maker 

o c o 

CD 
O 

Sachtler GmbH 
Filmtechnische Cerate 
OsterwaldstraBe 10 
D-8000 Miinchen 40 
Telefon 0 89/36 40 65 
Telex 2 15 340 

The heart of the Touch and 
Go System is the entirely new 
quick-release one touch 
camera mount, ending forever 
the fumbling to mount camer< 
to tripod head. Now, with one 
soft touch of your finger, the 
camera is released from 
head and quick mounted on 
shoulder brace - Touch and 
Go. 

Sachtler 

handgrips will separate the 
triangle from the tripod legs. 

The Super Fluid Head: 
With 16 combinations and 
2x4 panning and tilting 
speeds. Allow ultra quiet and 
slow movements to extremely 
fast panning action covering 
all sporting events. 
The Touch and Go System is 

the latest innovation of the 
forward thinking Sachtler Co. 
A new design approach 
making the basic fluid head 
tripod, triangle (spider) and 
shoulder brace much easier 
and faster to use. 

touch&go 16 



The Reason Showchron Works So Well 
Here 

Is That We Worked So 
Down 

Hard 
Here 

inching knobs and other features are just part of the 
story. We designed the Showchron as a mechanical 
machine utilizing relays, pulleys and belts instead of 
complicated electronic circuitry. This simplifies 
maintenance and service. We designed a ‘Flip Top’ 
feature into our editor to give you immediate system 
inspection and allow you to transport the Showchron in 
a compact easily handled package. (Try to put one of our 
competitors’ editors in the back of a stationwagon.) 

And with all these features, we worked just as hard to 
keep the price low. The American-made Showchron is 
under $8,400, and we think that is an important feature, 
too. Stop by your nearest Showchron dealer today and 
look at all of our hard work. We think it will make yours 
a little easier. 

The quality performance and convenience of the 
Showchron console was no accident. We put hundreds 
of hours into the development of each individual feature 
just to make your work a little easier. The digital counter 
displays were designed to give you instant readings of 
not only feet/frames but also minutes/seconds and 
frame displacement. 

We consolidated all film control knobs into a master 
control which gives you instant start and stop, film speed 
control and forward/reverse switching. Inching knobs 
are on all sprockets for manual frame locating. And all 
controls are designed to gently handle your film. 

All the features of the Showchron are ‘Human 
Engineered’ to give you maximum efficiency in your 
flatbed editor. The digital displays, master controls, 

MANUFACTURED BY 

Honeywell * 
5303 Shilshole Ave. NW 
Seattle, Wash. 98107 
(206)789-2000 

'Under license from the Showchron Group. 

SHOWCHRON" 
TM —Trademark of Showchron American Corporation 

U.S. PAT. NO. 3,912,383, other U.S. and foreign patents pending 

OSCAR H. HIRT, INC. 
Philadelphia, Penn. 
(215) 629-8560 
ALEX L. CLARK LTD. 
Toronto, Ontario, Canada 
(416) 255-8594 
M P L INC. 
Memphis, Tenn. 
(901) 774-4944 

AVAILABLE THROUGH THESE DEALERS 

SHOWCHRON AMERICA CORP. 
Beverly Hills, Calif. 
(213) 550-0800 
ZIA CINE-FERCO 
Santa Fe, New Mexico 
(505) 983-4127 

FERCO 
San Francisco, Calif. 
(415) 957-1787 
CINEMA SALES, INC. 
Denver, Colo. 
(303)777-7699 

VICTOR DUNCAN, INC. 
Chicago, III. 
(312) 321-9406 
Dallas, Texas 
(214) 369-1165 
Detroit, Mich. 
(313) 371-4920 
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An A to Z of Hew t6mm Goodies 

The Zeiss Distagon T1.3 ultra wide aperture lenses — 12mm, 16mm and 25mm 

Ais for Aaton, the camera that fits snugly on the cameraman's shoulder, makes less noise than any other 16mm camera 
we've tested and has a built-in TV viewfinder system. 

The Arriflex 16SR camera The Angenieux 1 0:150mm zoom 

Ais for Arriflex 16SR, rapidly becoming the 16mm camera most in demand. 

Ais also for Angenieux. Particularly the new 10:150mm T2.3, a handy addition to Angenieux's already comprehensive 
range of zoom lenses. 

Zis for Zeiss zoom lenses for 16mm cameras. We supply both the Aaton and the Arri 16SR with Zeiss 10:100mm 
T2.3 zoom lenses as standard equipment. 

Zis also for Zeiss Distagon, the new T1.3 ultra wide aperture fixed focal length lenses for 16mm cameras. We supply 
them in sets of three comprising 12mm, 16mm and 25mm to go on any 16mm camera fitted with an Arri steel bayonet 
mount or, by use of an adaptor, any 16mm camera with an Eclair mount. 

European Managing Associates for -/=>A NAVIS/ON' Corporation of California Ltd. 

»T»» 
THERES ALVJm 

SOMETHING NEW 
AND EXCITING 

ATSAMUELS0NS 

SAMUELSON 

ftlM SERVICE 
LIMITED 

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

SAMUELSON 
ALCA CINEMA 

SARL 

24/26 Rue Jean Moulin, 
94 Vincennes, Nr. Paris, FRANCE. 
Tel: 328 58 30. Telex: 670260 F. 
Cables: Samcine Paris. 

SAMUELSON 
FILM SERVICE 
AUSTRALIA 
<Rty'> LIMITED 
25 Sirius Road, Lane Cove, 
Sydney 2066, N.S.W., AUSTRALIA. 
Tel: 428 5300. Telex: 71 25188. 
Cables: Samsmeal Sydney. 

SAMUELSON 

INTERNATIONAL 
BV 

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

A MU ZHW A 

S4MFKEMIHT MMITCU 
Room 65, Cargo Agents' Building, 
London Airport ENGLAND. 
Tel: (01) 897 2851. Telex: 22197. 
Cables: Samfreight London. 

SAMCINE 
SALES 
LIMITED 

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

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

E 
SOUTHERN LIGHTING 
ASSOCIATES LTD. 

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

Tel: (01) 452 5477. Telex: 2143tt 
Cables: Samcine London. 
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SHOOTING “SLOW- MOTION” IN MONTREAL 

By ROBERT RIGER 
ABC Sports, Inc., New York, N.Y. 

Coverage of events as they 
happened was the paramount con¬ 
sideration for ABC Sports in its presen¬ 
tation of the 1976 Summer Olympics. 
TV cameras captured the events as 
they took place, either for live broad¬ 
cast or recorded on videotape for later 
airing. There was enough ABC elec¬ 
tronic equipment there to equip three 
or four television stations, and it was 
used effectively. 

But that still left a lot of work for the 
ABC Film Unit, headed by Brice Weis- 
man and John Wilcox, to which I was 
assigned. Between us, we shot some 
100,000 feet of 16mm film. 

We were told before we went to Mon¬ 
treal that film would be used where it 
was most effective and that would be 
for the background pieces, such as “Up 
Close and Personal”, personality pro¬ 
files which Brice and co-producer 
Eleanor Riger had traveled the globe so 
extensively to produce. My job was 
essentially to isolate specific athletes 
and to use the ultra-slow-motion tech¬ 
niques I’d developed as sports tech¬ 
nique pieces. 

To tell the why of a sport, I work any¬ 
where from 48 frames per second to 
500 frames per second with a Milliken 
camera and, usually, a 385mm lens. 
High-speed photography is a con¬ 

An ultra-high-speed specialist of the American Broadcasting 
Corporation discusses techniques used in filming the Olympics 
and points out how film excells electronics for this purpose 

ceptual approach to sports that offers 
viewers something different, slow- 
motion visuals. The slow-motion tech¬ 
niques are only part of the difference, 
though. 

For example, before I got to Mon¬ 
treal, I worked with the U.S. Track 
Team as they practiced at Plattsburg, 
N.Y. I shot two segments devoted to the 
baton pass. They became background 
pieces explaining how a proper baton 
pass is made in relay racing. It was a 
technique piece — a “why” of relay 
racing — and its best explanation 
visually was in ultra-slow motion. 

The techniques we used in Montreal 
were developed more than 10 years 
ago. I joined ABC Sports in 1963 as an 
on-camera performer. Later, I began 
covering an event for analysis the 
following Saturday. I took a Hulcher 
high-speed still camera with me, which 
took 20 pictures per second on 70mm 
film. We made enlargements of the 
pictures and put them on videotape 
with my narration of how, for instance, 
a horse did or did not make a hedge, or 
a car did or did not take a corner. That 
was the forerunner of the analysis type 
of reporting we do today. 

When we added color coverage, I 
started working with slow-motion, 
using 16mm reversal color film for 

“Wide World of Sports.” In 1967, John 
Peterson, who now is supervising film 
editor at ABC Sports, and I did pro¬ 
files, including slow-motion film of 
Peggy Fleming in Colorado, Jean- 
Claude Killy in France and the Proto- 
popoffs in Moscow. 

After heading up the slow-motion in 
the 1972 Winter Olympics in Sapporo, I 
went into other areas of programming 
and was invited back to help create the 
high-speed material in Montreal for 
ABC Sports. 

My motivation at the 1968 Olympics 
was the same as it was this year — to 
do with film what tape could not do. By 
then, ABC had pioneered the under¬ 
water tape camera for the swimming 
events, but about all they got was a 
brief picture of the turn and a lot of 
normal speed videotape coverage of 
bubbles. We knew we could do it better 
with a film camera at 400 frames per 
second, and we did. It was slow- 
motion, but it wasn’t excessive and, at 
400 frames, I had just about reached 
the exposure limits of the film in those 
lighting conditions. I exposed for the 
white water, and we ended up pushing 
this film five stops, building special 
lights into the printing box and using all 
sorts of tricks to get a print. 
Continued on Page 1168 

Sports with graceful, rhythmic action patterns, such as the Equestrian and Gymnastics events, take on an entirely different, poetic character 
when filmed in slow-motion. For such work, the author shoots anywhere from 48 frames per second to 500 frames per second with a Milliken 
camera and, usually, a 385mm lens. At the Montreal Games all the venues were equipped with metal-halogen lamps, which created some 
problems beyond 100 frames per second because of a strobing effect visible on the film. 



A.LG OR MANUAL MIXING 
ON NAGRA SYNCHRONOUS RECORDERS 

NAGRA SNN MINI 
automatic level control 
for CLOSE UP DIALOG 
RECORDINGS 

NAGRA SL STEREO 
for MUSIC OR SOUND EFFECTS 

THAT HAVE VALUE IN 
STEREO RELEASE 

PREPARE YOUR PRODUCT FOR THE FUTURE 

SL STEREO SYNC RECORDER 

United States Distribution — Service — Sales 

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

Southern California Sales and Service RYDER MAGNETIC SALES CORP. 1147 North Vine St. Hollywood, California 90038 
(213) 469-6391 

Available in Canada BRAUN ELECTRIC CANADA, LTD. 

ALWAYS ONE STEP AHEAD 
The new Senior “F” and Light Professional Tripod Heads 

to supplement present “Miller” Lines. 

* 

* 

FEATURES INCLUDE: 

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

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

Model shown is LP-2 
PROFESSIONAL FLUID HEAD 

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

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

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

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

MILLER PROFESSIONAL EQUIPMENT 
6500 Santa Monica Boulevard / Hollywood, California 90038 / Phone: (213) 466-5105 
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(RAM MEXIM m It MHNKtl It INNSBRUCK ft MtNIREAE 
A veteran of four Olympic Games and two World Cup 
shoots discusses his two films in progress at Montreal 
and announces that “The Year of the GSAP” has arrived 

By MICHAEL SAMUELSON 

We are making two small 16mm films 
at the Montreal Olympic Games. One of 
them is for the Federation of Inter¬ 
national Equestrian Associations. Each 
federation is entitled to have a tech¬ 
nical film made, and the FEI, as it is 
known here in Montreal, has asked us 
to make their film. I feel that technical 
films need not be merely training films 
for training purposes. There is no rea¬ 
son why they should not be enter¬ 
taining and good to look at, as well. So 
we are trying to do this on the eques¬ 
trian events, which I don’t think have 
ever before really been adequately cov¬ 
ered in an Olympics film. 

The main equestrian spectacle is the 
Cross-country Endurance Event, a 
three-day affair, and we are happy to 
have Herb Lightman with us again as 
one of our cameramen on that one. An 
Olympics wouldn’t be the same with¬ 
out Herb behind the camera. The 
grueling Cross-country challenge is 
probably the most exhilarating event on 
the entire Olympics calendar and some 
of the fences that the horses have to 
jump are quite unbelievable. Adding to 
the challenge is the fact that it is the one 
event for which there is no possibility to 
train or practice beforehand. Whereas 
a gymnast can spend as long as he 
likes practicing how to vault over a 
horse, or working on the beam or the 
rings, the horses have never seen the 
fences before and the riders are only 
allowed to look at the fences 24 hours 
beforehand on foot and decide how 
they will tackle each individual fence. 
So it’s a very exciting event. 

Then you have the beauty of the 
Dressage, which, in a way, is very like 
gymnastics. I feel that if they put it to 
music it would become just as popular 
as gymnastics, because it is absolutely 
a thing of great beauty to see those 
lovely horses working without any 
apparent instructions from the rider. 

Then, finally, you have the Show 
Jumping section, with bigger fences 
than horses meet at any other time 
during their careers. Once every four 
years they are presented with a series 
of fences which are so high that, during 
the Individual Medal competition, only 
one horse (and one rider) had two clear 
rounds, and no other horse and rider 
had even one clear round. That indi¬ 

cates the difficulty of the course. 
Our second project in Montreal is a 

film we are doing for Coca Cola. It’s a 
16mm half-hour documentary which 
will compare the Winter and Summer 
Olympics — although I don’t think 
“compare” is really the right word. 
What it will actually do is select action 
patterns that are similar in the Summer 
and Winter events and intercut them to 
give an impression of the Olympic 
Movement, using only effects and 
music as a sound background. For 
example, figure skating and gym- 
nastcs will be cut together; ice hockey 
and field hockey will be intercut, as will 
ski jumping and pole vaulting, cross¬ 
country skiing and long-distance 
running, bob-sledding and canoeing. It 
should be something of great beauty 
and feeling. It’s an exciting film to make 
because we have very little responsi¬ 
bility except to produce something of 
beauty. Although Coca Cola is spon¬ 
soring it, the picture will have no Coca 
Cola promotion in it. It is a film which I 
think the Olympic Committee will love. 

As for our photographic techniques 
in the making of these two films, I 
believe this is “The Year of the GSAP” 
— which sounds like a good title for a 
movie — and I suppose you can spray 
to get rid of them. We used the tiny 
GSAP gun cameras very effectively in 
Innsbruck to mount on skis for the 90- 
meter jump and what we got was one of 
the most exciting shots we’ve ever ob¬ 
tained. It’s always been my ambition to 
get shots that nobody else has done 
before and that certainly is one of them. 
I think the GSAP is a marvelous camera 
because it’s so small and you can 
mount it anywhere with gaffer tape. 
We’ve mounted it on a canoe by simply 
putting gaffer tape all around the 
outside of the canoe and sticking it onto 
the side. We’ve put them on a bicycle in 
the Velodrome, so that you get a lovely 
shot from the handlebars pointing for¬ 
ward. During a race you see the Velo¬ 
drome and the clouds spinning around, 
as the cyclist tears about and, at the 
end of one lap, goes right up on the 
bank and comes down directly behind 
three other cyclists who are pedaling 
away like mad. 

Arthur Wooster, our Director of 
Photography for the Equestrian event, 

has mounted a GSAP camera under¬ 
neath a horse’s belly and then had the 
horse ridden by a Gold Medal-winner 
around the Cross-country Endurance 
course (the day after the three-day 
event was all over, in order not to break 
the rules). It really captures the feeling 
of what the horse and rider see as they 
go towards some of those very big 
fences. 

Arthur, who has gotten to be one of 
the great rig men, has also made a 
gauntlet rig for the GSAP. The camera 
literally fits onto the back of a hand, so 
that you can see the fingers holding the 
reins of the horse as, again, the horse is 
ridden over the Cross-country course. 
It’s also possible to put a GSAP camera 
on a pole vaulter’s pole. There is a 
whole series of shots that have just 
never been done before and which the 
GSAP cameras have suddenly made 
possible. 

The cameramen we have here are 
the same that were with us in Mexico 
City, Munich and Innsbruck. It’s great 
to have the likes of Harvey Harrison, 
Eric Van Haren Noman, Arthur Woos¬ 
ter, Tony Coggans and Mike Davis with 
me on an Olympics shoot. I don’t think 
it would be the same without them. 
Along with the people, we’ve got our 
1000mm and 600mm lenses and 
Photo-Sonics cameras and all the 
usual equipment we’ve used now over 
the last four Olympic Games. 

Our latest Olympics film, “WHITE 
ROCK”, was photographed in the 
35mm Panavision anamorphic format, 
and we are shooting both films this time 
in 16mm. I must confess that I’d rather 
be shooting in Panavision ana¬ 
morphic, because I feel that format and 
the quality built into it makes the 
shooting of sports films much easier. 
The pictures stand up on their own 
without your having to worry too much 
about the content, and you can shoot to 
a much lower ratio. If you are shooting 
16mm, you’ve got to go for content. 
Strangely enough, in the three 
Olympics films and three World Cup 
soccer films that I’ve done, I believe I’ve 
now shot in every format, including 
Techniscope, 1.85, 16mm blown up, 
Panavision anamorphic, and now, 
16mm to stay 16mm. For my money, I’d 
like to go Panavision on everything. 
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We are shooting the 16mm 7247 
negative stock without the 85 filter in 
order to get maximum definition. It’s a 
fact that 16mm lenses generally just do 
not have the clarity that 35mm spheri- 
cals and anamorphics have, and there 
is no reason why, with 7247, which is 
such a sharp stock, you shouldn’t go 
for the best possible definition. There’s 
no doubt in my mind that filters, espe¬ 
cially gelatines used behind the lens, 
cause a tremendous lack of definition 
in 16mm shooting. I find that half the 
problems we get at the rental house 
having to do with lack of definition are 
caused by that terrible gelatine behind 
the lens. 

At the Munich Olympic Games we 
shot 5254 in Techniscope without the 
85 filter and had no problems whatso¬ 
ever. We shot preliminary tests and 
sent them to several laboratories. The 
tests coming back from Humphries 
Lab, London, and Bavaria Studios, 
Munich, were so good without the 85 
filter that there was no reason to use it. 
That, I think, is the bravest decision that 
I’ve ever been forced into making, but it 
certainly paid off. What with the long 
lenses we were using and the high¬ 
speed cameras, we needed every bit of 
stop we could get. For example, the 
100-meter event was shot very late in 
the afternoon with extremely long 
lenses at 96 frames-per-second and on 
that day we made the decision to rate 
the film stock at ASA 400, going two 
stops underexposed at that rating. 
Omitting the 85 filter gave us just the 
edge we needed to be able to get a 
good result on the screen, and I feel 
that with the Hazeltine and the new film 
stocks that are available, there is no 
problem at all in doing without the 85 
filter. 

With “WHITE ROCK” we set out to 

make a purely theatrical film — the kind 
of film that television hadn’t done or 
couldn’t do. We had to come to terms 
with television and admit that on the 
Olympic Games their people do a 
fantastic job of documentary report¬ 
ing. That being the case, we then had to 
make something different if we were to 
expect people to go to the cinema to 
see our film. I feel that the route we’ve 
taken with “WHITE ROCK”, using an 
actor like James Coburn and music by 
Rick Wakeman, makes it an enter¬ 
tainment, and I believe that that’s the 
way sports films need to go in the 
future. There is no point in doing what 
television has already done well — and 
there is a large audience out there 
eager to enjoy an “experience” if you 
provide one. 

Rick Wakeman’s music in “WHITE 
ROCK” complements the picture — al¬ 
though I’m not sure it isn’t the other way 
around, and that’s how I see the future 
going. The Russian representatives to 
the Olympic Games came to see 
“WHITE ROCK” in Montreal and I got 
lovely kudos from them at the time 
because they liked it very much. I think 
it’s very interesting that the Inter¬ 
national Olympics Committee people 
also liked it. I was afraid that it might be 
too much of a young persons’ film for 
their tastes but, in fact, every member 
of the IOC who has seen it simply 
adores it — especially the member 
from Austria. 

The next summer Olympics will be 
held in Moscow and I believe that the 
Russian officials in charge of the film¬ 
ing will have to consider both their own 
local audiences and those of the West¬ 
ern world, and I would like to think that 
they will make a film that will appeal to 
both markets. 

There is no reason why the film rights 

should be quite so jealously guarded. 
There is no reason why there shouldn’t 
be a dozen films made of the Olympic 
Games. Olympics films are not neces¬ 
sarily moneymakers — they certainly 
have not been in the past — but there is 
no reason why anybody who has a 
creative idea shouldn’t be invited to 
make a film using the Olympics as a 
background. Of course, they must re¬ 
strict the people who simply want to 
criticize the Olympics or who want to 
emphasize the political side of it, be¬ 
cause that’s not what the Olympics is 
about. 

At Innsbruck, where we had the 
exclusive filming rights, we welcomed 
every film-maker who wanted to come, 
because we knew we were making a 
film that would be different. I don’t think 
you can keep them out anyhow. You’ve 
only got to look around the stadium at 
Montreal to see the numbers of 
cameras that are in every seat and 
every television position. Everybody is 
making films. I think you are better off 
to welcome them — and to be seen to 
be welcoming them — then to let them 
do it through the backdoor. 

Give them the facilities to make good 
films, and it can only do the Olympic 
Movement good. ■ 
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(LEFT) In the Olympic Stadium at Montreal, Director of Photography Arthur Wooster gets briefed on an up¬ 
coming shot by director Drummond Challis. Wooster, whose Olympic Games filming “career” began in Mexi¬ 
co City, devised many ingenious camera rigs for the Montreal project. (CENTER) Producer Michael Samuel- 
son looks a bit perplexed, as he listens to Challis describe a new setup. (LEFT) “Swimming” in his ORTO-issue 
rain cape, but with spirits undampened by the drizzle, American Cinematographer Editor Herb Lightman films 
the grueling Cross-country Endurance Equestrian Event. The slippery rain-soaked terrain caused many falls — 
spectacular for the cameras, but hard on the riders. 



AFTER WHITE ROCK WHAT DO YOU DO FOR AN ENCORE ? 
The director of the 1976 Winter Olympics Official Film at 
Innsbruck discusses his new project: the combining of the visual 
patterns of winter and summer sports into a ‘'50-minute commercial” 

ByTONY MAYLAM 
Director 

Our project at the 1976 Montreal 
Olympic Games is a very interesting 
one. It’s a film that we are doing for the 
world-wide Coca Cola organization and 
it combines elements of both the 
Winter and Summer Olympics held this 
year. That’s a pretty tall order when you 
consider how many separate events 
there are in these combined Games, 
and the fact is that you could make a 
complete film out of any one of the indi¬ 
vidual events. 

My main problem, then, was to adopt 
a selective slant that would make pos¬ 
sible an exciting film which would be, at 
the same time, manageable in terms of 
running time. Having just filmed 
“WHITE ROCK”, which, I believe, took 
the Winter Olympics a stage further 
than television had, I thought it would 
be fun to extract certain elements out of 
specific sports — such as the “gravity” 
sports or “jump” sports (pole vaulting, 
ski jumping, high jumping, diving) — 
and find a way of combining them vis¬ 
ually. 

It was decided, also, that the film 
would have no narration, no commen¬ 
tary, no sync dialogue. I would go for 
the visual thing and try to find an ele¬ 
ment in one sport that I could tie up 
with an element of another sport. I 
regarded this as an opportunity to take 
30-odd sports and make them work 
together visually. It was no good doing 
what television had done, a straight 
documentary record of athletes com¬ 
peting, because, for one thing, I 
wouldn’t have the time and, for another, 
it would be just a repetition of the TV 
coverage. But the idea of finding like 
elements in totally unlike sports and 
juxtaposing them on the screen ap¬ 
pealed to me. For example, I’m going to 
use film of Dorothy Hamill figure 
skating and find in it action patterns 
compatible with those of a woman gym¬ 
nast on the floor. It’s going to be a very 
big job in the cutting room, just as it 
was in editing “WHITE ROCK”. We 
found, in working on that film, that cer¬ 
tain things happen in the cutting room 
that weren’t even conceived when one 
was writing the script. I feel that this is 
going to be one of those films that will 
either work in a very big way, or will be 
the all-time bomb. I won’t know until I 
start cutting it. I’ve certainly shot every¬ 

thing with the editing very firmly in 
mind, but it’s one of those situations 
that you can visualize clearly, but which 
might not work simply because the di¬ 
verse elements won’t “marry” well in 
the cutting. It’s not any sort of two-hour 
feature, so it’s going to be cut very 
much like a long commercial. 

The Coca Cola people aren’t looking 
for the kind of film that will plug their 
product. As far as they are concerned, 
there needn’t be any Coca Cola identi¬ 
fication at all. What they do want is a 
film that can be shown to people of any 
nationality, any age group, and get an 
instant reaction. They want something 
that can be put onto a projector any¬ 
where in the world and have some¬ 
body sit back and react to it. With that 
in mind, I’ve done a lot of subjective 
filming for this project. I’ve put cameras 
on canoes, cameras on rowboats, 
cameras on vaulting poles — you name 
it. Literally anywhere that I could put a 
GSAP camera I’ve put it. 

Our Director of Photography, Arthur 
Wooster, devised a lot of very, very 
clever camera mounts when we made 
the Innsbruck film — putting them on 
bobsleds and jumpers’ skis — and they 
worked very effectively. For this new 
film he designed a mount that can be 
slung under a horse; it can be slung 
outside the rider; it can be slung over 
the rider’s shoulders. I haven’t actually 
seen the rushes, but I understand from 
the editor that they are superb, very 
exciting, very dramatic. This is the sort 
of thing that gives one a different in¬ 
sight into a sport, and I think that this is 
what film can always do better than 
television. 

As a film-maker, I always hate seeing 
electronic slow-motion, not because 
I’m concentrating on what’s happening 
and don’t want to see how it’s done, but 
because of the sheer technical imper¬ 
fection of electronic slow-motion. This 
is what upsets me. By way of contrast, 
genuine filmed slow-motion, where 
you’ve got a camera specially set up to 
do that job, is aesthetically more inter¬ 
esting and tells you so much more. The 
element of high-speed presentation is 
another of the things that I think film 
can do so much better than television. 

We’ve been able to do some very 
interesting things with the GSAP 

because it is such a small and intimate 
camera — and the athlete isn’t aware of 
it. When you use something like an or¬ 
dinary Arriflex ST, even without the 
400-foot magazine, it’s a pretty big 
camera (including battery) and it’s 
quite weighty. But the GSAP is tiny, 
weighs only a few pounds, and can be 
mounted almost anywhere. For 
example, when filming the Canadian 
four-man pursuit team in training, we 
were able to mount one on the handle¬ 
bars looking at the rider. If we had used 
a different, larger camera, he would 
have noticed it, but he didn’t mind the 
GSAP. As it was, the cyclists would 
simply go out and do their training 
things and, thanks to the GSAP, one 
could really get the feeling in that velo¬ 
drome of what it was like to be in 
amongst it. We will intercut those 
scenes with subjective footage shot 
from the bobsleds in Innsbruck. 

For the rowing, we had two GSAP 
cameras on one particular boat at the 
same time — one on the coxwain up 
front, and another at the rear of the 
boat looking at the stroke. We rigged 
that in a full training session and the 
small cameras, combined with high¬ 
speed filming, helped to really pene¬ 
trate the sport. In this film we haven’t 
gone for coverage of the sports; we’ve 
gone for isolating the element that 
makes the Olympic athlete what he is, 
the element that makes him a 
champion. 

In regard to the parallel intercutting 
of visually related elements in the 
winter and summer sports, there are 
some in which the relationships are 
very obvious — ice hockey and field 
hockey, for example. But there are 
others in which the establishment of the 
visual relationship will be very tricky, 
especially when filming in slow-motion. 
The frame rates of the two scenes to be 
intercut should obviously be the same, 
or nearly so. In using the Photo-Sonics 
camera, I’ve tried to find the sort of 
optimum speed for filming that will get 
the effect that I want, but there are so 
many possible variations, depending 
upon the individual sport and the effect 
desired. For example, I’ve found that 
for filming figure skating 48 frames- 
per-second is a very effective speed. It 
doesn’t come through as obvious slow- 
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motion, but just takes the edge off the 
normal speed of the action and gives 
the viewer the opportunity to see more 
of what the skaters are doing. Here, 
again, you are not trying to record what 
actually happened; you’re going for 
certain elements. How the same film¬ 
ing speed will work for gymnastics on 
the floor I don’t know, so I’ve shot it at 
48 frames and then gone up in incre¬ 
ments of 24 frames until I finally hit 120 
frames. It’s a matter of selecting what¬ 
ever frame rate works effectively for a 
particular sport, as well as for the sport 
with which you are going to intercut the 
footage. In any event, the high-speed 
camera is going to be very important in 
executing this particular concept. 

Our film is being shot in 16mm, using 
the new 7247 negative. As a result of 
this experience, I can say honestly that, 
given a choice, I’d always shoot 16mm 
in negative because it’s got so much 
more going for it than reversal. I started 
my career shooting all 16mm reversal 
and I thought that I would never use 
negative, but when I did start using 
negative I could immediately see the 
advantages. It’s particularly valuable 
for shooting situations that are un¬ 
controlled. You just have that much 
more latitude; you can push the film so 
much further. In the United Kingdom 
we are geared towards 16mm nega¬ 
tive; we are not geared towards rever¬ 
sal. I know that it’s just the opposite in 
the United States, but I certainly would 
go with negative every time. 

In view of the fact that “WHITE 
ROCK” was photographed in 35mm 
Panavision anamorphic, I’ve been 
asked if it isn’t some sort of come down 
to now shoot a film in the smaller 16mm 
format. The fact is that my last four 
pictures in a row have all been filmed in 
35mm Panavision anamorphic. I did 
a film on Prince Charles, then a film for 
Sidney Pollack and, after “WHITE 
ROCK”, another stereophonic sound 
picture, “GENESIS” (which will be 
shown on a double bill with “WHITE 
ROCK”) — all in 35mm Panavision ana¬ 
morphic. 

The answer to the question is that 
while, in a certain sense, one has less 
scope in 16mm than in 35mm ana¬ 
morphic, this picture simply didn’t war¬ 
rant shooting in Panavision ana¬ 
morphic. It wasn’t a matter of econ¬ 
omics that decided the format, but 
rather the fact that this picture is ob¬ 
viously going to be shown all over the 
world in 16mm. Therefore, that’s the 
way one shoots it — and I don’t con¬ 
sider that I’m taking a step backwards. 

I wanted very much to make this film; 
otherwise, I wouldn’t have done it. I 
went into the project saying to myself: 
“I’m excited about this project. I’m as 

excited about it as I was when doing 
‘WHITE ROCK’, and I’m going to do the 
very best job I can. I’m going to get to¬ 
tally involved and make the elements 
work for me.” 

And let’s face it — there’s a lot more 
you can do with a GSAP camera than 
you can with a Panaflex in terms of sub¬ 
jective filming. You can’t mount a Pana¬ 
flex on handlebars to shoot a cyclist 
actually racing — so, if you think like 
that, I believe you can make it work for 
you. I certainly don’t consider it a step 
backwards. It’s a big-budget picture, 
made for the world-wide Coca Cola 
organization, and I consider it an ex¬ 
citing challenge to combine winter and 
summer sports in one film. 

I didn’t direct the Winter Olympics 
sequences for this picture because I 
was busy doing “WHITE ROCK” at the 
time, but I had a superb director by the 
name of Tom Clegg. He’s directed our 
top film on television in England, “THE 
SWEENEY”, plus many others. At the 
moment he’s doing “UFO”, as part of 
the “SPACE: 1999” series for Lew 
Grade. He’s had tremendous exper¬ 
ience and I held very close liaison with 
him in Innsbruck. Tom shot very much 
to a script and very closely to our over¬ 
all concept, so the two aspects of the 
film should work very well together. 

While, as I’ve said, there will be no 
narration or direct dialogue in this film, 
we did shoot some sequences with 
sync-sound — but only to record 
certain background effects. For 
example, at the start of the 100-meter 
event you might pick up one of the ath¬ 
letes saying what to him was a throw¬ 
away line, but a gem to us — like a four- 

letter word because he can’t get his 
block in the right position, or whatever. 
But this film is not going to work be¬ 
cause of any sync-sound. We are not 
looking for interviews. We are looking 
for a total, mainly visual, experience. 

The trouble with television is that it 
must concern itself with who is going to 
win — or, in the case of the pole vault, 
for example, how high each athlete is 
going to jump. The video medium very 
often misses showing the tremendous 
energy that it takes to jump more than 
17 feet in the pole vault, or to run 100 
meters. You don’t really see the 
muscles strain or sense the sheer 
physical effort it takes to do these 
things. For some reason, it all looks so 
easy when you’re watching it on tele¬ 
vision. You can tell that the athletes are 
tired, because you see them flopping 
around and guys holding them up, but 
you don’t smell the sweat and you don’t 
see the utter fatigue in their eyes and 
the greyness in their skin. You just 
don’t see what the athlete’s really been 
through. He’s worked for four years 
and at the end of the race that guy’s 
shattered, he’s exhausted, he’s com¬ 
pletely out — but television just sees 
him as a guy who came in fifth or who 
didn’t have it together that day. But with 
a film camera, if you use it in the sub¬ 
jective way that we are, you can get all 
of that across. 

Music is going to play a very impor¬ 
tant part in the finished film, but I’m not 
going to stick to one composer neces¬ 
sarily. I’m going to use all kinds of 
music — perhaps 20 different kinds. At 
the moment I’ve got somebody working 
Continued on Page 1161 

In the Swimming Stadium in Montreal, during the filming of sequences for his new film proj¬ 
ect, “WHITE ROCK” director Tony Maylam stands between cameramen Tony Coggans and 
Eric Van Haren Noman, both of whom are by now scarred veterans of four Olympic Games 
and two World Cup shoots. These experiences have made them two of the top sports 
cinematographers in the world. 
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BRINGING THE OLYMPICS TO 
ONE BILLION TV VIEWERS 
Continued from Page 1115 
Programs and Production 

A request has already been made to 
the Radio-Canada Graphic Arts 
Department for animation work using 
the different Olympic sports symbols. 
Each transitional sequence will last 
three seconds and will be included in 
the 20-minute summary of the various 
events selected. Two other projects are 
under study: the opening or intro¬ 
ductory sequences of the summary, 
which will have to last about 10 sec¬ 
onds and which will be based on the 
official COJO and ORTO logos, and 
several sequences, also lasting about 
10 seconds, which can be used as a 
closing for the summary. The latter will 
show various scenes or happenings in 
Montreal. 

At the end of March, as the result of 
broadcasters’ replies to two ques¬ 
tionnaires and to the telex sent out, we 
shall be able to establish a more ac¬ 
curate evaluation of the required 
number of copies of the film summary. 
To date, we have received 26 requests 
from foreign broadcasters: 

In regard to newsreel agencies, we 
have received a request from the Inter¬ 
national Newsreel Association for three 
to four series of the summaries, and we 
are awaiting a reply to the telex sent to 
UPITN and Visnews about their needs 
or this resume in order to extract their 
three daily reports of three minutes 
each. 

Personnel: 

To attain our objectives, we need 
management staff to supervise the 
different stages of production of the 
film. Under the heading of program 
content, producers and 15 production 
and/or script assistants will be as¬ 
signed to our Service on a permanent 
basis. 

Added to these are technical crews 
for filming, sound recording, or editing, 
and support personnel working on 
associated tasks. 

Seminars, study sessions and visits 
will be organized for the training of the 
staff. It would be advisable to hold the 
first seminar in May, with the option of a 
second in June. These briefing 
sessions could be arranged as follows: 
— report on the different sports disci¬ 
plines, as well as distribution of docu¬ 
ments to those concerned; 
— films, slides, graphics or diagrams 
on the Olympic sports, with animation 
by one or more experts; 
— conferences on subjects of special 
interest, such as film coverage of the 
sports disciplines by CBC or other pro¬ 
ducers, etc. 
— visits to the different competition 
sites. 

A more detailed plan will be 
submitted on this shortly. 

SPACE 

Attached are layouts of the spaces 
for Programs and Production Film 
personnel at the Broadcasting Centre. 

The choice of technical equipment 

has been made by the Film Service of 
Technical Services in accordance with 
the needs of Programs and Pro¬ 
duction Film Services. 

Regarding the competition sites, the 
camera positions were established 
jointly with COJO. With a few rare 
exceptions, these positions are final. All 
these plans have already been given to 
you by the Competition Site Co¬ 
ordinator. Early in April, we shall draw 
up a preliminary program grid, taking 
account of the assignments of 
production personnel. 

PROCEDURES AND CONTROL: 

Every morning, the film cameramen 
will have to report to the Broadcasting 
Centre (room 745) where they will pick 
up their cue sheets and discuss them 
with the chief cameraman from the 
technical or other points of view. Then, 
they will go to the technical store to 
collect their equipment before going to 
their film sites. Vehicles will be pro¬ 
vided to transport the film crews. 

It has been established with Mr. Dan 
Pierce that, when parked, these ve¬ 
hicles will be under close surveillance, 
since some very heavy pieces of equip¬ 
ment will have to remain in them during 
the night. 

As at the Broadcasting Centre, 
specific parking spaces are planned at 
the different competition sites and they 
too, will be under the surveillance of 
security guards. Rooms for storing 
spare equipment for our film crews 
have been obtained at each compe- 



tition site and furnished by CO JO with a 
locked cupboard, tables and chairs, 
these rooms will always be locked 
when not in use. A second room is 
planned for the unilaterals so that they 
can rest there between filming, or for 
other purposes. 

We shall restrict the daily deadline 
for filming to 2:00 pm in order to meet 

the editing requirements. All material 
shot after that time will appear in the 
next day’s summary. A “Camera 
Report” form will give the information 
necessary for editing. This form will 
have to be filled in by the production 
and script assistants at the actual 
competition sites, and returned with the 
film and the sound tape to the Broad- 

(LEFT) Yvon Jean, Manager of Film Services (Program and Production) for ORTO, is a tough professional with 
a jolly sense of humor. He set up and supervised the ambitious ORTO film program, operating on three 
separate levels. (CENTER) President of the Montreal chapter of the Canadian Society of Cinematographers, 
Roger Racine, who heads his own film company, was one of several veteran cinematographers to lend their 
expertise to ORTO filming. (RIGHT) Film Production Coordinator for ORTO, Karel Ludvik, CSC, rode herd on 
the many units shooting daily in scattered venues. 

casting Centre. It is vital for the 
cameraman to be accompanied by a 
production or script assistant at each 
fixed position in the competition sites, 
since we cannot rely on the camera¬ 
man being able to supply this infor¬ 
mation while he devotes his attention to 
the filming. However, each camera¬ 
man assigned will have to correctly 
complete the stickers or identification 

tabs already stuck on the film 
containers with all the relevant tech¬ 
nical information in order to avoid any 
possible error at the film reception- 
dispatch office, in the laboratory and in 
the sound department. 

At certain times in the day, an 
outside messenger service using radio- 
equipped motorcycles will have the 
Continued on Page 1170 
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yqUR NEXT 
video TApe IN Mexico? 
Whether you are shooting documentaries, featu res, educa¬ 
tional filmsor commercials, NOTIMEX, Mexico’s finest 
facility for video tape production, offers you a unique team 
of experienced personnel and services at prices that will 
surprise you with their economy! 
Our performance record proves we can do the job quickly, 
professionally and at substantial savings.  
We offer you: 
A complete mobile unit -2 PCP-70 
Norelco color cameras AVR-2-Ampex recording 
Steenbeck editing tables ■ Motion picture & 
TV. lighting • Own microwave.  
2 Full Electronic News Gathering Systems and TB C. 

M 
Notimex 

W 
Insurgentes Sur No. 1700, 
Mexico 20, D.F.,Mexico. 
Tel.52411 65-524 16 65 

ADOLPH GASSER INC. 
181 Second Street, 
SAN FRANCISCO, 

TEXAS 
VICTOR DUNCAN 
2659 Fondren, 
DALLAS, Texas 75206 

FERCO INC. 
419 West 54th St., 
NEW YORK, N.Y. 10019 

ITLI j fl ifi 
* ^ 

2, 
Engineer 

ilta — Morocco 
— Philippines 

n Africa — Spain 
quipment 

ction Servi 
Studios — Television B 

ectors — Techiuc 
Sound — Special Effects 

td., 1-5 Bath 

CALIFORNIA 
LARRY EDMUNDS BOOKSHOP INC 
6658 Hollywood Blvd., 
HOLLYWOOD, Calif. 90028 

JACK PILL & ASSOC. t 

6370 Santa Monica Blvd., 
HOLLYWOOD, Calif. 90038 

CHICAGO 
BEHREND'S INC. 
161 East Grand Ave., 
CHICAGO, III. 60611 

GRAND STAGE LIGHTING CO. 
630 West Lake St., 
CHICAGO, III. 60606 

NEW YORK 
CAMERA SERVICE CENTRE INC 
625 West 54th St., 
NEW YORK, N.Y. 10019 

ALAN GORDON ENTERPRISES INC 
1430 N. Cahuenga Blvd., 
HOLLYWOOD, Calif. 90028 

LAUREL BOOK CENTRE 
16 West 57th St., 
NEW YORK, N.Y. 10019 

F. & B. CECO INC. 
7051 Santa Monica Blvd., 
HOLLYWOOD. Calif. 90038 

1150 AMERICAN CINEMATOGRAPHER, OCTOBER 1976 



who are PAG? 
P.A.G. is one of the world's largest producers of film recorders. 

P.A.G. equipment is in use worldwide by national and local T.V. stations, dubbing studios, film makers, film schools and 
colleges. All machines comply with broadcast standards while maintaining a very competitive price. P.A.G. manufacture a 

complete range of systems with many unique features including low voltage high speed interlocked machines. 
With the Mini-Rack system shown below you can mix down three tracks into one with picture, incorporating full 
rock-and-roll and insert recording facilities as standard. No external interlocking equipment is required — no sync 
generator, no special panels, no three phase supply — just plug into an ordinary current outlet and start mixing! 

ELECTRONIC 
COUNTER 

INTERLOCKED PROJECTOR 

INSERT RECORDER * 

ROCK Et ROLL • 

COMPLETELY SELF-CONTAINED • 

UP TO 4 CHANNELS (2 ON EACH SIDE) • 

SINGLE-PHASE SUPPLY • 

INTERNAL 
• POWER AMPLIFIER 

RA.G. Films Ltd 
492 Kingston Road, London SW20 8DX 
Tel: 01-542 1171 
Cables: PAGFILM LONDON SW20 + 
Telex: 928381 Pagdub G / 

6 CHANNEL MIXER •— 
FULL REMOTE CONTROL 

\ " , ^ 
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WESSCAM CAMERA MOUNT 
Continued from Page 1110 

athletes, it is permitted to follow the 
runners. Since the camera itself is 
battery-powered, the electric car func¬ 
tions as a self-contained mobile film¬ 
ing unit. The operator sits in front next 
to the driver. 

The camera controls, grouped on a 
small console, are the standard con¬ 
trols available on any conventional 
camera: pan, tilt, zoom, focus, iris and 
frame-rate. With this camera, we can 
go up to 200 frames per second in 
increments of 24, 48, 100 and 200. The 
camera mounts a 1,200-foot magazine 
for this application and there is a 
remote readout of the film remaining in 
the magazine. There is also a frame- 
rate readout. The sensitivity of the joy¬ 
stick control is adjustable on the con¬ 
sole and a number of other special fea¬ 
tures have been included specifically 
for the filming of the Olympic Games. 

The camera we’re using is rather 
unique (at least in this mount). It was 
conceived less than two months before 
the Olympics started and actual con¬ 
struction was begun less than a month 
before the Games opened. We asked 
the manufacturer to mount a modified 
Photo-Sonics camera, but at the time 
we didn’t even have the 1,200-foot 
magazine that would be required. He 
was obliged to work with the camera 
itself and some engineering drawings 
of the magazine, simply assuming what 
its actual construction would be like 
and how it should be balanced. He had 
to work out the center of gravity and 
ultimately had to make a number of de¬ 
sign changes, but he was able to do this 
within the required time frame. He 
came out with a unique package that 
enables us to film at up to 200 frames 
per second, using 1,000-foot maga¬ 
zines, and with complete flexibility. This 
could never have been attained except 
for the ability of the manufacturer. 

We’ve had the Wesscam mount re¬ 
designed and modified in a number of 
ways in order to meet the special 
requirements of filming the Olympic 
Games. For example, we suspended it 
from a cable mount underneath the 
Swiss Timing clock in the Velodrome, 
so that we could remotely follow the cy¬ 
clists as they were running a contin¬ 
uous circuit of the track. An additional 
control allowed for remote focus by an 
assistant and, at the same time, 
permitted us to dial in a constant rate of 
rotation of the mount. The operator had 
only to make corrections in that speed 
to accommodate the rather complex 
shape of the track, which simplified his 
task. 

For the filming of the Closing Cere¬ 
mony it will be suspended from the 
technical ring of the Stadium. It was 
suspended behind our van for driving 
along the Olympic Basin during the 
filming of the canoeing and rowing 
events, where it rode almost as low as 
safety would permit. It gave us the 
capability of tracking along with the 
canoeists in order to get some very 
close shots. To meet the flexibility 
requirement of filming the Olympic 
Games, the Wesscam can be switched 
from the electric car mount to the van 
mount to the cable mount in an hour or 
so. It is completely interchangeable 
and we can switch it around very 
quickly. The suspension from a cable 
takes a little longer because of the 
complexity of climbing up into a Swiss 
Timing clock or a technical ring in order 
to do it, but the switch from the electric 
car mount to the van mount is quick 
and relatively easy. This quick-switch 
characteristic puts quite a number of 
options at our disposal. 

The versatile range of the joystick 
control makes possible very rapid 
travel of the rig or very delicate move¬ 
ment, as slow as one might wish. The 
operator monitors the movement and 
composition by means of a small video 

tube mounted on the console. The 
specially sensitive tube in the view¬ 
finder that relays the video image to the 
monitor is actually the prototype unit 
for a new television camera that Sony 
will have on the market soon. It is about 
three times more sensitive than most 
cameras now in use. 

The Wesscam has amazing stabili¬ 
zation characteristics. Even when 
traveling over the roughest road the 
suspension is not altered at all. We 
keep a 25mm-to-250mm zoom lens 
mounted on it, but we use it primarily at 
the long end of the lens in order to get 
really intimate closeups and establish a 
kind of close feeling with the athletes. 
The only problem when shooting at the 
250mm end of the lens is a slight lateral 
parallax movement, which has nothing 
to do with camera movement. It’s not 
an image instability and it’s not objec¬ 
tionable. 

This particular model of the Wess¬ 
cam is AC-operated, but it has the 
capability of being DC-operated 
(servo-controlled), which would make it 
virtually a sync-sound unit. Once the 
casing is buttoned up, it could be very 
readily blimped. There are only elec¬ 
trical connections coming out of it. 
There are no mechanical linkages 
between the interior and the exterior, 
so the noise could be cut down to make 
it a virtually silent camera with very little 
difficulty — and that’s in progress at the 
moment. 

The manufacturer of the Wesscam is 
the Istec Corporation of Hamilton, a 
Canadian firm. The President is J. Nox 
Leavitt. I believe he’s the man who 
wrote the specifications when Westing- 
house originally built this unit. They’ve 
since sold the design to his company. 
The model he’s currently manu¬ 
facturing is called HC-32, but he will 
soon be coming out with a new model 
called HC-33. The unit we are using is 
the Model HC-32, with some improve¬ 
ments in the direction that the HC-33 

(LEFT) The Wesscam mounted on electrical car approved for filming of the Olympic Marathon. Here the mount rests on plywood base which 
floats free on three thicknesses of foam. (CENTER) Console in passenger seat of vehicle controls pan, tilt, iris, zoom, and frame-rate of 
camera. Small video tube serves as monitor-viewfinder. (RIGHT) The Wesscam suspended from the technical ring of the Olympic Stadium 
during remotely-controlled filming of the Closing Ceremony. 
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The Wesscam can be mounted under a helicopter, making possible a 360-degree pan, or 
side-mounted for easier landing (as shown here), in which case it permits a 210-degree hori¬ 
zontal pan. In can also tilt down 90 degrees and up 30 degrees above the horizon. 

will go. What we have done to this 
model is increase its gyro strength and 
stability. We’ve increased the capa¬ 
bility of the yaw motor, so that the unit 
has a much greater lateral accel¬ 
eration facility than the Model HC-32, 
and there have been a number of other 
improvements. There will be even more 
in the Model HC-33 — including the 
capability of the unit to “self-cage” for 
shipping. It will simply limit itself inter¬ 
nally, so that it will be capable of being 
transported by any common carrier. 
This will make it very convenient to 
move from one location to another. ■ 

MORE ABOUT WESSCAM 
By DOUGLAS BRADLEY 

We used the Wesscam for the first 
time during the Opening Ceremony, in 
order to hold a shot of the Olympic 
Torch being carried into the Stadium 
by the runners. We utilized it after that 
on the rowing at the Olympic Basin and 
in the Velodrome to follow cyclists. We 
also used it in the road-cycling race, 
hanging from a hydraulic crane sus¬ 
pended out over the street, with the 
cyclists actually running underneath 
the ball. We will be using it again in the 
basin for canoeing, for shooting the 
Marathon and for the Closing Cere¬ 
mony. 

The Marathon, of course, will offer an 
opportunity for the most important use 
of the device, because we will be track¬ 
ing with the athletes as they run this 26- 
mile race. The Wesscam will be 
mounted on our electrically-powered 
car. The plywood base on which it is set 
when mounted on the car rests on three 
layers of foam material, which pro¬ 
vides what is actually a floating floor. 
We used to put our batteries on the ply¬ 
wood base and we would have a 
soundman sitting on one side, but 
when testing for the Marathon, we 
found that we really had to let it float 
free, so nothing can touch it now. 

In other words, the camera in its 
sphere is really not bolted down to any¬ 
thing other than the plywood base, 
which is not attached to the car. It’s 
simply floating on three layers of 2-inch 
foam with the center cut out to give it 
more tilt. It finds its own level and takes 
all the big bumps and jars. 

When we want to change the location 
of the Wesscam, we have a crane which 
simply reaches out its arm, picks it up 
off the electric car and sets it onto the 
gasoline van. 

Even though the Photo-Sonics 
camera inside the Wesscam is tech¬ 
nically a high-speed camera, we use it 
most of the time at normal speed. The 
24-frame-per-second mode on the 
camera is quite precise and it will 

actually synchronize with sound for 
some period. I wouldn’t count on it for 
quartz-control, but it’s quite stable and 
we have, in the past, used it for post¬ 
sync. 

In testing the Wesscam for the Olym¬ 
pic Games shoot, we found that 
because we would be using the rela¬ 
tively fast 7247 negative stock, the 
normal video viewfinding system was 
not responsive enough to low-light 
levels to be effective. Since we had 
some low-light-level situations to shoot 
(particularly the Marathon, which is an 
evening race), we were afraid we would 
be up against some difficult problems. 
So we approached the Sony people, 
who were kind enough to lend us the 
prototype of a new video camera which 
is due on the market in a few months. It 
is a low-light-level camera which is 
quite a bit more sensitive than most 
cameras now available, and it allows us 
to have a viewfinder which is ade¬ 
quately bright to film in low-light levels 
with a sensitivity comparable to that of 

our 7247 film. 
We have our own little crew that 

operates the Wesscam and we’ve 
developed a degree of teamwork that 
really pays off. We find that we can 
work as quite an efficient unit within the 
larger unit, but our crew has a great 
little team spirit of its own and we have 
a sort of internal competition, if you will, 
with the other crews. There’s quite a 
good feeling of camaraderie. ■ 

MANUFACTURER’S NOTES ON THE 
WESSCAM MODEL HC-32 MOUNT 
Camera Cars 

On camera cars the use of a WESSCAM Mount 
enables smoother shots to be taken and hence 
more close-ups during the filming sequence. 

Studios 

In small studios where massive camera cranes 
are a nuisance, the cable supported WESSCAM 
Mount can produce soaring shots. 

Boom Cars 

With the WESSCAM Mount it is now possible to 
shoot from a boom car with a smoothness and 

Continued on Page 1151 

TECHNICAL SPECIFICATIONS OF THE WESSCAM MODEL HC-32 

Size 

Weight 

Power 

Camera Unit 

117 cm (46”) dia. 

81 Kg (180 lbs) 

(with camera) 

Console 

50 x 75 x 38 cm 

(20 x 30 x 1 5 inches) 

27 Kg (60 lbs) 

Power Supply 

38 x 25 x 28 cm 

(15x10x11 inches) 

14 Kg (30 lbs) 

24V Dc 500 W 

Permissible angular freedom of vehicle 

Pitch and Roll ±20° 

Yaw Continuous 360° 

Line of Sight Steering 

Pan (in true horizontal) Tilt (in true vertical) 

Excursion 360° continuous + 15°, -90° 

Rates 0° — 30° per sec 0° — 30° per sec 
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If you have a little money to spate 
you can buy a kid breakfast for a year. 

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

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

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

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

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

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

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

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

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

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

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

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

All gifts are deductible from 
U.S. income tax. 
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CENTURY DUPLIKINS WORLD FAMOUS W M MM A 
PRECISION MADE m0MmM m M M M 

FAST, LOW COST OPTICAL CREATIVITY WITHOUT LAB DELAYS! 

DUPLIKIN II 189.50 DUPLIKIIM III 189.50 OUPLIKIN IV 229.50 

FOR ENLARGING 16mm to 
35mm COLOR OR B/W 
with your 35mm SLR camera 
such as Nikon, Pentax, Canon 
etc. Color or B&W. No film 
cutting required. Make complete 
slide shows from any 16mm film. 

35mm SLIDES TO 16mm 
for filming your 35mm 
color slides with your 16mm 
camera. Ultra sharp results. 
Establishing shots, improve 
continuity, for instructional 
films, etc. Fits all "C" mount 
cameras. (For Arri, add 44.50) Blow-ups for ads. Analysis etc. cameras. W-or Am, add 44.5JU> cameras, \i-or An 

WRITE FOR DESCRIPTIVE LITERA TORE ON ABO VE ITEMS ...AND MANY OTHERS 
MANUFACTURED BY CENTURY. AMERICA'S LEADING CINE/OPTICS CRAFTSMEN. 

FOR 16mm "FREEZE FRAMES" 
A very useful instrument for 
the professional film maker. 
Fast, easy "Freeze Frames" for 
impact, emphasis or for better 
instructional films. No film cutting 
necessary. Fits all "C" mount 
cameras. (For Arri, add 44.50) 

ZOOM LENS REPAIRS 
ANGENIEUX SPECIALISTS 

Precision Cine/Optics 
10661 BURBANK BLVD.. NORTH HOLLYWOOD. CALIFORNIA 91601 TELEX 66-2419 (213) 766-3715 

TIFFEN 
Available at Dealers throughout the World. 

4y2,, DIAMETER 
ACCESSORIES 

Tiffen 41/2" filters are engi¬ 
neered to meet the exacting 
standards of large diameter 
professional lenses. The AVz " 
filter will fit numerous lenses, 
using Tiffen adapter rings, 
eliminating the need for vari¬ 
ous costly special-size filters. 
Available in all standard col¬ 
ors, combination colors, neu¬ 
tral densities, rotating polari¬ 
zer; and diopters Va, 1,2, and 3. 

138mm FILTERS 
for Angenieux 20-120 (6x20) 
F2.6 lens. Available in all 
standard colors, combination 
colors and neutral densities. 
Close-up lenses in +1/2,1,2,3. 

SQUARE 
FILTERS 

Tiffen Photar® Filters in all 
colors are available for Tiffen 
and other square filter holders 
in sizes from 2x2-inches up 
to I5xl5-inches. 

RECTANGULAR 
FILTERS 

for Arri 16 matte box. Avail¬ 
able in all colors and neutral 
densities 0.1-1.0. 

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

(516) 621-2700 Telex 96-7748 

SUSTAINING 

m 
Member Professional 
Motion Picture 
Equipment Association 

MEMBER 
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MANY FACETS OF ORTO 
Continued from Page 1123 

crews (or elements of film crews), lab 
services and sound services. From the 
beginning we have not been able to get 
any clear-cut answers from the uni¬ 
laterals as to how many prints they 
want — and that is still our biggest 
problem. 

Treise manufactures a film process¬ 
ing machine which we recognized early 
on as being very desirable for us to 
have. Kodak purchased these 
machines and supplied them to ORTO 
free of charge — along with film, 
chemicals, technical advice and 
quality-control personnel — all of which 
are greatly appreciated by us. 

The rest of the equipment we had to 
obtain ourselves and the major source, 
of course, was the facilities of the CBC 
across the country. These facilities 
have been taxed to the limit because, 
aside from the requirements of the 
Olympics, the Corporation and both 
networks have had to keep up their 
regular programming, while working 
ahead to implement new schedules 
that will begin the first part of Sep¬ 
tember. 

In the beginning, we felt that we 
would need 56 cameras for our film 
crews, but we finally came down to a 
compromise of 30 brand new Eclair 
ACL cameras from France for Mon¬ 
treal and seven for Kingston. 

Another major aspect of our appro¬ 
priation right from the start was that set 

aside for procuring special sound- 
transfer, recording, and mixing equip¬ 
ment that would be truly compatible 
with international requirements. Unfor¬ 
tunately, there is no such thing as a 
single international standard relative to 
such equipment; there are several 
differing standards that apply in 
various parts of the world. Even so, we 
scanned the equipment offered by sup¬ 
pliers in Canada and Europe, search¬ 
ing for devices that would have some 
sort of international compatibility. Not 
only was money an element in this 
quest, but — even more important — 
time, because the Opening Ceremony 
was approaching very fast. 

Finally we contacted the Canadian 
representative of Moviola/Magnasync 
and he came up with a favorable re¬ 
sponse from Los Angeles to satisfy our 
needs. As a result, what we have 
obtained is something that doesn’t yet 
exist on the general market. It was put 
together exclusively for us, but I under¬ 
stand that it will now be made avail¬ 
able on the market. Briefly described, it 
is a sound-transferring machine which, 
at the same time and on demand, can 
do a 25-frame/50-cycle transfer, plus 
transfers of 24 frames/60 cycles, 25 
frames/60 cycles and 24 frames/50 
cycles. 

This machine doesn’t take a refer¬ 
ence out of the sector like other 
machines; it takes a reference from the 
quarter-inch tape itself. When you 
simply switch on the automatic refer¬ 
ence incorporated into the machine, 

This modest, but adequate, sound mixing set-up, installed in-house at ORTO Centre was 
used to mix background sound and effects tracks for the daily 20-minute summary sent to 40 
countries. There was no spoken dialogue or narration in the mix, each country presumably 
adding voice-over commentary in its own local language. 

This machine did not exist until the 1976 
Montreal Olympics. It was built especially 
for ORTO by Moviola/Magnasync to han¬ 
dle 25-frame/50-cycle transfers, plus trans¬ 
fers of 24 frames/60 cycles, 25 frames/60 
cycles and 24 frames/50 cycles. 

you can take a tape that has been shot 
at 24/60 and make a transfer to 25/50 
very easily. That same machine can be 
used in a different mode for the pro¬ 
duction of final prints. This means that 
all of our machines — and there are 
eight of them — can do either trans¬ 
ferring or dubbing on demand, and 
some of them can do 3-to-1 mixing. All 
the machines, of course, are capable of 
playback/record — and they can play¬ 
back and record simultaneously. This 
means that, during distribution, we 
don’t have to concern ourselves about 
which copy goes to which country, and 
this saves a lot of time. 

The Eclair ACL cameras which we 
are using are provided with 24/25- 
frame crystal sync, and there has been 
built into them a metering device which, 
however, affords the cameraman a 
certain flexibility. It’s not actually a 
meter, but a light reference which he 
can see in his viewfinder, with the aid of 
light-emitting diodes and which is cali¬ 
brated in increments of 1/2 stop. 

The laboratory processing which we 
have in-house develops about 65 feet a 
minute of VNF film, either 7239 or 7240. 
The Kingston operation is similar to 
that of Montreal, but on a smaller scale. 
We have only one machine developing 
film there, and we have only four Steen- 
beck 6-plate editing machines, instead 
of the 20 in Montreal. At Kingston we 
also have a sound mixing unit which 
comes very close to what we have in 
Montreal. It’s a little machine made in 
Continued on Page 1178 



For further information, 
please write to: 

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

Technology ic Tne Service Of Creativity 

PUMA 
The most efficient, reliable and silent 
16mm 400 ft. (120m) magazine available! 

■ All-new take-up assembly provides steady, positive film tracking, 
i Sound dampening material specially fitted into each magazine door effectively 

reduces system noise. The PLC-4A is a truly quiet operating magazine. 
Improved spindle system in both film chambers allows easy film loading — 
permitting both supply and take-up core adapters and daylight-load spools to 
be locked securely during filming, preventing rattle and wobble. 
Corduroy liners fitted in both film chambers ensure a clean, “fuzz-free” film magazine. 

I Made of extremely lightweight, glass-filled Lexan® a material with greater impact strength 
than magnesium. 

■ Compatible with all 16mm cameras which accept standard 400 ft. magazines. 

FILTERS 

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, A 
our service is superior... 
consistentLEE. 

(PiU -jE, [)[ N COMMUNICATIONS. INC . 25 WEST 45TH STREET. NEW YORK. 

IPjj BELDEN S WEST COAST DISTRIBUTOR PREFERRED DISTRIBUTING CC 

N Y. 10036 (212) 730-0172  

1266 N WESTERN AVE . L A . CA 90029 
SUSTAINING 

SMPTE 
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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 

Turned on* 
We’re bright. Our people are alert, innovative, dedicated. 
And young. But don’t let our youth and live-wire attitude 
scare you. FERCO has a wealth of experience on a staff 
that includes highly respected, disciplined professionals 
engaged in the making of documentary and feature films, 
TV commercials, etc. When we put it all together- 
willingness and expertise—there isn’t much we can’t 
help with if you’re making a film. And there aren’t 
any tricks of the trade we won’t share. 

In an industry of dark, closely guarded professional secrets, 
FERCO’S approach is illuminating. Along with the highest 
quality equipment available, and honest, personalized 
service, we believe our willingness to innovate and to 
share our knowledge is what makes FERCO such an 
electrifying success. So if you need a rental, or a purchase, 
or a problem solved, come on in. And watch us light up. 
New York: 419 W. 54th St. 10019 (212) 581-5474 
San Francisco: 363 Brannan St. 94107 (415) 957-1787 

FILM EQUIPMENT RENTAL COMPANY 
Rental, Sales, Service 
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WESSCAM CAMERA MOUNT 
Continued from Page 1153 
steadiness never before possible. Your script can 
call for a close-up of a tire to a wide-shot of the 
whole car in one continuous sequence. The 
camera remains as steady as if it were on a tripod 
on the ground. 

Boats 

The WESSCAM Mount can also be mounted on 
a boat. You do not have to wait for a flat calm for a 
steady shot. The horizon remains level; the pitch 
and roll of the boat is eliminated from the film. 

Cranes 

Normally the largest motion picture cranes can 
only go as high as 40 feet. The WESSCAM Mount 
can be fitted to readily available commercial 
cranes that go as high as 300 feet. This remark¬ 
able use of a crane allows you to go from an 
extreme close-up of a subject on the ground to a 
long-shot from 300 feet in the air in one smooth 
continuous shot. 

Aerial Photography 

There is absolutely no question that the 
smoothest helicopter shots ever filmed have been 
shot using the WESSCAM Mount. It gives a perfect 
steadiness that permits use of the zoom lens to its 
longest focal length. 

Conventions 

In the filming or televising of a convention, a 
WESSCAM Mount suspended by cables can take 
up positions hitherto impossible. 

Operation 

The WESSCAM stabilizer can be mounted to 
any form of mobile base such as helicopter, boat, 
auto or crane. The camera is completely isolated 
from vehicle vibration and produces rock-steady 
pictures in spite of vehicle rolling, pitching and 
yawing motions. 

In addition to the superior images it produces, 
the WESSCAM stabilizer offers the important 
advantages of complete remote control of the 
camera system. 

This is accomplished by integrating the 
camera’s reflex viewfinder with a closed circuit 
television system that relays a picture of the 
shooting area to a video monitor on the camera¬ 
man’s console. The console can be located either 
in the vehicle or, in the case of a crane mount for 
example, on the ground. 

The WESSCAM system consists of three units: a 
camera mount; operator’s console; and a power 
supply. 

The camera mount is enclosed in a fibreglass 
reinforced plastic sphere, 46 inches in diameter, 
fitted with a transparent plastic window. 

The camera can be tilted to any angle between 
90 degrees down and 15 degrees up. Slip rings are 
provided to allow continuous pan movement. 

A closed circuit television viewfinder together 
with zoom focus and iris lens drives allows remote 
control of the film camera. 

The camera operator, looking at the closed 
circuit monitor is able to frame, zoom and focus as 
though he were looking through the eyepiece of 
the normal viewfinder. 

The operator’s console includes the closed 
circuit television monitor and all the controls 
necessary to operate the film and television 
cameras. ■ 

IN MEMORY OF 
JAMES WONG HOWE 

A coo! wind 
leaves bright water 
and finds another place 

A bird too lovely 
for the dark world 
flies to a white branch 

There can be no mourning 
for those who leave themselves 
imprinted on life’s 

book. 
—Charles Higham 

is a GOIDBERB tradition! 

Specify GOLDBERG for all your reel needs! 
• 8mm, Super 8mm, 16mm Reels • Shipping cases in fibre & plastic 

in steel, plastic & aluminum, 
50’ to 2000' • Split Reels in steel & aluminum 

• 8mm & 16mm cans in steel • 35mm, 70mm Reels in steel 
& plastic & aluminum 

If it’s special, we can make it! 

GOLDBERG BROTHERS 
P.O. Box 5345, T.A. - Denver, Colorado 80217 
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Completely updated Filter, Lighting and 

Lens sections. Data on most recent cam¬ 

era developments. Complete shooting 

data for Theatrical, Non-theatrical and 

Television cinematographers filming 

16mm, 35mm or 65mm anamorphic or 

spherical motion pictures in any aspect 

ratio, in color or black and white, silent 

or sync-sound, in the studio or on 

location. 

An Official Publication of the 

AMERICAN SOCIETY OF 
CINEMATOGRAPHERS 
Dealers are invited to write for 

quantity discounts. 

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. 

THE AMERICAN CINEMATOGRAPHER MANUAL 

P 0- BOX 2230 4TH EDITION 
HOLLYWOOD, CALIFORNIA 90028 

Please send copies of the AMERICAN CINEMA¬ 

TOGRAPHER MANUAL @18.50each, postpaid. NoC.O.D.'s 

NAME. 

FOURTH 
EDITION 

COMPILED AND EDITED BY 
TWO VETERAN CINEMATOGRAPHERS 

CHARLES G. CLARKE, A.S.C. 
and 

WALTER STRENGE,A.S.C. 

This easy-to-carry, pocket-size, concise, book 
contains practical, informative text, tables, 
charts, diagrams, drawings and listings of all the 
latest production equipment and filming tech¬ 
niques in use today! 

Key word printed on the edge of every right- 
hand page provides INSTANT INDEX for 
quickly locating desired data! 
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AFTER “WHITE ROCK” WHAT? 
Continued from Page 1147 

on the music in England, the man who’s 
going to be cutting the picture with me. 

I want this picture to be like the most 
explosive commercial that’s ever been 
made, but one that runs 30, 40 or 50 
minutes — however long it turns out to 
be. I want it to be an integrated exper¬ 
ience — far more than just a record of 
sports events. I want the audience to 
see a human being working as a 
machine and then suffering. I don’t 
think people realize what is involved in 
vaulting 17 feet when all you’ve got is a 
fiberglass pole. I don’t think they realize 
what it takes in terms of courage to do 
that. I’ve seen guys at the Olympics 
psyched out; they just couldn’t do it, 
because they had lost their courage; for 
some reason, everything just went out 
of them that day. It takes sheer and 
utter guts to be able to do some of 
these things and to drive yourself be¬ 
yond a certain point. There you are in 
front of television cameras, with every¬ 
body wanting to throw things at you 
basically, all wanting you to achieve 
something that you’ve never achieved 
before. 

It’s a very lonely place — and I hope 
that in our film some of that element will 
come through without our actually 
having to say it to anybody. ■ 

I MOVING? 
PLEASE NOTIFY US 

6 WEEKS IN ADVANCE 
Miss/Mrs./Mr. 

Name (please print) 

New Address Apt. No. 

City State Zip 

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

ATTACH LABEL HERE for address change or 
inquiry. If you are receiving duplicate copies of 

AMERICAN CINEMATOGRAPHER, please send both 
labels. If moving, list new address above. 

Smith-Victor knows 
old-fashioned screws 
con moke oil the 
difference. 

4 

Victor Duncan 
,n this Q9e of modern 

1C* 3 technology it sometimes 
^ takes o backward step to improve o good 

product. And that is just the cose with Smith-Victor 
lighting kits. Designed for the film crew on the move, 
Smith-Victor luminaires utilize screw-type construction 
instead of the more common pop rivet construction 
found on other lighting units. This use of screws allows 
quick, uncomplicated field repair and adjustment 
if necessary. 

Quality aluminum components give both durability 
and cool operation under even the most severe 
conditions. Whether your lighting needs ore confined to 
the studio or totally in the field, there is a Smith-Victor kit 
to meet your needs, and at o price that is for less than 
you might think. 

Stop by or coll the professionals at Victor Duncan and 
let them show you the complete line of Smith-Victor kits. 

the check and double check people 

VICTOR DUNCAN, INC. 
Exclusive Midwest distributor of Panavision® 

200 East Ontario, Chicago, III. 60611 (312) 321-9406 
2659 Fondren, Dallas, Texas 75206 (214) 369-1165 
11043 Gratiot, Detroit, Michigan 48213 (313) 371-4920 

Member Professional 
Motion Picture 
Equipment Association 
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PROTECT YOUR MOVIE FILMS 
JACK'S NU-LIFE FILM CLEANER & PROTECTOR 

NO HARMFUL VAPORS • NO CHEMICAL ODORS 

Professional laboratories, private collectors, rental libraries, film distributors 
and those who can’t afford to take chances with their valuable films all use THE 
WORLD’S FINEST FILM CLEANER AND PROTECTOR ever formulated. One 
application will restore pliability, remove the grime and residue that tends to 
scratch film and wear projector parts. A little goes a long way, used sparingly a 
16 oz. can should last the average film buff a FULL YEAR! 16 OUNCE CAN, 
$10.00-GALLON, $38.00 PPD. 

SORRY, NO C.O.D. 

JACK LOMBARDO THEATER SUPPLY 
6520-B Selma Ave. Hollywood, Calif. 90028 

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 

THE OFFICIAL FILM 
Continued from Page 1109 
cameras, cinema was put at the service of people 
and became a participant in the discovery of the 
realities of life in Quebec. This was the era of 
“cindma direct” in the French production section 
of the NFB. 

Cameramen were becoming directors of their 
own films and in 1960-61, Georges Dufaux began 
more and more to both shoot and direct his films. 
He was co-director on BIENTOT NOEL and / WAS 
A 90-LB. WEAKLING, and director of 36,000 
BRASSES, POUR QUELQUES ARPENTS DE 
NEIGE, RENCONTRES A MITZIC and LES 
DEPARTS NECESSAIRES. 

In 1963, with FESTIN DES MORTS by Fernand 
Dansereau, Dufaux also began to work as director 
of photography, a career he has since pursued at 
regular intervals on such films as YUL 871, 
ISABEL, FORTUNE AND MEN’S EYES, TAUREAU 
and PARTIS POUR LA GLOIRE. 

At the same time, he was collaborating with 
CI6ment Perron, co-directing C’EST PAS LA 
FAUTE A JACQUES CARTIER, CAROLINE and 
CINEMA ET REALITE. 

In 1967-68, Dufaux created a multiple-image 
film on the theme of Expo 67 called L’HOMME 
MULTIPLIE and participated in an identical project 
for a giant screen (the IMAX process) at Expo 70 in 
Osaka. 

Always interested in “cin6ma direct”, which he 
sees as a tool for arriving at truth, Georges Dufaux 
has turned most recently to a more intimate docu¬ 
mentary style. In 1971, he made A CRIS PERDUS 
followed by A VOTRE SANTE in 1974. His latest 
film, AU BOUT DE MON AGE, is a powerful 
reminder of the sad lot that awaits the aged in our 
society. 

WERNER MOLD, FILM EDITOR 

Werner Mold started out as a photographer, 
studying for three years in his native Switzerland, 
where he was born in 1933. 

Upon his arrival in Montreal in 1955, he began 
work at the Service de Cindmatographie du 
Qudbec (now called the Office du film du Qu6bec), 
and eventually was employed as a cameraman on 
two consecutive series for television. 

There then followed a period when Nold alter¬ 
nated between stints as cameraman and film 
editor, working at Nova Films, Qu6bec, until, in 
1960, he entered the National Film Board. 

Since 1960, Nold has edited over forty-five 
feature-length and short subjects, many of which 
have been international prize-winners. Included in 
this list are PATINOIRE, directed by Gilles Carle, 
60 CYCLES, directed by Jean-Claude Labrecque, 
and FLIGHT, directed by Joseph Reeves. 

In 1971, Nold also edited the comic spy-thriller 
IXE-13, a film by Jacques Godbout and Franpois 
Dompierre. In 1972, there was the feature-length 
LE TEMPS D’UNE CHASSE, by Francis Man- 
kiewicz, and in 1973, Marcel Carri6re’s feature 
O.K... . LALIBERTE. 

In the two weeks of shooting the official film of 
the 1976 Olympics, as much as half a million feet of 
film could be used. It will be the task of Werner 
Nold to assemble this footage into what will 
become the finished product, the feature-length 
movie that will be shown around the world. 

PRODUCTION STAFF OF THE OFFICIAL FILM 
Executive Producer: BOBET, Jacques 
Director: LABRECQUE, Jean-Claude 
Associate Directors: BEAUDIN, Jean; CARRIERE, 

Marcel; DUFAUX, Georges 
Film Editor: NOLD, Werner 
Second Unit Directors: BELANGER, Andr6; 

CHARTRAND, Alain; COWAN, Paul 
1st Assistant Director: POTHIER, Ren6 
Production Manager: MURRAY, Ashley 
Production Administrator: CARRE, Louise 
Technical Directors — Camqra: LACHAPELLE, 

Jean-Pierre; ROY, Jean 
Technical Directors — Sound: BEAUCHEMIN, 

Serge; DROUIN, Jacques; PELLETIER, Claude 
Location Managers: ABASTADO, Lise; 

BROUILLARD, Marie-Andr6e; DANDAVINO, 
Michel; LALIBERTE, Jacques; MALACKET, 
Marcel; MARCHAND, Jacques; MAROIS, 
Louise; RANGER, Louise; SAVARD, Jean; 
ZEBROWSKI, Eva. ■ 
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AT THE NERVE CENTER 
Continued from Page 1119 

knew about specific sports, and to keep 
the same crew on the same discipline 
from the beginning to the end. From the 
management point of view, I had to 
follow the union rules, eliminating 
stand-bys, overtime, etc., as much as 
possible. It took me almost a week to 
do all of this. 

As soon as the Olympic sites were 
completed, we started to make our on- 
the-spot surveys. I carried with me an 
Eclair NPR camera with a 12mm- 
240mm zoom lens and my still camera 
for making slides. We had to verify the 
camera positions, the rules applying to 
camera crews and parking facilities on 
each site. We had to determine the type 
of lens that would provide optimum 
coverage in each place. In one case, 
the producer asked for frontal close- 
ups of swimmers on the course. We 
started with a 300mm lens for this pur¬ 
pose, but shortly afterwards changed 
to a 500mm. There was a young 
cameraman from St. John’s, New¬ 
foundland, assigned to this position, 
Derek Kennedy. He was a nice fellow, 
but he had not had enough experience 
with telephoto lenses and needed more 
self-confidence. Each day we spent a 
few minutes working together, and 
when I changed his 300mm to a 
500mm, we shot some footage. The 
film stock was immediately processed 
and screened — and we were plea¬ 
santly surprised. After that I didn’t have 
to worry too much about Derek. Just 
before the end of the Olympics we 
needed extreme closeups of the 
archery competition, but were unable 
to get close enough. Derek took care of 
the situation with his “baby”, the 
500mm Kinoptic, converted into a 
1000mm lens by means of a 2X focal 
length multiplier. 

General rehearsals were organized 
for June 26 and 27 — at which time I 
had only 11 cameramen. Almost none 
of them had ever seen the Eclair ACL 
camera before, the very camera they 
would be using throughout the Games. 
The first day of shooting was a real fias¬ 
co. The security guards were more than 
efficient; our film crews were thrown 
out of the majority of venues. There 
was a terrible meeting afterwards, but 
on the next day everything worked out 
just perfectly. 

When the entire staff had arrived at 
ORTO, we had briefing and training 
sessions. My dioramas, showing plans 
of each venue, plus actual views from 
each camera position, were pre¬ 
sented. For all of these people, it was 
an initiation for the upcoming events. A 
“hands-on” seminar was conducted by 

COLUMBIA 

COLLEGE 

COLUMBIA 

COLLEGE 

Approved for Veterans 

A study of the Motion Picture and 
Television Arts and Sciences within a 
degree program, taught by a distin¬ 
guished faculty. 

Now Registering. Write for a descrip¬ 
tive brochure. 

COLUMBIA COLLEGE 
925 No. La Brea Ave. 

Hollywood, Calif. 90038 
851-0550 

Matthews' Type 7055 Dolly Track is the production-proven track. 
Completely compatible with Elemack, Fisher and our own Type 5025 or 
5027 dollies, Type 7055 features: 

■ Lightweight, structural steel tubing 
■ Inner-seam welding for extra strength 
■ Exclusive male-female interlock 
■ Rack folding for easy carrying 
■ 8-foot lengths 

And used with our Type 5050 Curved Track, an almost infinite variety 
of moving shots may be achieved. 

So get on the right track with Matthews' Dolly Track - the track used in 
such outstanding productions as "Chinatown", "The Fortune", "God¬ 
father II" and "Won Ton Ton, The Dog That Saved Hollywood". 

Write today for our new catalog and pricing information. 

MATTHEWS STUDIO EQUIPMENT, INC. 
2405 Empire Avenue, Burbank, CA 91504 
Phone (213) 843-6715 orS49-6812 
Telex (Matthews) 691599 

Member Professional Motion Picture Equipment Association 
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/SOFT LIGHT CREATE YOUR OWN ANYWHERE 

>/ ECONOMY USE YOUR EXISTING LIGHTS 

/MORE TRANSMISSION ONLY 1/2 STOP LOSS 

/EFFICIENCY EVEN 1BMM CAN AFFORD SOFTLITE 

/ DIFFUSION EFFECTIVE CLEAR OPTICAL PATTERN 

/PROVEN IN MAJOR STUDIO-IDEAL ON LOCATION 

/FREE SAMPLE AND USE INFORMATION-SA"WIDE 

25FT S2Q.~ SOFT 5AQ- 10QFT ST5.- _ADD_^2_PaS^_CAL_ADD_6^to>£jaiCOp 

AGUILAR'S LIGHTING WORKS 32 30 LAUREL CANYON BLVO STU0I0 CITY CAL 3IB04 7SB B5B4 

16MM CAMERAS 
Arrivlex M w/Synch Motor, Variable Motor, 4,400' 

Mags and Case Used $6500.00 
Beaulieu RISES Used $ 789.95 
Beaulieu R16B Turret w/Reinforcing Used $ 995.00 
Beaulieu Rl6 Spring Drive Used $ 295.00 
Beaulieu R16B w/12.5x75 Angenieux Used $1995.00 
Beaulieu 16 News  Phone 
200' Beaulieu Magazine Used $ 225.00 
Bell & Howell 70DR w/3 Lenses Used $ 449.95 
Bell & Howell 70 DR Body Used $ 289.95 
Bell & Howell 70DL Used $ 189.95 

BOLEX 
Bolex Rex V w/12xl20 Angenieux, MST Motor, 

Recharger, Power Pack, 400' Mag, Torque 
Motor and Alum Case Used $3500.00 

Bolex H 16 Rex V New $1099.95 
Bolex H 16 EBM w/16xl00 POE Vario Switar, 

Power Grip, Battery Charger, 3'Cable. . . New $1995.00 
Bolex 16 EL New $2464.00 
Bolex Torque Motor New $ 189.95 
Bolex 400' Magazine New $ 239.95 
Bolex H16 w/3 Lenses Used $ 449.95 
Bolex 16w/25mm Lytar Used $ 189.95 
Bolex Rex Used $ 389.95 

LENSES 
Arri 25mm fl.4 Cine Xenon Used $ 379.95 
Arri 50mm f2.0 Cine Xenon Used $ 389.95 
Century 300mm f3.2 Used $ 329.95 
Century 6.5mm Tl.8 Used $ 289.95 
Angenieux 10mm fl.8 Used $ 189.95 
Angenieux 25mm (0.95 Used $ 479.95 
Angenieux 17x68 (2.2 Mint $ 489.95 
Vario Switar 18x86 Used $ 489.95 
Yvar 150mm Used $ 119.95 
Yvar 100mm Used $ 124.95 
Pan Cinor 7.5x70 Used $ 289.95 
Switar 25mm (1.4 Used $ 149.95 

EDITING 
Guillotine 16mm Gold Label Splicing Outfit .... $ 169.95 
Maier Hancock Super 8 Demo $ 249.95 
Griswold 35mm Splicer Used $ 36.00 

Minette 16mm Editor New $ 179.95 
Minette 16mm Rewinds New $ 59.95 

PROJECTORS 
Kodak PagentAV 126 TR New $ 689.95 
Kodak PagentAV 256 TR New $ 799.95 
Kodak PagentAV 12 E 6 New $ 659.95 
Kodak 199 Analyst New $ 579.95 
Elmo 16 AR New $1195.00 
Elmo 250 HS New $ 695.00 
Silma Bivox Super 8 Sound Demo $ 299.95 
Bauer 16/16 Studio Mint Phone 
Heurtier ST 42 Stereo  Phone 
Bell & HnaipU ftntn ifimirj Snimd - Ikad. $ 349.95 

•1 TV Super 8 Videoplayer New $T289.0H 

SOUND— 
Stellavox SP-7 Tape Recorder Demo $2500.00 
Sony TC-142 Tape Recorder New $ 177.95 
Sony TC-153 SD Tape Recorder New $ 274.95 
Sony TC-150 Tape Recorder New $ 146.95 
Sony TC-56 Tape Recorder New $ 124.95 
Uher 4000L Tape Recorder Used $ 289.95 
Electro-Voice 644 "Spot" Mic Used $ 74.95 
Electro-Voice 642 Shotgun Mic Used $ 149.95 

MISCELLANEOUS 
Miller F Head  
Miller F Head w/slip pan  
Matte Box for Arri/Beaulieu  $ 
Hervic Location Light Kit  $ 
Zeiss 16mm Moviscope New $ 
Zeiss Moviscope Rewinds New $ 

$ 284.95 
$ 344.95 
$ 259.95 
$ 285.00 

199.95 
54.95 

$ 169.95 
$ 59.95 
$ 349.00 
$ 405.00 
$ 480.00 
$ 80.00 

i 499.00 

Minette 16mm Editor w/Rewinds Used 
SOS Rewinds w/lightwinds Used 
Kodak Supermatic 200 Sound Camera  
Kodak Supermatic 60 Sound Projector w/zoom 
Kodak Supermatic 70 Sound Projector w/zoom 
Kodak Ektalite Projection Screen Model 3 . . . 

Beaulieu 4008 ZM 8x64 Used 
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 5008 MS Multispeed Single System and 

Double System Super 8 with 6x70 zoom. . New $ 1693.00 
Beaulieu 5008MS Multispeed Body New $ 1166.00 
Beaulieu 3008MS Multispeed Sound Camera with 

8x50mm zoom New $ 1289.00 

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. 

bel air camera & hi-fi 
927 Westwood Blvd., Los Angeles, CA 90024, Phone: (213) 477-9569 - (213) 879-9616 

my Chief Cameraman, Roger Moride, 
CSC, and Regis Laderriere from Eclair- 
International, Paris. It was nice to see 
15 tripods with 15 ACL cameras on 
them and more than 30 cameramen 
crowding around them. 

The Opening Ceremony, held in the 
Olympic Stadium, was our big kick-off. 
Two days before, producer Jean- 
Claude Houde took a group of C.S.C. 
people to make a last survey during the 
dry-run of the Ceremony. On the actual 
day, July 17, at 15:00, the camera crews 
were all in position. Everybody had a 
walkie-talkie, and producer Houde per¬ 
sonally directed the first operation. 
15,750 feet of film were processed 
during the night. At 8:30 a.m., editors C. 
Savard, C. Alain, R. Larouche, C. 
Bbtournay, N. Chevalier, D. Marcotte, 
G. Pagd and A. Long, with Chief Editor 
Bernard Lamarche, started to prepare 
themselves for a screening of the first 
summary at 16:00. After that, it would 
be sent to the Mont-Royal Labora¬ 
tories for the making of three masters 
and release prints (release prints would 
also be made at Les Laboratoires de 
Film Quebec and at Sonolab). 

At 16:00 on July 18, Yvon Jean, Jean- 
Claude Houde and the rest of us were 
clustered in the cutting rooms. Super¬ 
visor Reginald Lussier was really flying 
around. But we were late with that first 
one. The summary did not run 20 min¬ 
utes, as required, but 26 minutes, and 
everything was delayed. At 21:00 the 
first release prints came from the out¬ 
side labs. There was another screening 
at midnight. It wasn’t so bad, some¬ 
body said. 

One of our biggest challenges was 
the coverage for producer Henri 
Parizeau of the Grand Prix, Equestrian 
Sports, Cross-country on July 21. The 
nine cameramen involved included: M. 
Kupchuk, CSC, D. Hunter, P.A. 
L6vesque, G. Dupuis, R. Moride, CSC, 
J. Grattan, A. De Tonnancour, H. 
Michel and E. Michel. The call was 
scheduled for 4:30 a.m., since all roads 
leading into the Bromont site (45 miles 
away) would be closed by 8:00 a.m. It 
started out very rainy and foggy, with 
the sun continuing to peek in and out of 
rain clouds all day long — a very tricky 
assignment for our cameramen, but the 
footage looked fine later on. 

We were providing several services 
for the “unilaterals”, those agencies of 
foreign countries requiring specific 
coverage of their countries’ teams or 
athletes in action. These were the really 
international assignments for our 
cameramen. Frequent requests for 
cameramen speaking Hungarian, 
German or Italian were all in the day’s 
work. In the majority of cases, we suc¬ 
ceeded. Everybody on our staff was at 
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least bilingual. 
Our system was much improved by 

the second week of the Olympics and 
everything ran smoothly. As everyone 
knows, the tower of the Olympic Sta¬ 
dium was not completed on time, which 
meant that the lucky electronic people 
got a special position for one camera in 
the basket of the construction crane. At 
the end of the Equestrian Sports- 
Jumping Grand Prix, and just before 
the Closing Ceremony, we were given 
permission to enjoy this privilege for 15 
minutes in order to get some estab¬ 
lishing shots. Roger Moride was “in the 
basket”. The shots he got were at the 
end of the day, with blue night settling 
over Montreal in the background, but 
with the concrete of the Olympic Sta¬ 
dium painted red by the sunset. With 
the colorful Equestrian event going on 
in the foreground, they were fantastic 
shots. 

The Closing Ceremony, of course, 
signalled the end of the 1976 Summer 
Olympics. At ORTO we had our last 
editing day, our last midnight screening 
of the release prints. And what else? 
Only strange feelings. Why stop now 
when everything is finally under 
control? A vacuum. But it was a nice 
time — something to remember 
forever. 

When I recall some of the people 
who were there — A.R. Lewis from New 
Zealand, Klaus R. Schulz from East 
Germany, Hugo Marty from Switzer¬ 
land, Mario Romannini from Italy, Herb 
Lightman from California, A. Colson 
from Toronto, Yvon Jean and all our 
staff — it will remind me of the glorious, 
unforgettable experience of the XXI 
Olympiad in Montreal. ■ 

(ABOUT THE AUTHOR: KAREL LUDVIK, 
CSC, was born in Prague, Czechoslovakia in 
1937. His university studies started with 
chemistry, followed by nuclear physics and 
agriculture. After two years spent in military 
service, he passed the entrance exami¬ 
nation for the Film Faculty. He began his 
career as a free-lance assistant camera¬ 
man and sometime TV cameraman. His first 
major professional assignment was as 
assistant to Director of Photography Jan 
Curik on the feature film “FINSKY NUZ” 
(“KNIFE OF FINLAND"). After that he 
worked on several features as assistant 
cameraman until becoming operator to 
Director of Photography Jaroslav Kucera on 
“DOBRE PLACENA PROCHAZKA” (“WELL 
PAID WALK”), directed by Milos Forman. 
He emigrated to Canada in 1968 and, 
during the following year, made a 30-minute 
documentary, "STORY OF NATURAL 
CASING”. He became a cameraman for 
Radio-Quebec and ultimately a member of 
that organization’s Film Services Manage¬ 
ment team. Meanwhile, for the National Film 
Board of Canada, he worked on “TY 
PEOPLE" and “OCTOBER CRISIS". In 1974 
he climbed Mount Kilimanjaro to produce a 
documentary on the Canadian Mountain 
Climbing Expedition.) 

Mitchell BNC camera 
with four 1000 ft magazines, 
220 V-3 phase-50 Hz sync, motor 
and start box. 

Fully serviced by our own engineers 
before despatch. Double exposure 
film test provided. 

$7,999 
Also available: Set of 7 COOKE SPEED PANCHRO LENSES 
(18-25-32-40-50-75 & 100mm) plus 
Mitchell side-finder and set of matched auto-parallax focus cams. 

MULTI-DUTY MOTOR 96 V-DC/220 V-AC with DC and AC 
start boxes, cables etc. 

Many other Mitchell accessories in excellent condition available. Just tell us what 
you need — AC and DC motors, magazines, lenses, frame cutters, obie lights, etc. 
Write to: Dennis Rosario, 

Rentacamera Ltd., 8-12 Broadwick St. London W1V 1FH, England. 

We Want 
YOUR 

Service Work 

SERVICE IN OUR SHOP 

We also feature 

ANGENIEUX LENSES. Zoom and fixed focal length. 
ANGENIEUX ELECTRONIC CAMERA LENSES. 

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

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

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

warranty); sound and silent. 

CP-16 CAMERAS. 

YODER CRYSTAL 16 CAMERAS. 

Super Speed Service for NEWS Operations 

SALES OF ALL MAJOR LINES OF MOTION 
PICTURE EQUIPMENT. 

Competitive Prices. 

AMPLIFIERS OF ALL KINDS. 

POWER PACKS OF ALL KINDS. 

REBUILD MAGNETIC HEADS 
OF ALL KINDS. 

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

PROF ESSION Al CINE PRODUCTS. INC 

P.O. BOX 20296 

2911 LADYBIRD LANE 
DALLAS, TEXAS 75220 

(Area Code 214) 357-3045 or 357-2725 
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r 
Nine ways 
PALMER FILM 
can work for you: (CONTINUED) 

7 
8 
9 

Palmer Recording Services include synchronous and 
narration recording, music scoring, dubbing, effects, 
and sound editing. We have the most complete music 
library in Northern California. Let a Palmer track add 
an extra dimension to your film. 

16mm Optical Effects are a specialty with us. These 
include split screens, freeze frames, travelling mattes, 
color titles over moving backgrounds, movies made 
from slides, and aerial image photography. 

Experience Counts. Palmer Films has had 40 years 
experience providing top quality Laboratory, Record¬ 
ing, Art and Editorial services. This “in depth” experi¬ 
ence plus modern equipment assures you of technical 
excellence. 

to get the whole story, call: 

W. A. PALMER FILMS, INC. 
611 HOWARD STREET • SAN FRANCISCO, CA 94105 ■ PHONE (415) 986-5961 

San Francisco’s complete 16 mm film service 

FILM FROM HOST BROADCASTER 
Continued from Page 1118 

does not, of course, own these struc¬ 
tures; it only rents them for a short 
period of time. The people who do own 
them were not necessarily willing to 
spend large amounts of money to in¬ 
stall lighting that would be required for 
only two or three weeks. So a great deal 
of our time, during the early years, was 
spent in working with the planning, 
development, engineering and con¬ 
struction groups to ensure that an 
environment conducive to good film 
and electronics coverage would result. 

Film serves several functions at the 
XXI Olympiad in Montreal, and our ini¬ 
tial task was to identify what its role 
should be in relation to each sport, as 
compared with the role that the elec¬ 
tronic medium might assume in por¬ 
traying that sport. Specifically, many 
sports lend themselves to, or demand, 
instant coverage. In such sports as 
Track and Field in which a record is set 
in 10 seconds and, through the facility 
of modern communications, that fact is 
known around the world in 1/80th of a 
second, and where the visual aspect is 
immediately appealing, electronic 
activity can be the most applicable. 

This is not always the case. There are 
some sports — archery is a good 
example; shooting is a good example 
— in which the fact of time and the fact 
of action are not as important as the 
fact of information, and in these areas 
film has done an extremely good job of 
providing such information about the 
sport. 

There are other sports in which the 
dictates of sheer geography or the 
spread-out nature of the course 
indicate that film is the more effective 
way to go. Let’s take yachting, for 
example, where three courses five 
miles out in Lake Ontario are being 
used for racing six or seven classes of 
vessels. Geography obviously dictates 
against the use of electronics. Film, in 
this case, provides a more flexible 
medium — plus the fact that the time 
element is not as important as it is in, 
let’s say, the 100-meter dash. In yacht¬ 
ing, the race is not officially over until 
approximately one-half-hour after the 
last contestant has crossed the Finish 
line, and there may be a wait of one to 
several hours, depending upon wind 
and weather. So through the flexibility 
and selectivity of film, one is able to 
prepare the information for the poten¬ 
tial viewer in a way which denies the 
passage of time, rather than forcing 
him to live out the total experience. 
That is one function of film in the XXI 
Olympiad. 

There is a second function that is 
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equally important. Because most team 
sports are compressed into a period of 
four or five days, more than one game 
of that sport may occur in each day. 
Football is a good example. If the 
games are being held in two or more lo¬ 
cations in the same day, it would be 
physically impossible to carry all of the 
electronic equipment to provide that 
massive kind of coverage. Conse¬ 
quently, we would cover the first 
location electronically and the second 
and third locations on film. 

There’s a third function which film 
performs. Not all the countries of the 
world are equipped for, ready for, or 
have a sufficiently large audience to 
warrant a purely electronic coverage. 
Moreover, not all nations which are 
equipped with electronic systems 
necessarily subscribe to the same elec¬ 
tronic system, and conversion of 
picture material electronically from one 
system to another is a very costly busi¬ 
ness. Film is an excellent means of 
bridging this gap. 

For these reasons, we have under¬ 
taken to produce a daily 20-minute film 
highlights summary of events. Within 
each summary we try to achieve a bal¬ 
ance to present a proper reflection of 
all the sports which have occurred on 
that day. The film for this summary is 
shot by our cameramen, who cover all 
of the active venues. It’s edited by 
ORTO, printed by labs in Montreal, and 
distributed by plane the following night. 
The viewers receive a 20-minute 
resume of the preceding 24 hours of 
Olympic activity. We have a sub¬ 
scription list of 40 countries, or groups 
of countries which make use of this ser¬ 
vice, and it has proved to be very pop¬ 
ular. 

Which brings me to the fourth impor¬ 
tant role for film at the XXI Olympiad. 
According to the International Olympic 
Charter, accredited newsgathering 
agencies of the world have the privilege 
of using up to three minutes of events 
up to three times a day, with no less 
than three hours of elapsed time be¬ 
tween one and the other. In 1972 the 
Deutsche Olympia Zentrum found a 
way to reduce their workload, while still 
making this material available. They 
produced a daily summary and made it 
available to the newsgathering 
agencies, who could then take up to 
three minutes from it three times daily. 
Profiting from their experience, we 
make these materials available under 
the International Olympic Charter, but 
without causing a massive workload 
which would require additional 
cameramen to provide coverage to the 
international news agencies, separate 
and apart from the other three needs I 
have described. ■ 

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. 

MAGNASYNC and MOVIOLA 
MIX YOUR VOICE, MUSIC AND EFFECTS TRACKS IN 

THE EDITING ROOM WITH THE MAGNASYNC 
SERIES 3000 INSERT 
RECORDER SYSTEM 

INTERLOCKED WITH ONE OF 
THE MOVIOLA CONSOLE 

EDITORS AND OUR MIXER. 

For a demonstration or 
additional information 
contact STU MANN 
(212) 889-3300-1-2 

TIME SHARING 

LAUMIC CO., INC. 
306 EAST 39th ST., NEW YORK, N.Y. 10016 
SALES • SERVICE • RENTALS 

LEASE-PURCHASE 

Isn’t it nice to know we’ll be around to service 
your equipment. . . AFTER THE DEAL IS CLOSED? ? 
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Meet the FAX FAMILY 

'JR.' THRIFTFAX 
CAMERA STAND 

FAX-RICHARDSON 
CAMERA STAND 

ANIMATOR'S DISCS, 
COMPOUNDS 

THRIFTFAX 
CAMERA STAND 

For all ANIMATION/TITLING/FILMSTRIP production and 
preparation equipment, for animation supplies of all sorts, get the 
facts, first, from FAX Company. A two-part descriptive price list 
covering “The Mechanics of Animation" and "The Art of Anima¬ 
tion" is yours free, on request. Tell us of special needs. 

FAX COMPANY 
374 S.Fair Oaks Ave., Pasadena, Calif. 91105 — 213/681 -3084 

^33 
1 MITCHELL SPR/BNC PELLICLE-REFLEX 35mm STUDIO CAMERA 

IDEAL FOR REMOTE VIDEO MONITORING 

This one-time offering of a Mitchell SPR/BNC Camera includes six Super Baltar lenses 
in BNC mounts: namely, 20, 25, 35, 50, 75 and 100mm. It also includes four 1000-ft 
magazines; one magazine housing with case; one standard motor housing; one each 
220-V and 110-V synchronous motors; one CP CRYSTAL MOTOR, with housing, cable, 
battery, and charger; one each wide-angle and standard matte boxes; one captive view¬ 
finder; one spare pellicle; one lens case; one camera case; one accessory case; 
two motor cases; and two magazine cases (not including zoom lens, illustrated). 

The whole package, which is immediately available, is being offered for only $17,500 
WRITE, TELEPHONE, TELEX OR TWX - 

IMAGE DEVICES 
1825 NE 149 Street 

P.O. Box 610606 

Miami, FL USA 

33181 

INCORPORATED 

Phone 305/945-1111 

TWX 810/845-4242 

Telex 51-9348 

“SLOW-MOTION” IN MONTREAL 
Continued from Page 1142 

I developed the techniques using 
Eastman Ektachrome commercial film 
7252. Though a faster film could have 
been used, I liked this film’s contrast 
and color balance. At 400 fps, however, 
I needed to increase exposure at least 
three stops over normal because of the 
film’s speed. As a result, I was backing 
off to f/2.2 or f/2 on my lens, with the 
consequent depth of field and focusing 
problems. In more than a few cases I 
was also “pushing” the film. 

I was something of a skeptic when I 
was told that we would be using East¬ 
man Ektachrome video news films 7239 
(daylight) and 7240 (tungsten) in Mon¬ 
treal. I had never shot any of the new 
films before, so I went to Plattsburg to 
test them. The daylight balanced film is 
rated for an exposure index of 160, and 
I found that the three f/stops I had been 
giving away on my aperture I was now 
getting back in the film. I could shoot at 
f/4.5 or f/5.6, which was almost un¬ 
heard of before. But more than that, I 
could use longer, slower lenses, 
because I could pick up the three stops 
in the film instead of the lens opening. 

On viewing the rushes in New York I 
saw that the contrast was good and that 
the film produced warm flesh tones, 
which is good for athletic coverage. It 
also handled the blue sky and brilliant 
sun very well. The rushes went with me 
to Montreal for editing. 

The film also is pushable. The ORTO 
laboratory in Montreal, set up by the 
Olympic Organizing Committee, 
recommended either shooting at 
normal speed or force processing two 
stops. They said the film had enough 
latitude that we would gain a lot more at 
two stops than one, so they only proc¬ 
essed normal and two stops. 

The two-stop push was helpful when 
we were shooting indoors at high 
speeds. All of the venues were 
equipped with metal-halogen lights 
which were balanced for daylight. But 
these lights created some problems for 
us. Above 100 frames per second, we 
picked up a pulsation — a strobing 
effect. We couldn’t find any pulse 
points that would work. 

For one shot of gymnast Nadict 
Comaneci, I tried to shoot wide — to 
get the whole forum, all five stages and 
the flags — and zoom across to key in 
on her just as she mounted the beam. I 
was sick when the film came back. 
When I was at 12mm, there were rivers 
of strobing all across the arena. But, 
when the camera was zoomed in, all we 
picked up was part of one band of the 
strobing. We could live with that. The 
action we got was historic, so we 

1168 AMERICAN CINEMATOGRAPHER, OCTOBER 1976 



framed tightly when we were indoors. 
In addition to ultra-slow-motion, we 

used the film cameras to isolate ath¬ 
letes. That’s something the TV cameras 
can’t do. For example, in a long race 
the video lenses were too long to track 
a runner and keep him in the frame 
from head to toe without the shot falling 
apart. In one race our isolation on one 
runner paid off. 

Hazley Crafford, of Trinidad, was a 
surprise winner of the 100-meter men’s 
race. Usually the winner of the 100- 
meter runs either first or second in the 
200-meter. So we decided to isolate on 
him in the 200. This was the race where 
he fell down. 

The TV cameras were tracking on 
the pack and the leaders and didn’t get 
his fall. But we did. We took our overall 
film coverage of the race and super¬ 
imposed his fall. It turned out to be a 
beautiful piece. It ran on the late night 
show that day, at 11:30 p.m. 

Editing, of course, was done on the 
spot. Some was done in-camera when I 
carried two cameras to A roll on one 
and B roll on the other. We also had 
four film editors and four assistants in 
Montreal and five Steenbeck eight- 
plate tables. 

Editing techniques for ultra-high¬ 
speed footage aren’t much different 
from those for film exposed at 24 fps. 
Naturally, there is no lip-sync sound to 
worry about. We recorded some of the 
normal background sounds, but music 
to set the mood was the key for the 
primetime audience. 

In editing high-speed material, 
however, it’s especially difficult to cut 
from one scene to another. I like to use 
a nice long dissolve of perhaps one or 
even two seconds as the transition. 

After the film was cut into A and B 
rolls, it was transferred to tape and 
electronically completed with all 
effects. I feel that the best compati¬ 
bility of film and videotape is achieved 
when you use all of the electronic 
devices at your disposal to get the film 
on the air in the most enhanced state. I 
wanted to use double images, dis¬ 
solves and stop-action wherever 
appropriate. We used the Ampex HS- 
100 slow-motion videodisc to provide 
stop-action, and achieved other optical 
effects through the Grass Valley Group 
switchers available in our control 
rooms. 

We used the effects, plus the beauty 
of ultra-slow-motion in our tribute to 
Bruce Jenner, the American winner of 
the Decathlon. The show aired on the 
last Saturday night of the Games. We 
decided to take the 1500-meter race — 
the tenth and key event of the Decath¬ 
lon — and prepare it as a short report. 

Shooting in New England? 
Now all you need is 

yourself and a script 

Whyshlep? 
In Boston, the Cody Company 

has everything you need for 
filmmaking except you and your 

script. See us for equipment sales and 
rentals, recording, editing, and mixing 

facilities, and, of course, our top quality 
custom engineering. 

The Cody Company 
24 Dane Street 
Somerville, MA 02143 

Call Dick Hilton (617) 666-4540 

JOHMDAIW GROUP 

SALES — RENTAL — SERVICE 
CAMERAS — SOUND 
LIGHTING — EDITING 

— EVERYTHING — 

We are your one-stop equipment house in 
Australia and Southeast Asia with the most 
comprehensive range of 16mm and 35mm 
motion picture/television production equip¬ 
ment available for SALE or RENTAL 

105 Reserve Road 
Artarmon, N.S.W. 2064 
Sydney, Australia. 
Telephone: 439- 6955 
TELEX: 24482 

AUSTRALIA . -■ 
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new! 
hi-torque ni-cad 
batteries 
made for 
ARRI 
cameras 
Designed specifically for Arri cameras, these new batteries employ 
the new G.E. premium “Gold-Top” C/3 heavy duty, high tempera¬ 
ture cells, and assure maximum power reliability over a wide range 
of environmental conditions. Uniquely compact and lightweight, 
both the HVQ and the 8/16Q batteries feature spot welded cells, all 
mounted onto a printed circuit plate with silver coated contacts for 
lowest resistance and anti-corrosion. The slim, high-impact lexan 
case in which the entire cell and contact block is enclosed, is 
virtually indestructible under normal use. Both recharge fully in 5 
hours without being sensitive to over-charging. Both have 
“charge condition” indicators in their holders as well as charge 
indicator lights in the chargers. Operation is from 110-120 and 
220-240 volts 50/60 Hz power lines. 

ARRI 
ARRIFLEX COMPANY OF AMERICA Write for literature. 

P.0. Box 1102C, Woodside, N.Y. 11377/1011 Chestnut St., Burbank, Ca.91506 

Model HVQ—14.4V 
For use with the Arri 35BL and 
16BL cameras. Measures only 
IV2" x 51/2" x 5", yet delivers 
about 20% more voltage than 
conventional batteries of up to 
four times larger. The resultant 
greatly increased motor torque 
is significant when filming in 
low temperatures or with large 
capacity magazines. 

Model 8/160—8V/16V 
This smallest, lightest power 
supply, for use with the Arri 35 
IIC and 16/S-M cameras, de¬ 
livers a choice of 8V or 16V at 
the flick of a switch. Same de¬ 
sign and premium construc¬ 
tion as the HVQ. Quick 5 hour 
recharge rate. 

^ if >1 
O’ mj# » • 

Daily processing of VNF 7240 at 250 ASA 

ECO - 7390 The ultimate film reproduction in 
sharpness, color & silversound 

ECO - EF Excellent low contrast print rendering 
7389 with silversound for TV or projection. 

16mm EKTACHROME ECO 7252 

16mm ME-4 PROCESSING. VNF.7240 

16mm COLOR WORKPRINTING 

16mm RELEASE PRINTING 3400K - 5400K 

16mm OPTICAL SOUND TRANSFER 

16mm SILVERSOUNDTRACK APPLICATION 

16mm ULTRASONIC CLEANING 

16mm CREATIVE EDITING (Kern Table) 

16mm CONFORMING A6B ROLLS 

16mm CREATIVE SOUND PRODUCTION (Interlock) 

16mm POSTFOGGING OF EF 

16mm TITLES 6 ART WORK 

16mm OPTICAL PRINTING 

CHAIMIMEL 8 COLOR LABS 
905 JACKSOIM STREET/P.O. BOX 1410 

TAMPA, FLORIDA 33601/813/229-7781 

FOR A FREE BROCHURE AND PRICE LIST, WRITE TO ABOVE ADDRESS 

task of collecting the material accord¬ 
ing to needs. In this respect, two clerks 
assigned to communications will over¬ 
see these outside messengers very 
closely. 

All material given to the reception- 
dispatch office on the 1st floor will be 
checked by way of the forms already 
received and sent to the places 
indicated, e.g., the laboratory, the 
sound department, etc. Once the tech¬ 
nical work has been done, the material 
will be returned to the point of depar¬ 
ture, i.e., to the reception-dispatch 
office on the 1st floor where those in 
charge will send out the material only 
and keep the service requisition. 

To distribute the material to the 
different departments concerned, four 
internal messengers will share the task. 
Their main delivery pick-up points will 
be the reception-dispatch areas on the 
1st and 7th floors. 

The “Film service requisition” form, 
duly completed by the reception-dis¬ 
patch clerk on the 1st floor, will be sent 
with the material to the main recep¬ 
tion-dispatch office on the 7th floor. 
From there, all material will be sent to 
the editing rooms where the work will 
be carried out. The service requisitions 
will be kept in the main reception¬ 
shipping office on the 7th floor until the 
work has been completed. In order not 
to delay the starting time for jobs sent 
to outside laboratories, the official 
deadline for the editing jobs will be 
fixed at 5:00 pm. 

When the daily summary has been 
finished and checked by those re¬ 
sponsible, the chief editor will himself 
take all the material used to produce 
the summary, correctly labelled, to the 
main reception-dispatch office on the 
7th floor. 

The clerk there will immediately send 
out the original to the laboratory 
chosen to make master copies, inter¬ 
negatives and finals, by way of an out¬ 
side messenger; at the same time, the 
sound tapes will be delivered to the 
sound department to make the same 
number of final copies. 

Everything left from the material 
which has not been used for the sum¬ 
mary (“outs”), whether it be picture or 
sound tape, will be returned to the film 
library, correctly identified. In the case 
of the unilaterals, the above procedure 
will vary a little. The clerks at reception- 
dispatch on the 7th floor will gather all 
the details required for accounting 
purposes, e.g., when jobs requested by 
the unilaterals involve recoverable 
overtime, etc. These details will be sup- 
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plied by the editor himself who will give 
the finished material to the reception- 
dispatch office on the 7th floor in the 
presence of the broadcaster. Having 
noted the details, the reception- 
dispatch clerk on the 7th floor will 
immediately advise the Booking 
Service of the extra charges and ask 
the broadcaster to go to the booking 
counter to settle his bill. 

On his return to the clerk at the 
reception-dispatch office on the 7th 
floor, the broadcaster will present his 
receipt, and the clerk, after checking 
and taking note of this, will give him 
back his material. 

At the end of each day, the 7th floor 
reception-dispatch office will give the 
Booking and Financial Services Xerox 
copies of the day’s assignments 
showing all the necessary information; 
in this way, control will be maintained 
by both sides. When unilaterals go to 
the reception-dispatch on the 1st floor 
only to have their film processed only 
the part of the form for the laboratory 
will be completed by the clerk. In this 
way, we shall have at hand the neces¬ 
sary information to retrace the material. 

KINGSTON 

As in Montreal, the Booking Service 
will prepare the necessary forms 
advising the cameramen and the 
editors of the tasks they have to do, 
using an assignment grid set up 
beforehand by G. Brown and P. Nor- 
mandin. 

If everything proceeds as planned, 
the competitions will end, in theory, at 
about 3:00 pm. An outside messenger 
will pick up the film by boat and take it 
to the Harold Harvey Centre for 
processing, after which the editors can 
begin their work. 

At the end of the races the camera¬ 
men will also return to the Harold 
Harvey Centre to give the rest of their 
filmed material to the laboratory for im¬ 
mediate processing and incorporation 
into the final edited version. The inter¬ 
national sound track will be prepared 
with sound tapes recorded and se¬ 
lected in advance. 

We have estimated at about 10 
minutes the daily coverage of the 
yachting events. It will be transmitted 
by feed from Kingston to Montreal the 
same evening between 7:00 and 8:00 
pm. 

This material will be made available 
to broadcasters on request and se¬ 
quences will be used the next day for 
the 20-minute film summary. 

As in Montreal, broadcasters 
interested in using our services for 
interviews or other unilateral coverage 
can channel their requests through the 
Booking Service. It is understood that 

How to spend less for postage. 
Even with the new, higher rates. 

Switch to Plio-Magic® reels and shipping cases. They weigh considerably 

less than conventional packing, so you still save money, even with the 

26% postal increase. 

And the money-saving features of Plio-Magic® don’t stop there! 

Plio-Magic® cases last longer than fiber cases, and require less handling 

time. There’s a wide assortment of colors, enabling color coding. They 
can be imprinted with your company’s or library’s logo and address. And 
only PRC cases offer the new, improved Twist-Ease ™ Locking System, 
for simple opening and closing. 

Plio-Magic® reels last longer, too, and are safer around children. 
Together, they make a lightweight, super-tough package that does a 
better job of protecting your film while costing you less. 

Now more than ever, you need Plio-Magic®. Call or write today 
for literature and details. 

A wholly owned subsidiary of Williamhouse-Regency, Inc. 
640 South Commercial Avenue, Carlstadt, New Jersey 07072 (201) 933-9125 

7165 Willoughby Avenue, Hollywood, CA 90046 (213) 851-7532 
Available in Canada through Rutherford Photo Ltd. 

Advertisement prepared by 
Stiefel/Raymond Advertising Inc. 

1275-371-12R 
Plastic Reel 
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^•American Cmemci 

~June, 1968 

FILMING “2001- 
A SPACE ODYSSEY” 

“December, 1969 

SUPER-S—THE STATE 
OF THE ART 

“June, 1970 — 

SUPER-16 

“October, 1972-  

VIDEOTAPE & FILM 

$5.00 

(Dealer Discounts—Inquire) 

I” AMERICAN CINEMATOGRAPHER 
i P.O. Box 2230, Hollywood, Calif. 90028 

I Please send me copies of the 
I FOUR-IN-ONE reprint @ $5.00 ea., 
I postpaid. 

| NAME  

I ADDRESS   

CITY   

STATE   ZIP   

I California residents please remit 6% 
Sales Tax. (30^ per copy). Foreign 
buyers please pay by International 

| Money Order or U.S. Funds. 

priority will always be given to ORTO 
needs and that the broadcasters’ needs 
will come second to ORTO’s. If special 
cases occur with the Booking Service, 
the Kingston Manager, Mr. Pierre Nor- 
mandin, will decide on the solution. 

AUXILIARY SERVICES 

Booking Service 

I'Ve shall supply the Booking Service 
with an initial draft of the assignments, 
using the program grid, at least one 
month in advance. In addition, on the 
eve of each filming day, a production 
meeting will take place with those in¬ 
volved in order to establish the final 
assignments of the cameramen, audio 
technicians, production assistants, 
script assistants, editors, etc. 

Using this information, the Booking 
Service will complete the “Film ser¬ 
vices requisition” form and will subse¬ 
quently send copies of that form to the 
reception-dispatch office on the 7th 
floor, or someone in charge will have 
them distributed to the people in¬ 
volved, keeping one copy for his own 
use. Those receiving copies may be: 
— the Film Production Coordinator (K. 
Ludvik) 
— the Film Operations Supervisor (R. 
Lussier) 
— Program Information Officer (M. 
Lafrance) 
— producer(s) 
— production or script assistants 
— cameraman (chief cameraman) 
— audio technicians 
— laboratory 
— sound department 
— technical store 
— editor (chief editor) 
— 1st floor reception 
— accounting 

Besides the personnel assignment 
forms (ref. “Film services requisition”), 
the Booking Service will give those 
listed below a certified copy of the gen¬ 
eral schedule (“blocking”) they need in 
the course of their work: 
— Manager of Program and Production 
Film Services 
— Asst. Manager of Program and 
Production Film Services 
— Film Production Coordinator 
— Film Operations Supervisor 
— 7th Floor reception-dispatch 
— 1 st floor reception-dispatch 

Outside Laboratories 

After joint evaluation with the Techni¬ 
cal Services Film Department, and 
bearing in mind the probable arrival 
time of the material at the outside 
laboratories (5:15 pm), the first final 
copies should be ready between 8:00 
and 8:30 pm every evening. 

As already mentioned, the Program 

WESTERN 

FULL IMMERSION 

WET GATE 
PRINTING 

16mm to 16mm 
16mm to 35mm 

Super 16mm to 35mm 

EASTMAN COLOR 
INTER-NEGATIVE 

and POSITIVE 
16mm & 35mm 

PROCESSING 
ECNE, ECO, EF, CRI 

16mm & 35mm 

• Video Analyzing 

• Sound Recording 
and Mixing 

• Optical Printing 

• Titling 

• Super 8mm 
Reduction Printing 

• Filmstrip 

We are a quality-oriented lab... 
Computerized printing... 
Contact our producers' service 
specialists... 
We do the job right! 

DENVER 
312 So. Pearl St. - Denver, Colo. 80209 

Cine Craft 
8764 Beverly Blvd. - Hollywood, Calif. 90048 
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TRIPOD 
Selected for use in filming 

the 21st Olympiad at Montreal 

The Foba tripod is an all-metal 
professional motion picture tripod 
with a Pro Jr. flat-top plate which 
accepts Pro Jr., O’Conner C and 
50, Miller F and Pro heads. Made 
in Switzerland by precision crafts¬ 
men, the Foba features unique 
tubular adjustable legs which al¬ 
low the tripod to be used in stan¬ 
dard or baby positions. Foba 
comes complete with triangle- 
type leg locks and elevating riser 
plate. Maximum height is 62"; 
with riser, 73". Minimum height, 
IS'/a". 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: 

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

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

and Production Film Service will estab¬ 
lish, in a few weeks, the final number of 
copies we shall require for world dis¬ 
tribution. 

Distribution Company 

Once the final choice of the 
distribution company has been made, I 
shall discuss the operation pro¬ 
cedures with them. 

It is sure that once the complete list 
of broadcasters is given to that com¬ 
pany, we shall require official con¬ 
firmation daily that the material has 
reached its destination. As soon as the 
distribution company starts work, we 
shall be able to find out the airline 
schedules for the different points 
across the world. I shall return to this 
subject after negotiating and discuss¬ 
ing it with the distribution company 
selected. 

CONCLUSION 

/ trust that this report meets with your 
requirements. If, however, something is 
missing, I shall be happy to answer 
your questions. 
Yvon Jean 
Manager of Film Services 
Program and Production Services 

ORTO MODUS OPERAND! FOR 
FILM COVERAGE 

The main task of ORTO’s Film Ser¬ 
vice is to record on film the sports 
events which are not covered elec¬ 
tronically. 

The primary objective is to produce a 
daily twenty-minute summary of the 
highlights of the Games, using compe¬ 
tent personnel and suitable equip¬ 
ment. The Technical Sector of the Film 
Service will also handle a range of 
services, from simple film processing 
to the provision of technical film crews. 

This demands close planning and 
the establishment of lines of communi¬ 
cation between those required to work 
in the department itself and those at 
different points along the film’s route in 
order to provide a quality product for 
the broadcasters. 

Coverage Sites 

Montreal and Kingston are the two 
operating sites for the Technical Film 
Service. In Montreal, film coverage will 
require the use of about thirty 16mm 
sound cameras coupled with 20 syn¬ 
chronised tape recorders and spare 
equipment. Seven film cameras, 
including two with sound, and two tape 
recorders will be adequate for all 
coverage of the yachting competitions 
at Kingston. 

Part of the basement of the ORTO 
Continued on Page 1180 

Supers Sound Recorderi 

The 
Sound 
Standard 
of Profess 

Supers Sound Recordern 

Supers Sound Crystal Controls 

^ Sf Eliminate Cables 
Between Sync Cameras 

and Recorders, 

Supers Sound Silencers 
r 

Reduce 
Camera 
Noise 
by Ten 
Decibels 

Supers Sound Editing Bench 

Professional Performance 
Super 8 Economy 

Supers Sound, Inc. 
95 Harvey Street, Cambridge, Mass. 02140 
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little mike 
BIG EAR 

Here’s a really all-purpose microphone- 
just about as small as possible, 8mm by 
18mm by 5mm (5/16 by 11/16 by 3/16 
in.), but big in performance and versatil¬ 
ity. Slick and smooth for minimum cloth¬ 
ing noise. Wide frequency range without 
peakiness for use with music as well as 
speech. Specially developed cabling and 
connectors. Immediate delivery, too! 
Model 14: 4 ft 6 in. cable, locking micro 

connector, $110.; 
Model B-30: 12 ft 

cable, locking micro 
plug, and matching 
balance transformer 

for balanced/ 
unbalanced 

HHE convertibility, $140. 

1825 NE 149 Street Miami, Florida USA 33181 
305/945-llli 
Telex 51-9348 

TWX 810/845-4242 

IMAGE 
DEVICES 
INCORPORATED 

MICROFILMED 

BACK ISSUES OF 
AMERICAN CINEMATOGRAPHER 

4^ Per Page- 

Sold only by complete issues 

1921 through 1967 available 

UNIVERSITY 
MICROFILMS 

EDITORIAL SERVICES 
300 N. ZEEB RD. 

ANN ARBOR, MICHIGAN 48106 

FILMING THE XXI OLYMPIAD 
Continued from Page 1127 

lenging shoot — and this one, in the 
mud and rain, is obviously going to be 
challenging. 

My old friend Arthur Wooster, the 
Director of Photography, has every¬ 
thing meticulously worked out on 
paper, as is his usual method, and he 
shows me a diagram of the course, with 
the various camera positions in¬ 
dicated. 

It is a course to test the mettle of the 
hardiest rider — eight miles long and 
with 36 of the most difficult-looking ob¬ 
stacles to jump that I’ve ever seen. 
Today, with rain and mud to add to the 
difficulty and danger, I really don’t envy 
the riders. 

Arthur, as usual, has given me an 
assignment tricky enough to test what¬ 
ever skills I may have as a camera¬ 
man. I am to pick up the rider as he 
clears Jump #14, which is far to the 
right and actually in back of my camera 
position, and then I must pan him all 
the way around, zooming as I go, until 
he takes Jumps #15 and #16. It is quite 
a panning movement — about 170 
degrees, I should estimate — and it re¬ 
quires winding myself about the tripod 
like a snake at the start of the move¬ 
ment. Then, as I run out of wind, I must 
do a funny little ballet — a kind of “Tip¬ 
toe Through the Tripod Legs” in order 
to get around to take the rider over 
Jumps 15 and 16 (one of which is under 
fairly dense trees, with the other out in 
the open). All this, of course, must be 
executed very smoothly — no jerks or 
bobbles in the panning movement, a 
smoothly unobtrusive manual zoom, 
which I can only do myself, and a 
composition that leads the rider ever so 
slightly. 

The camera is set up by Christian 
(whose last assignment took him to the 
jungles of Africa as assistant to his 
father on a feature) and the trick is to 
keep the camera dry at least long 
enough to get it assembled. I donate to 
the cause the big plastic bag which has 
been issued me this morning to serve 
as a rain protector (you’re supposed to 
cut your own holes for head and arms). 
Luckily, ORTO had given me a very 
chic, if four-sizes-too-big, rain cape 
with the CBC logo-symbol on the back, 
so I am happy to donate the plastic bag 
for swaddling the camera. 

I have been given a list of all of the 
riders in the Event and have checked 
off those that I am to film, about 20 in 
all. Included on the list is one name that 
has a certain glamor to it: Her Royal 
Highness Princess Anne (or simply 
“HRH”, as she is designated by the 
crew). It is my understanding that the 

all under one 
umbrella 

MOTION PICTORE 
EQOIPMENT 
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 Shore 
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 

BRENIMER 
C I IM E® S O U IM D 

Div. of Ritz Camera Centers 

Please mail me additional information: 

□ Service □ Sales □ Rentals 

Name  

Address  

City  

State Zip  
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♦ SERIOUS STUDENT 
♦ ADVANCED AMATEUR 

FILM MAKERS - 

ATTENTION!!! 

We’re preparing film fes¬ 
tival packages for a large 
national market 

If selected for national 
distribution, producer 
will receive a liberal per¬ 
centage of box revenues. 

If you are a serious stu¬ 
dent or advanced amateur 
who thinks your film de¬ 
serves nationwide expo¬ 
sure - 

Write for more information: 
ANDROMEDA PICTURES 

2155 Market Street 
Camp Hill, Pa. 17011 

((It’s the Super-8 
buyer’s biblelH 
Glory, be! Here, at last, is the first 
magazine written just for you. SUPER-8 
FILMAKER. Everything about getting 
the most from your camera, film, equip¬ 
ment. Reports on new cameras, tripods, 
lenses, sound systems and much, 
much more. So, start reading every 
issue of the bible. Start with a free test- 
read. Subscribe. Read the current issue 
we send you. Write "cancel” across 
the bill if you don’t shout “halelujah" 
after reading just one issue. It’s that 
simple. So, send in the coupons, 
brothers and sisters. 

# 
I 
% 
I 
I 
I 
I 
I 
I 
I 

Bill me $9 for 1 year. 

INcil lit? 

Address 

City ■ 
State 7ip 

Mail to: Super-8 Filmaker 
P.O. Box 10052 
Palo Alto, Ca. 94303 3011| 

entire Royal Family will be at Bromont 
to cheer her on today. 

The Event begins. And it’s hell on 
both horses and riders, as they slip and 
slide — and fall — on the slick terrain. 
There are several spectacular (but for¬ 
tunately non-injurious) falls on the two 
jumps I am covering, and they are duly 
recorded on film. At one point, I turn to 
Christian and say: “The Guatemala 
rider is up next. She’s not on our list, 
but I have a strong hunch that she’s 
going to fall — so we’ll film her.” My 
ESP proves accurate — she falls dra¬ 
matically right in front of my camera, 
just as though we’d rehearsed it. 

Which leads me to ruminate on the. 
particular ghoulishness that news, 
documentary and sports photog¬ 
raphers inevitably develop in the 
course of their careers. Without ac¬ 
tually wishing anybody ill, they long for 
dramatic catastrophe to occur in front 
of the lens; it simply makes for a more 
exciting picture. Obviously, I’m no ex¬ 
ception. 

Now my list (and the announcer over 
the p.a. system) tells me that “HRH” is 
the next rider up. I’m braced for this 
one, determined to execute the 
smoothest 170-degree, manually 
zoomed pan ever recorded on film. As 
a horsewoman, Princess Anne is an un¬ 
known quantity to me. The Press, of 
course, gleefully reports every time she 
falls off a horse, just as they chronicle 
every bump on the head and fall on the 
ski slope that President Ford endures 
— but I’m not impressed by such jour¬ 
nalistic sensationalism. 

I pick the princess up in my view¬ 
finder as she comes off of Jump #14 in 
the distance and follow her in a pan — 
very smoothly indeed, if I say so myself. 
She takes Jumps 15 and 16 beauti¬ 
fully, showing fantastic grace and style. 
No matter that she falls on Jump #19, 
further up the line — in my book she’s 
quite a gal! 

The rest of the day is spent playing 
hide and seek with the sun. My expo¬ 
sure ranges all the way from f/2.8 to 
f/22 — occasionally making that kind of 
change in the middle of a shot. Never¬ 
theless, it’s an exhilarating challenge. 

God in his mercy has caused Man to 
locate a pub at Bromont, and it is to this 
hospitable precinct that the entire crew 
repairs when the shoot is over. 
Canadians are polite drinkers, but 
when ‘‘Dad’s Army” (as Michael 
Samuelson calls his raucous group) 
takes over the pub, no one has to tell 
them: “The British are coming!” It’s a 
great way to wind up a great day. 

On Toward the Finale 

As the Games of the XXI Olympiad 
roll on day after day, I am kept ex- 

Portland, 
Oregon—City 
of Roses, Elephants, 
Mt.Hood and Frank Hood 

and home of dependable 

Tekhifilim 
16mm film laboratory— 
Same day processing and 
work printing. B/W and color. 
ECO, EF, ECN-II. 
Sound transfers and mixing. 
High quality electro-prints. 
Inter-negs, CRIs. 
Color positive prints. 

1923 N.W. KEARNEY 
PORTLAND, ORE. 97209 
503/224-3835 

For careful, personal service 
check with Arlan Evensen 
or Frank Hood. 

o 

Our 
characters 

play 
some 
pretty 
heavy 
roles. 

Our faces have been in “Jaws”, 
“The Sting”, “Jackson County 

Jail” and other biggies. 
Need 16mm and 35mm title 

elements? We make ’em! 
End-credits, roll-ups, and 

color and b/w supers. 

800 N. Cole Avenue 
Hollywood, California 90038 
Telephone: (213) 469-8171 

AMERICAN CINEMATOGRAPHER, OCTOBER 1976 1175 



IN 
SAN FRANCISCO 

Adolph 
Gcusrer 

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 

j^fldolph 
Gar/er 

181 SECOND STREET 
SAN FRANCISCO, CALIF. 94105 

(415 ) 495-3852 

tremely busy accompanying ORTO and 
NFB crews to the various venues — 
observing their techniques, taking 
pictures, conducting taped interviews. 
It is a hectic, but productive interlude. 
When I have anything that can be con¬ 
strued as “free time” in the evenings, I 
am invited to partake of the extremely 
warm and cordial hospitality offered by 
my French-Canadian friends — en¬ 
counters which I shall always remem¬ 
ber with the greatest affection. 

The Games proceed with no further 
untoward political incidents to mar 
them — the only evidences of violence 
being the more than 250 accidents, 
which the drivers of the official cars 
manage to have while piloting VIP’s 
around town in their vehicles. 

In the Olympic Village, with its archi¬ 
tecturally stunning half-pyramid 
quarters for the athletes, the true spirit 
of international brotherhood which is 
supposed to constitute the very core of 
the Olympic Games is very much in evi¬ 
dence. I watch with a certain warm glow 
as young male athletes from dozens of 
different countries play a spirited, and 
completely friendly, game of touch 
football — and it occurs to me that this 
is what the Olympic spirit is supposed 
to be all about, if only the politicians 
would keep their grimy hands off of it. 

Up until the end, the tension which 
has characterized this event persists in 
the city. But at the Closing Ceremony, 
marred only by the appearance of a 
nude streaker in the midst of a circle 
composed of unflappable adolescent 
girls, the tension erupts into a wildly 
colorful visual and audible sigh of relief 
that nothing terrible has happened. It 
takes the slow-reaction-time police 
several minutes to realize that the nude 
intruder is not part of the planned 
choreography and they hustle him off 
the field. 

The stands of the Stadium glow with 
thousands of little chemical light wands 
provided to the spectators, as the 
Olympic flag is lowered, the Flame is 
extinguished, and another Olympiad 
passes into history. Athletes and spec¬ 
tators mingle on the field in a kind of 
happy hysteria — singing, dancing and 
embracing long after the event is offi¬ 
cially over. 

The next day, even the incredible 
chaos at the airport cannot dampen my 
memories of Montreal and the XXI 
Olympiad. 

Mostly, I shall remember the tremen¬ 
dous dedication and skill of the 
Olympic film-makers. And I shall 
remember the extraordinary warmth 
and kindness extended to me by such 
people as Yvon Jean, Karel Ludvik, 
Jean-Claude Labrecque and Roger 
Racine and their wonderful families. ■ 

When you sc^ one lab processes your film "better" 
than another, you're really saying that somebody isn't 
doing their job, because in the lab business there is 

only one way to process, edit, conform, print, transfer,mix, 
or post flash — the right way. At CPT 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 CPT, you 
talk to the people who actually handle your job. We 
deal with people, their projects, and their problems. 

i Our staff is composed of lab professionals - but 
we've also spent our share of hours behind the cameras 

so we can speak your language. 
If service and quality are what you're looking fa 

in a 16mm lab, write or call for your copy of our new 

cata'og/price list. cpT p(L^ LAB 

9I9/6M-7265 639 WELL0NS VILLAGE 919/688-7265 DURHAM, NC 27703 

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 

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!" 

HANG GLIDING SURFING 
DUNE BUGGIES SEAGULLS 
AIRPLANES BALLOONS 
INCREDIBLE AERIALSCENICS 
and MORE Ring (714) 494-1055 
Box 205, So Laguna, CA 92677 

JMACGILLIVRAY- 
FREEMAN FILMS 

INC. 

Sole distributor of Mole-Richardson 
Company Products in Greater New York 

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 
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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 

KODAK AT THE OLYMPICS 
Continued from Page 1130 

at ORTO — one at the sales counter it¬ 
self, and another at a special storage 
room on the second floor where our 
bulk inventory is stored at a constant 35 
degrees. 

QUESTION: I understand that you are 
using an unusual Kodak stock for 
ORTO’s masters and release prints — 
a stock of foreign manufacture that 
isn’t available in the United States. 
Could you tell me about it? 

□XBERRY 
Division of Richmark Camera Service, Inc 

Tel. [212] 585-0730 
Cable OXBERRY, N.Y. 
516 TIMPSON PL., BRONX, N.Y. 10455 

OPTICAL 
PRINTERS 

LIQUID GATE 

ANIMATION 
& FILMSTRIP 
EQUIPMENT 

SOUND EFFECTS 
LIBRARY 

Richard Einfeld Productions 
1512 No. Las Palmas, Hollywood, CA 90028 

(213) 461-3731 

Covering FLORIDA 
like the SUNSHINE— 

COMPLETE RENTAL SERVICE 

PHOTOMART 
CINE EQUIPMENT SUPPLIERS 
6327 S ORANGE AVE . • ORLANDO. FLA 32809 

Phone (305) 851 2780 

IN THE SOUTH CineMoAferfz 

Full Production or Grip 
in low-cost fitted Hertz truck 

^darfta Rim Equipment Rentals** 

404/325-3676 or 633-4101 

ARRIFLEX 
Motion Picture Equipment 
NAGRA 
Tape Recorders 
IAN IRO 
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 

MULTLTRACK STUDIO RECORDING SYSTEMS 

CALL A PROFESSIONAL 
Cine-Craft Inc. 

A full service laboratory for 
16mm, Super 8, Regular 8 

Any quantity Best prices 
8764 Beverly Blvd., Hollywood, Calif. 90048 

(213) 652-7357 
Write for free brochure 

MARTEL: Yes, it’s the 7399 stock, a 
print stock, and the technology is 
similar to that of the 7239 and 7240. We 
got the 7399 from Kodak Pathd, but we 
expect it to be available in the States 
the middle part of next year. The 
reason that ORTO decided to go with 
this stock was that, after making tests 
by going through an interneg onto posi¬ 
tive stock, they were unsatisfied with 
the results. They used 7389 and 7390 
and made about 15 different tests using 
different printing systems. After making 
this evaluation, they found that the 7399 
would give them the highest quality and 
this is the reason we provided it. 

QUESTION: Was it strictly a matter of 
the quality that made them decide on 
the 7399 route? 

MARTEL: That, plus the fact that the 
ORTO lab is geared for processing the 
original only and, after evaluating the 
capacities of the other labs for making 
masters and prints, they made the de¬ 
cision that it would be easier to go to 
master reversal and print reversal. The 
labs were given only four hours to do 
both in order to get the final prints to 
the airport in time for shipping. 

QUESTION: What about facilities, ser¬ 
vices and advice in the making of the 
Official Film by the National Film 
Board? Is there any direct Kodak 
involvement there? 

MARTEL: There is no direct involve¬ 
ment with the National Film Board. 
They made their arrangements directly 
through COJO and decided, since they 
were going to a 16mm format, to use 
the 7247 negative stock and they have 
their own laboratory for processing that 
stock. 

flint 
pacen 

24 HOUR MESSAGE NO: (301) 345-8141 

P. O. Box 234. College Park. Md. 20740 

VERTICAL EDITING 
TABLE SYSTEM Seif cl- 
utched: synch, drive SCD.$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 

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.0. BOX 2641A • HOLLYWOOD, CA 90028 

INVENTORY CLEARANCE 
16mm & 35mm CAMERAS, 
FILM and LAB EQUIPMENT 

35mm ARRI II B w/mags, 
3 Schneider lenses, matte box, 
variable motor, case  

16mm PROJECTOR2995° 

149500 
16mm AURIC0N Super 12 Reflex. 2 mags, inn eng 

50mm lens, optical/mag sound  13 J J 

16mm MITCHELL, matte box, finder, 
2-400' mags, 25mm lens, tripod head OQQCQO 
& Hi-Hat, like new LQOJ 

16mm MITCHELL BLIMP  995.00 
16mm SOL-LUX Lightweight Auricon CQCOO 

Movement, 2-400' Mitchell Mags JOJ 

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, 1%" f 3.5 24 vdc 34.50 
35mm Cineflex, 4 B&L Baltars (50, 75, QQCOO 

100, 152mm) 4 mags, 2 motors, case UuJ 
35mm Cineflex Reflex w/Zoomar 1000mm 

f 8 Reflectar, Variable shutter, 04 Q 1^00 
synch motor & mags  NEW 

35mm ARRI mags ABO’-ISS.OO, 200 -35.00 
16mm MITCHELL 400' magazines 99.50 
16mm B&H 400' magazines  99.50 
16mm MITCHELL tripod head w/Hi-Hat,case 99.50 
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 
35mm ASA 100 Color Neg 12c per ft. 

All equip, used, good cond., subject to prior sale. . 

FREESTYLE SALES CO. 
5120 Sunset Blvd., Hollywood, CA. 90027 

Phone (213) 660-3460 
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frame-line tape 

SPLICERS 
AND TAPE 

Free Brochure? 

35mm, 
16mm, 
8mm 

NEW 
tape 

bridge 

6820 Romaine St., Hollywood 
Calif. 90038. (213) 466-3591 

CIRO 
EQUIPMENT CORPORATION 

SMITH-VICTOR 
Model 710 

HI-FI STUDIO LIGHT 

New Smith-Victor Hi-Fi Quartz Studio Lights are 
made to meet the needs of the most discrimi- 

.nating professional photographer. Housing is of 
Double Wall Aluminum which provides coolness, 
strength and light-weight. They are high quality 
lights for photography or T.V., and are ideal for 
Key, Fill or Punch Lighting. Focusing lever ad¬ 
justs the light from a 30° spot up to a 60° 
flood. Write for complete specifications and 
price sheet. 

MODEL 710 HI-FI STUDIO LIGHT 
(less lamp) $47.50 

Full line of accessories available 

AT YOUR PROFESSIONAL DEALER 

SMITH-VICTOR CORR. 
Griffith, Indiana 46319 

MANY FACETS OF ORTO 
Continued from Page 1156 

England by P.A.G., with electronics by 
Kudelski. It’s an amazing machine, be¬ 
cause it’s only 4 feet wide, 2 feet deep 
and 31/2 feet high. It carries four play¬ 
backs and one recorder, linked to¬ 
gether mechanically. It has technical 
capabilities that allow the producer in 
Kingston to insert all kinds of sound 
effects into the silent footage. This is 
necessary, because he can’t get clear 
direct sound pickup on the lake, due to 
the number of motor boats buzzing 
around. Direct sound recorded under 
those conditions would spoil the aspect 
of sailing, because you would get the 
sound of motors and helicopters and 
yelling, along with the splashing sounds 
of sailing. 

In planning our operation, the matter 
of risking failure of equipment was very 
much in our minds. For that reason, we 
insisted in all of our contracts with sup¬ 
pliers that there be back-up equip¬ 
ment, as well as tooling and spare 
parts. Eclair, for example, provided five 
brand new back-up cameras which are 
standing on the shelf, ready to be put 
into service if needed. They have also 
sent over from Paris three people who 
can put together an entire camera if 
necessary. They have all of the requi¬ 
site tooling and parts to do that. We 
provide them with an office, a work 
area and our good will — as well as our 
money that they get from renting the 
equipment to us. 

GUY BEAUDOIN, Mont-Royal Film 
Corporation (Laboratory) 

We have been designated by ORTO 
to make the printing masters to be sup¬ 
plied to our own and two other labs, so 
that multiple prints of the Daily Sum¬ 
maries could be made and shipped all 
over the world. 

In total, it is necessary to have 40 
prints ready before 10 o’clock at night 
in order to meet the schedules of the. 
jets that will ship them. We receive the 
cut original from ORTO at 5 o’clock at 
night and then proceed to make five 
masters and whatever number of final 
prints have been assigned to our lab — 
usually between 11 and 18. 

Before the Games began, tests were 
run to select the lab to make the 
masters and provide them to other 
labs. It would sound conceited to say 
that our lab is very good, but if it was 
selected to make the masters, there 
must have been a reason. 

All of the prints have to be shipped to 
CBC by 10 o’clock each night, as I said, 
but if it looks as though there will be a 
delay, we will call them and ask them to 
ship out the prints that come off the 

COMPLETE LABORATORY 

SERVICES & SUPPLIES Jo 
o 
a 
o 

o 

FILMS, INC. 
332-350 Golden Gate Ave. 
San Francisco, CA 94102 

(415) 775-3664 

o 

a 
□ 

a 
P| 16MM / SUPER 8 Jf*l 

V^FIlmLab 
SERVICE. IIVC. 
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 
• FILM STOCK —SUPPLIES 

SEND FOR COMPLETE INFORMATION 
ON SERVICES 

(216) 881-4510 
4117 Prospect Ave. 
Cleveland, Ohio 44103 

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 

■ 
■ ID 

■ 
■ 

■ 
■ 
FI ■ 

■ 

HOLLYWOOD’S OLDEST 

FILM SCHOOL 
NOW ACCEPTING ENROLLMENTS 

FOR OUR NEXT 

MOTION PICTURE COURSE 
CAMERAS • SOUND RECORDING 
LIGHTING • EDITING • EFFECTS 
COMPOSITION • SCRIPTING • ETC. 

Two W.jek Courses- Evening Classes 

nD-AJXnSTY ROXJZER 
STUDIO 

7022 Melrose Avenue, Hollywood, California 90038 

Request Brochure HC (213) 936-2494 

ED READ 
METAL MASTERS OPERATION 

IN SAN DIEGO 
Mfgrs. of “Fonda" film processors 

IS FOR SALE OR LEASE 
Notify your Clients 

MOVING? 
When changing your address, please noti¬ 
fy us at least four weeks in advance. BE 
SURE to give your FORMER addresses 

well as your NEW ADDRESS and ZIP 

CODE. 

AMERICAN CINEMATOGRAPHER 
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SOUND BARNEYS 
for most 

16mm and 35mm cameras 

aiangordon enterprises me. 
1430 N. CAHUENGA BLVD. 

HOLLYWOOD, CALIF. 90028 
Telephone: (213) 466-3561 

PROFESSIONAL 
UNDERWATER 
PHOTOGRAPHY 

(415) 841-0555 

Al Giddings 
12812 Skyline Blvd. Oakland, CA 94619 

^SEA 
W FILMS 

POSCO 
color media 

ROSCO, PORTCHESTER, N.Y. 10573 

y Offering a full 
range of quality 

optical effects in 
16mm and Super 8 

Optical Zooms 
Freeze Frames 
Special Effects 

Frame Line Corrections 
Blow-Ups and Reductions 

18 and 24 Frame Conversions 

1308 Cahuenga Boulevard 
Hollywood, California 90028 

telephone 213 • 469-8387 

BEHIND-THE-LENS FILTER HOLDERS 
For Angenieux lenses on all Arriflex 16, Eclair NPR 
and CM3 cameras, and for the 25-250 Angenieux for 
3 5 mm - - in kits with gel cutter, tweezer, spare gel 
container and other convenience features. 

Ask for brochures 

CUSTOM PHOTOGRAPHICS 
P. O. Box 25007, Pordand, Oregon 97225 • 503-292-5569 

BLOW-UP 
HIGH QUALITY 

35MM NEGATIVES 
FROM YOUR 16MM ORIGINALS 

Stock Shots Enlarged to Match-in with 
your 35mm Negative 

Complete Pictures Transferred to 35mm 

Call—Adrian at (213) 463-3178 

CINESERVICE, INC. 
1459 North Seward Street 

Hollywood, California 90028 

machine first, even though the rest will 
be delayed. 

ORTO’s editing is supposed to be 
completed by 4 p.m. and we are to re¬ 
ceive it by 5 p.m. — not any later. When 
the original comes in we immediately 
make a scratch print, with no timing 
whatsoever, and we send that back to 
ORTO so that they can do their sound 
mixing right away. They do this while 
we are timing the original and making 
the masters. The masters are timed so 
carefully that the prints coming off of 
them can be one-light. 

In our early optimism we hoped that 
the cameramen’s exposures would be 
so accurate and uniform that we 
wouldn’t even have to time the original 
in order to make the masters, but after 
a few days it became evident that there 
was a wide range of variation. Our 
timing went from light 6 through light 
50, which is a big spread. If we could 
have omitted the timing, it would have 
saved at least an hour in the schedule, 
but we just couldn’t get away from 
having to time it. 

ORTO is using 7239 and 7240 as ori¬ 
ginal and we are using 7399 for masters 
and release prints. This is a new film 
stock which nobody here ever saw 
before. We were able to make tests 
only a few days before our operation 
was to begin and the quality surprised 
everybody. If we had followed the 
normal procedure — using 7252 for the 
master and 7389 for the release print¬ 
ing — the quality would have been very 
poor and no one would have been 
happy with it. I must admit that the 7399 
is a very good film for this kind of work. 
It is a French film and neither America 
nor Canada knew anything about it. 

There were three batches of the 7399 
available, and after we made the tests, 
Kodak asked us to use number so-and- 
so for the masters and another number 
for the prints, because there was a dif¬ 
ference in contrast between the 
batches. The batch we use for the 
masters is perfect for that purpose, be¬ 
cause it has a very low contrast. It was 
really hard to know where we were 
going with this new stock and we found 
out only at the last minute. 

This whole operation was a change 
from our usual procedure, because the 
CBC uses 7247 for all its other work. 
We find that the 7247 is technically a 
very easy film to develop. The one 
problem is caused by the fact that it is 
developed without any hardener, so the 
emulsion is very soft. You just can’t 
treat it like reversal film. You’ve got to 
take every possible precaution, 
because all you have to do is look at it 
and it gets scratched. It’s a very sensi¬ 
tive emulsion in that respect, but the 
quality of the film is marvelous. ■ 
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Portable Pro Movie Light 
for All Film - Tape - ENG 

One-hour full recharge • Fingertip 
zoom, on-off • Camera-mounted or 
hand-held • Up to 50 minutes shoot¬ 
ing time • 150/250 w. tungsten halo¬ 
gen • 15,000 c.pwr. spot • SVz lbs. 
in use ■ Models from (list) $157 50 

Nationwide service for over 25 years. 
Same-day shipment anywhere in US. 

Rush delivery in Manhattan. 

(212) JUdson 6-1620 

BARBIZ0N ELECTRIC 
426 W. 55, NYC 10019 

Uhler Contact 
16mm Printer 

Model No. CCJ-16 

Price: $2,995.00 f.o.b. Detroit 
Color or black and white prints, single or double system sound 
and picture, from one negative or separate sound and picture to 
positive 16mm film. Registration at aperture with 34-tooth 
sprocket, sound and picture gates on either side, with highly 
polished s.s. pressure plates relieved in the picture area. 
Capacity: 1200-ft. negative, positive and sound track films. 
Filter holder for gelatin filters to print color film. Light 
Control: Dual semi-automatic, one is set a scene in advance of 
the other and the light changes automatically. Motor: Constant 
speed, 'A H.P. 115 V 60 Hz (unless otherwise requested). 
Printing Speed: 3600 feet per hour. Size: 18 x 34 x 46 inches, 
assembled. Weight: net 80 lbs, gross 100. 

Deposit 25% with domestic order 
Letter of credit in local Bank on Foreign 

UHLER CINE MACHINE CO. 
15762 Wyoming Ave. 
Detroit, Mich. 48238 

Phone (313) 861 -4663 Cable: UHLCIMA 

BRINGING THE OLYMPICS TO 
ONE BILLION TV VIEWERS 
Continued from Page 1173 

Broadcasting Center in Montreal will be 
used as a Film Processing Area, and 
the Sound Processing Area will be on 
the Sixth floor. 

The 20 Editing Rooms and the three 
Viewing Rooms for production staff will 
be located on the sixth, seventh and 
tenth floors. The Film Processing 
Laboratory will include two units with a 
total capacity of 40 meters of film per 
minute, as well as accessories used for 
mixing and for quality control. The 
Sound Laboratory will have four sound- 
transfer machines and one mixing 
system with three-to-one capability. 
The Editing Rooms will be furnished 
with six-plate horizontal tables. 

Kingston. 

The production established for 
coverage at Kingston is somewhat 
different from that for Montreal. 

Thus, the technical installations will 
be reduced in number but just as ade¬ 
quate. The film processing machine will 
have a capacity of 14 meters of film per 
minute. 

There will be four Editing Rooms in 
Kingston, similar to those in Montreal. 
A multiple-purpose machine will han¬ 
dle the mixing and sound transfer with 
interlocked, separate mag. projection. 
Film Pick-up | 

This will be done daily at each 
competition site by messengers espe¬ 
cially assigned to this task. They will be 
dispatched by the PROGRAM SER¬ 
VICE and not by our department. This 
responsibility for sending out the film 
also applies to the transfer of film 
leaving the laboratory for the Editing 
Room. 

CANADA’S LARGEST 

LAB AND SOUND 
FULL SERVICE 

ORGANIZATION 

MONTREAL TORONTO 
2000 Northcliffe Ave. 9 Brockhouse Road 
Montreal, Que H4A 3K5 Toronto, Ont. M8W 2W8 
Tel. (514) 484-1186 Tel. (416) 259-7811 

’A DIVISION OF ASTRAL BELLEVUE RATHE LTD./LTEE 

iniffn 

FILMING FACILITIES 

ASIAN FILMS 
72, JANPATH.N.DELHI-1 
Cable : Moviphoto, 
New Delhi (India); 
Telephone: 44040 

Editing Facilities 
Equipment Rental 
Kems, Steenbecks & 

Moviolas 

PR^VieW 
THEaTRe 

1600 BROADWAY, NEW YORK, N.Y. 10019 
(212) 246-0865 

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 

i t r ea t- 
ment. 16mm 
Optical 
T ransfers. 

QUEBEC 1085 St. Alexander St., Montreal, Quebec 
FILM LABS Telephone (514) 861 5483 

The Cameraman 

Each roll of film which has been used 
up must be placed in a container on 
which the cameraman must carefully 
indicate ALL THE TECHNICAL DE¬ 
TAILS as they appear on the assign¬ 
ment sheet. Once in the Laboratory, the 
film’s “in” and “out” time will be 
stamped on the same sheet. 

The Film Processing Area 

Here, the film is developed and there 
will be a strict procedure followed to 
ensure uniform quality. It has been de¬ 
cided that, all film used by ORTO and 
all chemicals will be supplied by Kodak 
Canada and bear the same batch 
number for all ORTO film operations. 
This method thus ensures the uni¬ 
formity of the emulsions, and also guar¬ 
antees the same quality of processing 
for the some 400,000 metres of film 

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 

VIDEO NEWS FILM 

VNF processing 
7239-7240 

normal & force 
developing to 

ASA 1000 
FLASHING 

SEND FOR NEW PRICE LIST 

(213) 462-6814 

NEWSFILM LABORATORY, INC. 
516 No. Larchmont Blvd. 

Los Angeles, California 90004 

1180 AMERICAN CINEMATOGRAPHER, OCTOBER 1976 



KINGSWAY: 

CANADA’S 

POST-PRODUCTION 

EQUIPMENT 

SPECIALISTS. 
Featuring 

STEENBECK* BAUER 
PRECISION • MURAY 

For more information on all our fine equipment , contact: 

W Kingsway Rim Equipment Ltd 
821 Kipling Avenue, Toronto, Ontario 

M8Z 5G8 Phone: 416-233-1103 

WAIUTEB 
Ambitious Film Makers 

Amazing new report describes 
how one-man operation 

has grossed $150,000 a year 
producing sponsored films. 

Free letter with complete details. 
D.H. Vowel), P.O. Box 4891 
North Hollywood, Ca. 91607 

Rain Covers 
for most 

16mm and 35mm cameras 

aiangordon enterprises me. 
1430 N. CAHUENGA BLVD. 

HOLLYWOOD, CALIF. 90028 
Telephone: (213) 466-3561 

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 

involved. 
The Film Service has seen that all 

technical equipment installed in the 
Processing Areas meets the highest 
technical standards. Besides that, the 
Quality Control Sector of each Process¬ 
ing Area will periodically carry out a 
sensitometry check (test strip). The 
time and date of each control process 
will be recorded in detail in order to 
keep track of the condition of the great 
amount of processing carried out 
during the Games. 

Sound Processing Area 

The Montreal Sound Processing 
Area is of special interest. Several tech¬ 
nical approaches were submitted to the 
builders so that they could expand. 

The flexibility of the equipment. In 
fact, the equipment can deal equally 
well with European requirements as 
with North American. 

The quarter-inch sound tapes will be 
sent to the Processing Area by the 
same messenger service transporting 
the film. 

The equipment used for sound 
transfer has been designed so as to 
accommodate four production sys¬ 
tems. Thus, the sound transfer of the 
quarter-inch sound tape to 24 or 25 
frames 16mm magnetic film will be car¬ 
ried out from a 50 or 60 Hz pilotone 
signal. 

Adjacent to the Sound Processing 
Area is a Mixing Booth, one function of 
which is to combine the contents of 
three sound tracks onto a single 16mm 
magnetic film. The Sound Processing 
Area will also be equipped with seven 
recording decks which can all function 
simultaneously or separately accord¬ 
ing to requirements. This, therefore, 
means that it will be possible to pro¬ 
duce seven sound copies of the 
summary each half-hour, if necessary. 

The Twenty-minute Summary 

The copies of the summary will be 
produced from the original reversal. 
The main problem will be the time 
factor vis-a-vis the clients’ delivery 
requirements. Several private film 
processors will, therefore, have to pro¬ 
duce these copies. 

The Program and Production Service. 

As mentioned above, this depart¬ 
ment is responsible for picking up the 
film and sound tapes at the compe¬ 
tition sites, and it will have to inform the 
laboratories of its priorities every day. 
The technicians will thereby know 
which film to process first. If no 
priorities are established, processing 
will be on a first-come, first-served 
basis. The same principle will apply to 
unilateral services. ■ 

RENT-LEASE 
THE ALL NEW 

PROFESSIONAL SP-7 

STELLAVOX 
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 

The above complete learning Kit is only S101.50, plus 
shipping. Lesson course book only, "ANIMATION IN 
TWELVE HARD LESSONS" S16.50, plus SI .25 shipping 
and handling. Our BIG NEW No. 106 Catalog with many 
new items, like nine other Kits, camera stands, pegs, peg 
bars, peg plates, peg bars made to order, disc, light tables, 
punches, field guides, punched cels-papers, backgrounds, 
reinforcements, exposure sheets, storyboards, inking boards, 
light boards, paints, inks, gloves, brushes, pens, books, 
track reading-photographic-editorial and photomation service. 
New bigger 8’/4 x 11 - No. 106 Catalog: $1.00, refundable 
with your first order.   
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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 

schulke 
mvdieramOT 

in association MSBNRMEfR For Information: 
with Biao Stc Benjamin J. Chapnick 
Productions,Inc.450 Park Avenue South 
Complete facilities for dll types New York, N.Y. 10016 
of expert underwater and (212) OR 9-3288 
topside filming and production. Miami, London 

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 

BOLEX ACCESSORIES IB 24-Frame Sync. Camera motor—115V 
B Var. Speed Battery Camera motor—24V 
a 400-ft. Magazine w/400' counter in camera 
a Intervaltimer—Range IVz sec. to 36 min. 
B Animation motor for new single-frame shaft 

Write for Bolex Accessory Catalog 

STEVENS ENGINEERING CO. 
P.0. BOX 1605, 

NEWPORT BEACH, CA 92663 

“SLOW-MOTION” IN MONTREAL 
Continued from Page 1169 
Although parts of the race had been on 
the air already, we wanted to report it in 
an original, emotional way. 

As the B roll, I used the last half of 
the last lap, where Jenner was running 
alone and then superimposed various 
high points from the start of the race 
from the A roll until he crossed the 
Finish line. The Gold Medal was super¬ 
imposed over Jenner for the final 20 
meters. 

We edited it electronically on two film 
chains, A and B rolling the film to a tape 
machine, and using “The Impossible 
Dream” on the sound track. It worked 
very well. 

Two key cameramen on the high¬ 
speed unit in Montreal were Darcy 
Marsh and Peter Henning. Their 
footage of the 4 x 100 Relay was equal 
at least to the famous film of Jesse 
Owens in the 1936 Olympics. Marsh 
and Henning, along with Joe Valen¬ 
tine, Don Shoemaker (who did a bril¬ 
liant piece on the Marathon) and Don 
Shapiro, did an outstanding job under 
some very trying and occasionally even 
forbidding circumstances. 

I’m neither a film nor an electronics 
advocate. I’m a picture man. But there 
are things that film can do that still can’t 
be done with videotape in sports 
coverage. You can shoot ultra-slow- 
motion. You can isolate one athlete a 
great distance away and keep him or 
her on camera, while the long tele¬ 
vision lenses won’t allow it. And you can 
get those angles that a TV camera can’t 
be maneuvered into. 

Film is still a very exciting and vital 
strength in network sports coverage. ■ 

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. 

I VIBRATION ISOLATION HELICOPTER CAMERA MOUNTS P 
i FOR 16/35/70 mm AND TV PHOTOGRAPHY 

I Hollywood 213-989-4420 — Son Francisco 41S-864-4644 — Toronto 416-920-S424 — New York 212-431-3930 P 
A Miami 305-757-5988 — London 01-452-8090 01-223-2323 — Paris 328-S830 — Sydney 43-1U2 I 

| Send for brochure — Tyler Camera Systems, 14218 Aetna Street, Van Nuys, California 91401 U.S. A. j 

_HELIC0PTERS_ _CAMERAMEN CAMERA_PIL0TSJ 

2 CHEAT CHE BOOKS 
By Joseph V. Mascelli, A.S.C. 

rTHE FIVE C’s OF CINEMATOGRAPHY^ 
THE CLASSIC CINE TEXT 

I SIXTH BIG PRINTING $15 Postpaid I 

1 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 BROCHURESlJ 

CINE/GRAFIC PUBLICATIONS 
P.O. BOX 430 HOLLYWOOD. CALIF. 90028 

GRATTAN 
PRODUCTIONS 

SHOOTinC m Contact Jim Grattan for 
top equipped crews. Single 
and double system. 

[Rnnon? 
4606 St. Catherine Street, West 
Montreal H3Z 1S3, P. Q. Canada 
(514)932-1463 

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, N.Y 10003 

PROFESSIONAL LAB SERVICES 
Sound Iruufert Workprints nim 

Custom processing Internegatives M0tie 
Special Effects In Super-8 BIOW-UP tO 16mm Inusual mo le supplies 
Super-8 to V. tldeo cassette Reduction Prints Once-per-lran e switches 
Professional Super-8 title. 

Release Prime Sup"'11 s““"1 ” We classics 
Professional Sound Tracks! udquartrrs 
Laminated Magnetic Striping 

Send for free brochure iPT SUPER-8 STUDIOS 
JfV \ 220 PIERCE STREET - No. 7 

Tel: (415) 863-4209 (J M \ SAN FRANCISCO, CA. 94117 

EDITING CONSOLES 

2 pictajne, 3 sound 

Twenty-Fourth Frame 
p o. box 53a tJksckabLrg. va 34060 C7C)C315^ua 7^B6 

For Professional Equipment in 

PHILADELPHIA, 
O. H. HIRT, INC. 

39 N. 11th St. • Phila, Pa 19107 
(215)629-8560 _ 

WESTHEIIVIER Comply 

Joseph H'estheimer. A.S.C. 

TITLES, TRAILERS, INSERTS AND OPTICAL EFFECTS 

FOR MOTION PICTURES AND TELEVISION 
HO 6-8271 

736 Seward St., Hollywood, Calif. 90038 
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BUY - SELL - SWAP HERE 
STUDIO PRODUCTION EQUIP. 

HATCHMARK SYNCTAPE — EDIT YOUR 
SOUND-TRACKS ON YOUR QUARTER-INCH 
TAPE RECORDERS FOR TRANSFER OR PRO¬ 
JECTION. HATCHMARK, INC. Box 91, MORRI¬ 
SON, CO 80465. 

MOVIOLA M85 $6,000. M86 $7,500. 16mm sound 
transfer system interlocked with Bell & Howell 
Projector. Will split. Offers? Bolex EBM underwater 
housing $1,200. Uher 1000 $500. Tripods: Arri $500, 
National Cine $500. Write/telephone: MUSKEG 
PRODUCTIONS LIMITED, 32 Varbay Place N.W., 
Calgary, Alb. T3A 0C8, (403) 286-5665. 

UHER 4000L with MANYSINC SYSTEM, used, guar¬ 
anteed from $375. (213) 464-4537. 

CRYSTAL Generators: Reliable, Guaranteed. 
Dozens of satisfied users. TCS, 3227 49-SW, Seat¬ 
tle 98116. 

BOLEX 16 Pro, complete with 12-120, 2 mags, bat¬ 
tery, charger, crystal plug, monopod. Excellent con¬ 
dition. (212) 598-3705. 

NAGRA IV L All accessories. A-1. JOHN VINCENT 
(213)474-7391. 

NEW Eclair ACL package with 3-400’ mags $9,000. 
Arri-BL 1200’ mag $600. New Arri matte box $100. 
Arri Constant Speed motor $150. GV-16 400’ mag 
$750. (609) 455-0337. 

ARRIFLEX 16 BL, excellent new condition, very low 
footage, 12-120, 400’ mag, constant speed motor, 4 
AH Ni-Cad, $7200. Beaulieu R16B, excellent con¬ 
dition, 12-120, 2-200’ mags, pistol grip, 1000MA 
battery, Vicon zoom motor w/Ni-Cad, Halliburton 
foam case, and more, $2600. Auricon Cinevoice 
Conversion, 9.5-95 w/71/2” viewfinder-like new, 
400’ mag, complete Filmagnetic system, Yoder 
conversion, all in excellent condition, $3450. Miller 
Fluid Head, model F, ball leveling head, regular legs, 
Sta-sets, fibre carrying case, excellent condition, 
$425. 2-ColorTran 2K Softlights, w/diffusion 
frames, 13-3200°K 250 hr. quartz bulbs, 2 D-3 roll¬ 
ing stands, $550. Baby Jr. Solarspot, w/2 way barn¬ 
door, 5-3200°K quartz bulbs, $275. All equipment in 
good to excellent shape, freight paid. FRED 
WRIGHT, (505) 898-0391.  

ACL’s, two French made. Mags, lenses. Nagra 4.2. 
Box 55, Kittery Point, Maine 03905. 

UHER IC MANYSINC New, Complete with crystal, 
$900. MANYSINC, P. O. Box 38723, Hollywood, CA 
90038. 

MITCHELL SS-R-16 pin registered single-double 
system, RCA amp, 12-75mm lens, new, originally 
$11,000. $6800. (213) 841 -1947.  

MOVIOLA M-85-16mm 4-plate console editor. 
Excellent condition. Asking $4300. DOOB, 1045 
Lexington Ave., NYC 10021. (212) 744-5708.  

ECLAIR ACL, 12/120 Angenieux, MIALA Crystal 
motor, 2-200 ft. magazines, 2 batteries, charger, 
case, $5900. Arriflex “S” motor, 3 lenses, 17-70 
zoom, case, $2550. Without zoom $2200. Bolex 
cameras, $250-950. 400mm Zoomar/Kilfit, Arri or 
“C” mount, cradle, case, $285. CINEMA SALES, 
INC., 338 So. Pearl St, Denver, CO 80209. (303) 
777-7699. 

9.5-95mm Angenieux zoom. New $3900. Sacrifice 
$2100. (213) 396-0563.  

CUSTOM-BUILT left-eye finder for ACL, $450. A 
really sharp 9.5 x 95 recently set up by CP $750. 
Call (609) 924-2399.   

ARRI 16M mint #M844 Box 16-25-50-Varigon 
Schneiders, 2-400, Battery base, 8VDC, shade, 
Scene Slater, Halliburton, best offer. Moy edge 
number machine and supplies excellent, $1500 
Auricon Super Pro’s. Send for list more. FILM ASSO¬ 
CIATES, INC., 4600 S. Dixie, Dayton, OH 45439. 

COMPLETE production package. Arri-BL, 12-120, 
single system sound, Arri-SB, 24mm, 8mm Zeiss, 
90mm Makto Kilar, filters, tripod, cases, power 
belts, mags etc., Siemens projector, bench editing 
equipment, 10,000 watts ColorTran lights, stands, 
booms, sets. Light use. Condition guaranteed, 
$15,000. Package only. ARCO INC., Granite Hill 
Road. Hallowell, Maine (207) 623-4533. 

STUDIO PRODUCTION EQUIP. 

ANGENIEUX 12-120 RX, Bolex 4, MST motor/bat¬ 
tery, extras; perfect. $1500/offer. ROBERT BOYER 
(202) 686-6190 (day). 

MITCHELL Mk. II reflex outfit, $5,250. Arri 35, 480’ 
color mags. $125. Arri 8/16 volt batteries $100. 
Other equipment, also sound and projection. Send 
for list. ROLF JOHNSON, 1822 Madison Place, 
Brooklyn, NY 11229. (212) 375-0207. 

ANGENIEUX zoom lens, 12-120 C mt, 15-90 Eclair 
mt, 12.5 Night Hawk, 15mm and 150mm An¬ 
genieux (213) 874-9596 or 346-9596. 

F&B/Ceco Auricon conversion, late model, 12/120 
zoom with Cine 60 motor drive/battery, full acces¬ 
sories, extra mags, mikes, portable power, cases, 
etc. Single/double system and magnetic/optical 
amps. Sync motor, TVT shutter. Little used, ex¬ 
tremely clean condition. $4500 firm. (716) 894- 
1763. 

CRYSTAL 60 HZ, New from MANYSINC, Uher, 
Nagra, etc. $110. (213) 464-4537. 

NAGRA SL recorder S/N 15674 with crystal and 
QSLS stereo resolver. Like new $3500, Firm. #1807 
AMERICAN CINEMATOGRAPHER. 

FOR SALE: Eclair ACL CP motor, 2-400 mags, etc. 
(213) 396-4779 or 399-3650. 

ARRIFLEX 16BL camera, Zeiss 10-100 lens, 400’ 
magazine, universal motor, matte box, Halliburton 
case. Perfect condition, $8700. (214) 526-1242. 

16mm PROJECTORS: (6) RCA 1600s, 2” lens, semi¬ 
auto loading, transistor amplifier, completely re¬ 
built, guaranteed, $250 each. Professional film 
cleaner, protector, $38. gallon (lasts more than 
year). Reel-to-reel projection booth playback deck, 
$150. Amplifier, 175 watt, equipped for 16mm dual 
projection, 6L6’s, $175. FILMEQUIP, Box 1995, 
Huntington Beach, CA 92647. 

ANGENIEUX 25mm f/0.95 C-mount, brand new, 
$300. AUGENLUST FILMS, 322 Main, Evanston, IL 
60202. 

SUPER-8 Printer, Fotovend; $500. MR. SALERNO 
(201) 481 -3558 after 6 PM. 

BEAULIEU R-16B, 12-120 Berthiot, 1000MA bat¬ 
tery, charger, 200’ magazine, silver Halliburton 
case, filters, mint condition, $1,995. RAVEN PRO¬ 
DUCTIONS, 38 Maple Avenue, Wayne, NJ (201) 
696-4010. 

ARRIFLEX 25mm outfit $750. Auricon Pro-200 out¬ 
fit $775. Craig 4x6” viewer $50. (216) 929-3712. 

SYNC BEEP Vi-inch tape prerecorded with high- 
level 1000 Hz tone, backed with special pressure- 
sensitive adhesive for quickly affixing visual and 
audible sync indication on any magnetic film or 
tape. Industry-wide acceptance. Send $2.50 cash, 
check or money order for prepaid packet con¬ 
taining 20 strips totaling 100 35mm frames. D.P. 
UPTON CO., P. O. Box 5052, Tucson, AZ 85703. 

COLOR Kinescope Recorder, with 17” Trinitron, 
solid state electronics, Maurer galvanometer, 
Harvey camera, lens and 2400’ magazine, $4200. 
Also partial systems, HARVEY, 2420 NW Blue 
Ridge, Seattle 98177. 

CP 16 Reflex camera, magazines, deluxe carrrying 
case, 9.5-57, 12-120, 12-240 Angenieux lenses, 
crystal motor for double system, mag head and MA- 
11 for single system. JIM KARTES (317) 844-7403. 

MOVIOLA UL-20-CS 16mm, quiet running, excel¬ 
lent, w/bag, $2700. (209) 237-5775. 

BOLEX EBM, Angenieux 12-120 bayonet mt., An¬ 
genieux 150mm lens. Bolex accessories — 400’ 
mag w/motor, large aluminum case, sync pulse 
generator, blimp, tripod, many extras. Excellent 
condition. $2,800. D. SLADEK, 2649 W. Hollywood, 
Chicago, IL 60659 (312) 561 -3563. 

PRINTERS 16mm Bell & Howell Model J, Hi Inten¬ 
sity Lamp house, 4-way aperture, 2000’ flanges, 
power supply, $4,500. 16mm Bell & Howell Model J, 
Hi Intensity Lamp house, 4-way aperture, 2000’ 
Stock Flanges, Fader $5,000. PATTERSON FILM 
CORP., 579 Potrero Ave. San Francisco, CA 94110 
(415)431-8080. 

STUDIO PRODUCTION EQUIP. 

AUDIO UHF wireless microphone, 450.34MHZ. 
Brand new. $1,200. Sell $850! Write for speci¬ 
fications. P. O. Box 1465, Denver, CO 80201. 

FOR SALE: Various production equipment, Mole- 
Richardson lights, lighting grid, sets, microphones, 
illuminated sweep, etc. Also 1 Ampex 7800 1” ma¬ 
chine. All in excellent condition. Firm information 
call or write: BYRON MOTION PICTURES, 65 K St., 
N.E., Washington, D.C., 20002 (202) 783-2700. 

 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 yourself and save $. 
Movie film cleaner and protector. Incredible value — 
1 pt. $10. ppd. Bell & Howell 16mm kit and in¬ 
structions to make EMM 50hr lamp last 250 hrs. 
$20. ppd. Jack LOMBARDO THEATRE SUPPLY (NO 
C.O.D.) 6520 Selma Ave., Hollywood, CA 90028. 

CINE TABS: for cataloging and identification of film 
trims on cores or in film bins. Send $17.50 for pre¬ 
paid package of 750 cine tabs. LAUMIC CO., INC., 
306 East 39th St, NY 10016 or call (212) 889-3300. 

GUILLOTINE 16mm frame line splicing tape, 20 rolls 
$11.50 post-paid. ROLF JOHNSON, 1822 Madison 
PI., Brooklyn, NY 11229. (212) 375-0207. 

RENTAL 
NAGRAS for rent. Nagra IV-L, QSLI, crystal, $85 a 
week, $225 a month, Nagra III, with crystal $50 a 
week, $150 a month — call Peter Scharff (212) 548- 
1439. 

EDITING ROOMS in Washington, D.C. available by 
day or week. Moviola M-77 or Intercine flat-bed 
tables. Phone for rates. ASTRAFILMS, 530 8th St, 
S.E., Washington, D.C. 20003. (202) 543-1011. 

KEM rentals in Hollywood. HORIZONTAL EDITING 
STUDIOS (21 3) 461-4643. 

1976 Rental Catalog available . .. Production equip¬ 
ment at sensible prices. For more information on 
rentals, sales or service write: CINELEASE, INC., 
209B Old Durham Rd., Killingworth, CT 06417 or 
call (203) 663-2222. 

RENTAL and Sales Price List available . .. Film 
editing and equipment and supplies, selected, 
maintained and serviced with the film editor in mind. 
RAYFIN, 1860 Broadway, New York, NY 10023 (212) 
541-6464. 

SERVICES AVAILABLE 
ASSISTANT cameraman from Munich living in New 
York City call DIERK PIFFKO (212) 752-3756. Ser¬ 
vice (212) 757-6300. 

CALL us for your "ODDBALL” service work. GOR¬ 
DON YODER, INC. (214) 357-3045. 

SHOOTING IN CANADA? Complete 16mm pro¬ 
duction. 16/35 editing. Cameras, sound & lighting 
crews. Commercial, documentary and feature. 
CREATIVE ASSOCIATES, 133-10th Ave., SE, 
Calgary, ALB. (403) 264-6242. 

B&H Filmos slotted w/2 holders $52.50. 3-day ser¬ 
vice. GORDON YODER, INC., 2911 Ladybird Lane, 
Dallas, TX 75220. 

RON HAYES, Wildlife Photographer, Photographer 
of “Alaskan Safari” and “North Country” accepting 
any film assignments in Alaska. Wildlife stock 
footage available. 16mm. RON HAYES, Box 1711, 
Anchorage, AK 99510 (907) 272-0051. 

STEENBECK OVERHAULS. 4-plate $400. 6-plate 
$500. 8-plate $600. (plus parts). RAYFIN (212) 541- 
6464. 

In-house repairs of Bolex, Canon, Auricon, Bell & 
Howell, SS Ills, CP-16 and table viewers. GORDON 
YODER, INC., 2911 Ladybird Lane, Dallas, TX 75220. 

CONSULTATION services in the communication 
arts available internationally. JACK CLINK (703) 
521-8282, Cable: CLINKSOUND. 

RATES: Ads set in lightface type 50c per word. Minimum ad, $5.00. Text set in lightface capital letters (except 1st word and advertiser’s name) 60c per word 
Modified display format (text set in boldface type, capitals or upper and lower case) $5.00 per line. Send copy with remittance to covepayment to Editorial Office 
American Cinematographer, P. 0. Box 2230, Hollywood California 90028. Forms close 1st of month preceding date of issue. 
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MISCELLANEOUS SITUATIONS WANTED 
FILM student requires employment with film 
company in Los Angeles, May to August 1977. Con¬ 
tact BARRY M. ROBINSON, 67 Sloley Rd. Scar¬ 
borough, Ont. Canada Ml M 1C9. 

U.S.C. Film Graduate with shorts and feature exper¬ 
ience seeks feature crew position. Experienced in 
all phases live-action, stop-motion, animation. Will 
travel world, work on spec. Resume available. TOD 
MILES, 1 24 N. Oxford #307, LA, CA 90004. 

INDIVIDUAL with 2-16mm cameras and recording 
Amps, 5 yrs Mitchell and Technicolor experience 
seeks involvement with film production company. 
(213) 841-1947. 

FILMMAKER seeking employment preferably in 
New England area but not essential. College 
degree. VICTOR PIMENTEL, 23 Ontario St., 
Honeoye Falls, NY 14472 (716) 624-3808. 

WANTED 

115 issues AMERICAN CINEMATOGRAPHER 
(1960-1973) Mint. $200 or best offer. PPH, 4001 N. 
Interstate, Portland, OR 97227. (503) 288-2600. 

ANIMATION motion picture course, includes light 
table, w/lamp, calibrated pan pegs, punched ani¬ 
mation paper, field guide, exposure sheets and 
lessons. Complete — $106.50 plus shipping. Les¬ 
sons 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. 

ATTENTION INDEPENDENT SHORT FILM¬ 
MAKERS. Trikon Productions is expanding its dis¬ 
tribution library and is seeking completed short 
films in the education and business and industry 
fields for our collection. If you have a film you would 
like us to consider send a stamped, self-addressed 
envelope to Dept. P, P.O. Box 21, La Jolla, CA 92038 
for information on presenting your film. Please DO 
NOT send films. 

WANTED: Arri S&M 400’ mags, Nagra III or IV, Arri- 
BL. (609) 455-0337. 

RAW STOCK FILM NEEDED. Highest cash paid for 
16 or 35mm color negative or reversal film, 
including any EF (7240) mag. stripe. FILMEX (film- 
brokers) (416) 964-741 5 collect. 

BIDS WANTED Custom animation stand, NCE 
motor, Cine-Special camera. All parties interested 
in bidding on this equipment should contact Mr. R. 
E. Benner, PENNSYLVANIA POWER & LIGHT COM¬ 
PANY, Two North Ninth Street, Allentown, PA 18101, 
(215) 821 -5604, on or before 10/15/76. 

Wanted ALASKAN WILDLIFE FOOTAGE. 16mm 
color (ECO preferred) of CARIBOU-migration, calv¬ 
ing, breeding, fighting, predation, aerials, related 
species. Also, aerial or terrestial hunting of wolves. 
STOUFFER PRODUCTIONS LTD., P.O. Box 15057, 
Aspen, CO 81611 (303) 925-5536. 

WANTED: Auricon Cinevoice cameras, CM-72A, 
converted or unconverted, any condition. Best 
prices. Call (201) 427-1160 or (212) 594-2294. 

 SITUATIONS AVAILABLE  
PROFESSIONAL CAMERA REPAIR TECHNI¬ 
CIANS. 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 MIXER needed for new film mix theater. Four 
channel 16mm state-of-art. Professional clientele. 
Permanent position. Contact Tom Reynolds, 
TAPEMASTERS RECORDING, 5210 E. 65th St, 
Indianapolis, IN 46220 (317) 849-0905. 

SALE-oriented NY concern featuring lighting equip¬ 
ment and accessories seeks individual with sales 
potential to participate in future growth . .. Send 
resume to 1 809, AMERICAN CINEMA¬ 
TOGRAPHER. 

ANTIQUE Movie Cameras, lenses, projectors, 
accessories by private collector. Send photo or 
description and price. NIXON, 7755 Torreyson Dr., 
Los Angeles, CA 90069. 

FILM STOCK, 16/35mm. Will consider all types. 
Sealed, opened and ends. RAFIQUE, 814 Broad¬ 
way, New York, NY 10003 (212) 473-5851. 

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. 

16mm SHORT FILMS wanted for national non¬ 
theatrical distribution. For further information con¬ 
tact Vaughn Obern, RAMSGATE FILMS, 704 Santa 
Monica Blvd., Santa Monica, CA 90401. 

I SEAVISIOn PRODUCTIOnS 
ABOVE THE SEA UNDER THE SEA 

Complete Production 
& 

Post Production 

JOSEPH THOMPSON 
714-297-0730 

P.O. BOX 82672 

CHUCK NICKLIN 
714-272-1120 

SAN DIEGO. CALIF. 92138 

FILM EDITOR WANTED. Experienced in promo¬ 
tional, industrial films, and TV spots. Cinematog¬ 
raphy or animation experience helpful. Staff 
position with Western Michigan’s largest pro¬ 
duction company. Send Resume to: David Blander, 
FINE ARTS COMMUNICATORS INC., 7152 E. 
Fulton, Box 1 58, Ada, Ml 49301. 

SOUND Narration 

TRACKS Sound Effects 
Editing — Mixing 

All 16mm & Multi-Media 
Production Services 

Arriflex & Nagra Rental 

Bob Lindahl 

NORTHWESTERN, INC. 
011 S. W. Hooker Street 
Portland, Oregon 97201 (503) 226-0170 

^•American. • 

Cinematographer 
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 

City State 
my remittance. 

(offer available only 
with remittance) Zip 

^•American 
Cinema 

“June, 1968 

FILMING “2001- 
A SPACE ODYSSEY” 

“December, 1969  

SUPER-8—THE STATE 
OF THE ART 

“June, 1970 — 

SUPER-16 

“October, 1972  

VIDEOTAPE 8c FILM 

(Dealer Discounts—Inquire) 

I  
AMERICAN CINEMATOGRAPHER 

| P.O. Box 2230, Hollywood, Calif. 90028 

I Please send me copies of the 

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

I postpaid. 

| NAME  

| ADDRESS   

CITY   

STATE   ZIP   

California residents please remit 6% 
Sales Tax. (30^ per copy). Foreign 
buyers please pay by International 
Money Order or U.S. Funds. 
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16 

NEW 
Model FR-16 Frezzi-Flex™ 
is available with or without 

Frezzolini side- 
mounted amplifiers, 

Angenieux lenses 
and a complete 

choice of 
camera 

accessories. 

• Compact# 
• Streamlined# 
• Lightweight/smaller & 
reliably rugged, our new 
FR-16 Frezzi-Flex™ is the 
ideal reflex counterpart of 
world-famed LW-16 sound-on-film 
16mm motion picture (cine) camera. 
With camera body & finder, Angenieux 
12-120mm zoom lens, 400-ft. Frezzi/ 
Mitchell magazine, film load, internal battery, 
side-mounted amplifier, & sound head, new FR-' 
“ready-to-roll” weighs only 161/2 lbs(7.5kg). 
FR-16 Frezzi-Flexm is manufactured in the U.SA. 

Frezzolini 16mm cine cameras & E.N.G. support equipment. 

For information call 
(N.J. 201) 427-1160 

(N.Y.C.212) 594-2294 
Frezzolini Electronics Inc. 

7 Valley St. Hawthorne, N. J. 07506 USA 

See it: Booths 59—60—61 SMPTE 



8mm 
never hod it so 

Our new high-speed Super 8 
panel printer is one of a kind, 
made to our specifications. It 
automatically adjusts the red, 
green and blue light for each 
scene. 

And our magnetic sound 
is second to none. 

Then there's your ultimate 
assurance of "super" Super 8 
quality: the Byron environment in 
which not a single particle of dirt 
escapes our electronic air 
cleaners. 

And Byron prints at 400 feet 
per minute. There's no quicker or 

more accurate Super 8 printing 
process. 

Test us! Send us your 16 
internegative and 16 magnetic 
track and see how beautifully 
Byron transfers them to Super 8. 

byron 
COLOR-CORRECT® 

65 K Street, Northeast, 
Washington, D.C. 20002 
202/783-2700 
WORLD'S MOST SOPHISTICATED 
VIDEO TAPE AND FILM LABORATORIES 


