
RACK 

PHY OF 



Total Resolution 
at 1 Foot Candle. 

Introducing the 
world’s most 
advanced electronic 
finder system. 
This is the system uniquely designed and precision 
engineered by CSC to meet the exacting requirements of 
today’s cinematographer. Space-age solid state compo¬ 
nents supply power to zinc telluride video receiver tubes 

to produce a sensitivity that surpasses every film rating 
on the ASA scale. Incredible? Yes! But isn’t this what 
you’ve come to expect from Camera Service Center? 

To use the system is to save time and money. 
Hook up to a video recorder and pre-edit takes. Check 
operating conditions before you roll—lighting, framing, 
focus. Create remote control set-ups where using an 
operator is impractical or unsafe. Reduce on set traffic by 
moving non-essential personnel to nearby viewing 
monitors. You’re limited only by your own imagination. 

Call or write for technical specifications and for 
details on rentals/sales. CSC electronic viewfinder 
systems are available for the cameras pictured and for 
most 16mm cameras. 

SUSTAINING camera service center, inc. 
sales affiliate • CAMERA SALES CENTER CORPORATION 

625 West 54th Street, New York, N.Y. 10019 / 212/757-0906 
MEMBER 



ANGENIEUX ZOOM LENS SALE 
oenerol camera © 

corporation 
471 Eleventh Avenue, New York, N.Y. 10018 (212) 594-8700 Telex: 14-7136 
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Nodody ever refuses our deals on 
Frezzolini iemm camera systems. 

Model 
FR-1GA 

It’s “bottom line” prices that count. 
If you’re thinking about a deal that 
doesn't match one shown above,call 
us at (New Jersey 201) 427-1160, or 
(New York 212) 594-2294. Like we 
said, nobody ever refuses our deals. 

1 Frezzolini Electronics Inc. Frezzolini 16mm cine cameras & E.N.G. support equipment. 7 Valley St. Hawthorne, N. J. 07506 USA 

Trade in 1 used Angenieux 12120mm zoom lens 
and 2 used Auricon CM-72As, and you 

=3000 s3000 ?,!* =3000 SMOOO 

take 
off: 

Trade in 2 used Auricon CM-72As, and you 

s2000 on- s2000 on- s2000 !,ts2090 
YOUR Deaim 

PRICE S2BQQ 
YOUR Deal #2 
PRICE 535Q() 

YOUR Deal #3 

PRICE 54450 
YOUR Deal #4 

PRICE 55350 

rs«oo 
Pius Angenieux 
12-I20mm 

r S3B75 

r!5530 
Plus Angenieux 
12-I20mm 
zoom SQfiffE 
lens ub/u 

r!M50 
Pius Angenieux 
10-150mm 

r 53610 

1r7«7 
Pius Angenieux 
10-150mm 

r S3B10 

S1 s
8275 S S92B5 £*10.060 

TMS11,050 

All our 
"bottom line” 
"Deal” prices 
valid through 
Dec. 31,1377 
purchase 
order date. 

Model LW-1G 
Model LW-1SA 

Prezzi-Cordless® Model FR-1S 
Model PR-1SA 
Prezzi-Plex® 

Prezzi-Cordless'’' with advanced Prezzi-Plex® with advanced 
MCA-16 amplifier MCA-16 amplifier 

tr^eoo ST *5500 raSG450 Ts7440 

YOUR Deal #5 YOUR Deal #6 YOUR Deal #7 YOUR Deal #8 

PRICE 55375 PRICE SS2S5 PRICE 57050 ms TO 



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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Thebest 
is in the 

Whether your film is 10,000 
gorgeous feet of the once-every- 
hundred-year eruption of the 
most colorful volcano in the 
world or 400 black-and-white 
feet about the variations of wing 
nuts . . . it’s probably the best 
work you’ve ever done. Until 
your next one. But no matter 
what it is, you need a lab to 
process that film exactly right. 
On time. At a fair price. 

Now, Byron. Byron Motion 
Pictures is a 60,000 square-foot, 
full-service laboratory con¬ 
sidered one of the most efficient, 
quality-controlled, economical 
and customer-oriented film/ 
video labs in the business. 
Conceived, designed, custom- 
built and operated by Byron 
Roudabush, the man who wrote 
the “bible”* of cinema lab tech¬ 
nique; Byron Motion Pictures is 
unquestionably the lab man’s 
film lab. 
*Handbook: RECOMMENDED STANDARDS 
AND PROCEDURES FOR MOTION PICTURE 
LABORATORY SERVICES, published by the 
Association of Cinema and Video Laboratories 

Make a lab “negative-safe” 
and it can handle any kind of 
film without the slightest 
reservation. That’s what quality 

control is all about. That’s 

total environmental control 
system ensures. 

Begin with a windowless, 
pressurized building (to 
prevent variations of 
temperature and humidity, 
and street dirt from coming 
in). A 40-ton water chiller and 
six 750,000 BTU water heaters 
designed to maintain consistent 
lab water temperature. A 200- 
ton air-conditioning unit, a 
series of recirculation pumps, 
return fans and one monstrous 
central vacuum system ... all 
working in unison to filter all 
the air in the lab—constantly, 
24 hours each day. Mixing, 
chemical, cleaning and pump 
rooms with their own separate 
exhaust system to prevent 
contamination of other 
areas. Even specially- 
treated walls and floors. 
At Byron, cleanliness is 
obvious because dirt 
never shows ... on your 
negative or anything else. 

Reduce film handling 
and you reduce the 
chances of anything “un¬ 
fortunate” happening to 

it. How? 
It’s called 

efficiency. 
And at Byron, 

efficiency of operation 
was a major consideration in the 
design and construction of the 
building. Obviously, each phase 
of processing and printing 

requires dif¬ 
ferent specially- 
equipped rooms. 
Byron’s rooms 
are where they 
should be. Next 
to the room 
where the film 
came from and 
adjacent to the 
room where it 
goes. Basically, 
Byron is the 
ideal flow chart 

put into reality. But 
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ouVe ever shot 
o\\; Byron. 

that’s not all. Little 
things like placing 
mixing tanks above 
their receptacles 

saves the costs of 
extra pumps and 

unnecessary equipment. 
Specialized maintenance 

shops near the equip¬ 
ment they service means faster 

■epairs and easier preventive/ 
naintenance checkups. Even 
;he floors of non-critical areas 
ire angled to facilitate cleaning 
Df wastes and chemicals. Let's 
face facts. The more efficient an 
operation, the less waste. Less 
waste means lower costs. And 
the lower the overhead costs, the 
less you pay for superior 
processing and printing. 

Being more than 
just a lab is a major 
feature of Byron 
Motion Pictures. Very 
often producers need 
additional services . . . 
but they don’t want 
the hassles or head¬ 
aches of going all over 
town seeking them 
out. That’s why Byron provides 
a wide range of extras you don’t 
usually find at a cinema lab. 
Like two narration studios, com¬ 
plete with mix and looping 
facilities. Three screening rooms 
—one of which seats 50 people 
in Hollywood luxury. Conference 
rooms. Five fully-equipped edit¬ 
ing rooms. Client office space. 
And three fabulous music and 
effects libraries. 

For your video requirements, 
Byron provides the best here, 
:oo. Such as 24-at-a-time video 
cassette duplication capabilities. 

Film-to-tape transfers from 
Super 8, 16 or 35mm. And a very 
unique tape-to-film transfer 
process, we call Chromascan ™ 
. . . color or black-and-white with 
single or double system sound. 
Unquestionably, a transfer proc¬ 
ess that is light years away from 
those old kinescopic methods. 

Reliably on time every 
time is one of the major 
functions of Byron’s Customer 
Service Department. Perfection 
may mean re shooting a scene 
39 times until it’s right. A 
motion picture lab only gets one 
shot, at it. Byron Customer Serv¬ 
ice maintains a watchful eye over 
your film from the moment it’s 
received until it’s delivered back 
to you. Scheduling, information, 
advice and problem solving are 
what customer service people are 
trained to do. You depend on 
them. So does Byron. 

Give us a call, or drop us a 
line on your company letterhead. 
We’ll send you our latest price 
list immediately. Or better yet, 
send us your film. We’ll show 
you what perfection from a lab is 
all about. And we’ll prove beyond 
a doubt that a motion picture lab 
designed, built and operated by 
one of the most respected men in 
the industry does make a differ¬ 
ence. The Byron difference. 
After all, when the best film 
you’ve ever shot is in the can, 
you can’t afford second best. 

SERVICES:* PROCESSINGS PRINTING OF 16MM,35MM *SUPER8MM PRINTING *COLOR 
NEGATIVE • ECO • EF • MS • VIDEO NEWS FILM • KODACHROME PRINTS • FILM-TO-TAPE 
TRANSFER • TAPE-TO-FILM TRANSFER {CHROMASCAN™) •M2", 3/4”, 1", 2” VIDEOTAPE • 3/4" 
CASSETTE DUPLICATION • NARRATION • MIXING • EDITING • SCREENING • CONSULTATION 

byron 
COLOR-CORRECT 

65 K Street, Northeast, Washington, D.C. 20002 202/783-2700 
Professional Film and Video Tape Laboratories 
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WHAT’S NEW 
IN PRODUCTS, SERVICES AND LITERATURE 

STUDIO (QUARTZ) LIGHTS ACHIEVE 
OPTIMUM VERSATILITY 
WITH NEW “Z FRAME” AND 
ACCESSORIES 

Studio (quartz) lights can now be fitted 
with such essential lighting accessories 
as gobos, diffusion screens, vignetters, 
polarizers and a variety of filters for cor¬ 
rection as well as special effects. 

These accessories are held in front of 
the light by the newly introduced “Z 
Frame,” so designated because of its 
Z-shaped strut construction which permits 
total adjustability. 

The “Z Frame” mounts to any light 
stand with 3/8 or 5/8” diameter upper 
section and accepts the 12x12” acces¬ 
sories by simply snapping them under the 
frame clips. When not in use, the “Z 
Frame” folds into a compact flat package. 

“Z Frame” accessory kits are made of 
tough, heat resistant materials and in¬ 
clude a daylight conversion (to use day¬ 
light film with 3200°K lamps) and cooling 
filter set, a polarizer set, softlight diffuser 
set, color effect filter set, and gobo (a 
“go-between” opaque material to shade 
light). 

The Spiratone “Z Frame” is priced at 
$24.95; accessory sets are priced from 
$9.95 to $14.95. They may be ordered by 
mail from Spiratone, Inc., 135-06 North¬ 
ern Blvd., Flushing, N.Y. 11354 or may be 
purchased at either of their two retail out¬ 
lets — at the Northern Blvd. address and 
at 130 West 31st Street, New York City. 

NEW LEVERS FOR FILM SPLICERS 

GIRO is introducing completely new 
anodized aluminum levers for all GIRO 
and CIR-type film splicers, 35mm and 
16mm. Made at the CIR factory in Italy, 
these levers are sturdier than the plastic 
levers they replace. And they feature a 
roller bearing that makes the lever’s ac¬ 
tion much smoother. 

From now on, all GIRO splicers will 
come with the new lever. If you want to 
replace the plastic lever on your own 
GIRO or CIR-type splicer, you can buy 
one for $19.60 from franchised GIRO 
dealers. There’s also an optional flat lever 
plate, for $2.60, that replaces the curved 
plate previously standard with the plastic 
lever. 

Distributor: GIRO Equipment Corpora¬ 
tion; 6820 Romaine Street, Hollywood, 
California 90038. Phone: (213) 466-3591. 

UNIQUE NEW PRODUCTION 
TECHNIQUES CUT COST OF 
XENON COMPACT ARC LAMPS 
AND FLASHTUBES BY 50% 

A completely new line of high inten¬ 
sity xenon compact arc lamps and 
flashtubes, priced at less than half the 
cost of quartz short arc products, has 
been announced by llluminex Cor¬ 
poration, Santa Clara, California. In 
addition to their price advantage, these 
new lamps and flashtubes are of 
considerably greater intensity than 
both xenon long arc flashtubes and 
quartz iodine lamps. 

Available in 25, 75 and 150-watt 
models, the new llluminex lamps and 
flashtubes provide a highly concen¬ 
trated source of light, similar to a point 
light source, but of much greater 
intensity. Because of the concentrated 
nature of the light, it can be easily colli¬ 
mated with simple, low-cost reflectors 
and lenses. 

The degree of control over the light 
beam is such that the same lamp can 
produce broad, totally shadowless 
illumination, of the type required in the 
surgical operating theater, to a bril¬ 
liant, tightly beamed beacon or flash 
that can be seen for miles, as used in 
marine and aerial navigation and warn¬ 
ing systems. 

The new llluminex lamps and flash- 
tubes utilize special, super hard high 
temperature glass envelopes instead of 
quartz, thermally compatible ceramic 
sealing materials, and innovative, 
simplified production techniques, 
pioneered by llluminex, and for which 
patents have been applied. 

These new llluminex techniques not 
only permit the mass production of 
high-quality xenon compact arc lamps 
and flashtubes, they provide con¬ 
siderably higher yields than possible 
with conventional production methods. 

The result is a family of llluminex 
compact arc lamps and flashtubes 
priced from $1.50 to $30.00, depend¬ 
ing on type and OEM quantity, as 
compared with conventional quartz 
compact arc devices, which sell from 
$30.00 to $160.00. 

Designed to replace conventional 
quartz xenon high-intensity units, 
applications for these new llluminex 
xenon compact arc lamps and flash- 
tubes include surgical and dental light¬ 
ing systems, microscope and fiber¬ 
optic illuminators, continuous and 

pulsed warning and marker beacons, 
photographic spot and strobe lights, 
hand-held searchlights and signaling 
devices, audio-visual projection sys¬ 
tems and high intensity ignition timing 
lights. 

For further information call: Bob 
Levine, Marketing Manager, llluminex 
Corporation, (408) 248-6186, or write: 
llluminex Corporation, 1200 Norman 
Avenue, Santa Clara, CA 95050. 

COMQUIP PUBLISHES NEW 1977 
CATALOG 

Comquip’s new 1977 Cine’ Shopper 
catalog describes the firm’s full line of new 
and pre-owned motion picture equipment. 
The complete catalog lists all types of 
cameras and accessories including 
sound gear, editing, projection, laboratory 
and lighting as well as production aids and 
accessories. A variety of video and re¬ 
lated items are also listed. Many of the 
catalog’s items are fully illustrated and 
supported by detailed descriptions. Start¬ 
ing with the 1977 issue, the Comquip 
catalog will feature a Cine’ Shopper spe¬ 
cial. The first item to be so featured is a 
Special Effects — Animation Camera 
Stand at an introductory price tag of only 
$495. 

Comquip is one of the nation’s most 
comprehensive suppliers of professional 
motion picture and video equipment. The 
firm specializes in serving professionals, 
independents, schools and students with 
equipment rentals and repair services as 
well as new and pre-owned equipment 
sales. All major equipment brands are 
represented. By specializing in previously 
owned, fully guaranteed equipment, 
Comquip is able to offer substantial 
across-the-board savings. 

Free copies of Comquip’s new 1977 
Cine’ Shopper Catalog can be obtained 
by writing Comquip, Inc., 366 S. Maple 
Ave., Glen Rock, N. J. 07452 or calling 
201/444-3800. 

BERKEY COLORTRAN BOOSTS 
GELATRAN LINE TO 60 COLORS 

Berkey Colortran, Inc. has extended its 
line of Gelatran color filter media to 60 by 
the addition of 30 new colors. 

According to Peter Coe, president of 
the Berkey Photo, Inc. subsidiary, the new 
colors were selected to form “a system of 
colors that would meet any possible artis¬ 
tic requirement of a lighting designer” in 
theatrical, film and television applications. 

Coe stated that all Gelatran colors are 
composed of through-dyed (as opposed 
to surface-dyed), DuPont Mylar®. They 

Continued Page 882 
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what’s the real name 
of this camera? 

□ G.S.A.P. □ GZAP □ ZAP □ GAZAP □ Minicam-16 □ Gun Camera 

No new G.S.A.P. cameras have been 
manufactured since World War II. But the 
cameras are still around and more active 
than ever. Alan Gordon Enterprises Inc. 
has taken the Bell and Howell G.S.A.P. 
camera, remanufactured it, and retitled it 
the Minicam-16, a name, incidentally, we 
were using long before it became popular 
with the television ENG people. 

It’s obvious the Minicam-16 is not a 
brand-new camera. What it is, however, is 
an outstandingly versatile camera that has 
been converted by our expert technicians 
to make it a favorite piece of equipment for 
the cinematographer who wants that shot 
that is otherwise unattainable. We’ve 
taken the G.S.A.P, completely stripped it 
down, discarded the original lens and 
mount and replaced it with our exclusive 
C-mount or Arri-mount front plate, re¬ 
moved internal components that applied 
only to aircraft use and recalibrated the 
motor to professional filming speeds of 24 
and 48 fps. (Some of our customers have 
cranked the camera as high as 96 fps, 
although we don’t recommend it.) The 
camera has been refinished in an attrac¬ 
tive red, white and blue color scheme with 
a tough, baked urethane paint. It is reas¬ 
sembled, tested and is then ready for use. 

The Minicam-16 has the enviable re¬ 
cord of having been attached to almost 
anything that moves and coming back with 
fantastic pictures. It has filmed point-of- 
view shots attached to missiles fired from 
Cape Canaveral, autos, racing cars, cy¬ 
cles, hang gliders, boats, race horses, ice 
skates, water and snow skis, sleds and 
camera-helmets. It’s a perfect mate for our 
Gordon/Bell Camera Helmet and, in fact, 
was used to photograph free-fall scenes 
for the television series, “Ripcord,” back in 
1961, and has been a popular camera with 
sports photographers ever since, includ¬ 
ing those who filmed the recent summer 
and winter Olympic Games. 

If you’re a cinematographer who is look¬ 
ing for that unusual shot or angle, you 
should investigate the Minicam-16. 
There’s not a more popular camera 
among today’s daredevil cameramen. It's 
available for $350.00 with the C-mount 
front plate, less lens, and $425.00 with the 
Arri-mount front plate, less lens. 

SERVING THE WORLD 

aiangordon enterprisesmc. 
1430 N. Cahuenga Blvd., Hollywood, Calif. 90028 

If you picked any of the above, you’re 
right, because this famous little World War 
II veteran is known by many names. Tech¬ 
nically, G.S.A.P, for Gun Sight Aiming 
Point camera, or, as it is now known, 
Minicam-16, is correct. But no matter what 
you call it, here’s one camera that has 
made a fantastic transition from war to 
peace. 

Originally manufactured in the 1940s by 
two major companies, Fairchild Camera 

and Instrument and Bell and Howell, 
G.S.A.P. cameras were produced by the 
thousands during the war. They were most 
often mounted in the wings of fighter air¬ 
craft, aligned to coincide with the firing 
pattern of machine guns, and used to pro¬ 
vide factual and dramatic records of air- 
to-air and air-to-ground sorties. The 
ruggedly constructed, electrically- 
operated (24V DC) 16mm G.S.A.P. 
cameras use standard pre-loaded 
Eastman Kodak 50-foot magazines. 

If you’d like a 
first-hand 

demonstration, 
visit our Hollywood 

showroom. 

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

Copyright © 1977 Alan Gordon Enterprises Inc. 
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when you need a full-time 
research and development department 
there are good reasons why 
you can depend 
on 
deluxe 

al ford, 
for instance 
Al Ford puts the resources of the industry’s only 
full-time research and development department to 
work on your technical color problems. More often 
than not that means developing new equipment and 
systems that revolutionize color processing tech¬ 
nology. Like a new optical printer for adapting wide 
screen theatrical films for TV. Or the reel identifi¬ 
cation system that makes life easier for distributors 
and theatre owners. 

Al’s department has been honored with Citations by 
the Academy for a computerized printing and proc¬ 
essing control system, and for an ion exchange silver 
recovery system that greatly helps to minimize 
pollution. 

We could go on and on about the contributions Al 
and his department make to film developing tech¬ 
nology and systems for improving lab efficiency. 
But what all this technical talk means to you is that 
you can count on Deluxe for the best film processing 
available. And when you’ve got a specific problem, 
you’ve got good men like Al Ford to find a workable 
solution for you. 

when you have good people working for you, it shows. 

LET US IMPROVE YOUR IMAGE . . . 

de luxe laboratories 
A DIVISION OF DELUXE GENERAL INCORPORATED 

Hollywood: ^545 North Argyle Ave., Hollywood, Ca. 90028 (213) 462-6171 
New York: 630 Ninth Avenue, New York, New York 10036 (212) 489-8800 

color 
bq 

deluxe' 
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If you have a little money to spare 
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. 



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

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

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

Or maybe they’re interested only in 
selling equipment. 

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

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

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

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

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

A sale without service is 
a dead-end road. 

ENGINEERING, INC. 

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

(Inquiries are invited relating to cinematographic problems. Address: 

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

wood. Calif. 90028 ) 

QWhen using mattes or masks 
before the lens for split-stage 

and other effects, how does one calcu¬ 

late the distance to set the mattes from 

the lens? 

A There is no set formula for this 
operation because one type of 

split-screen shot may call for a soft 
blend at the matte edge (or where the 
two exposures join together) while 
another will require a fairly sharp matte 
edge. The closer the matte or mask is 
to the camera lens, the softer will be the 
line or lines of demarcation; the farther 
away it is, the sharper it will be. Using a 
small lens opening will also sharpen the 
line. 

Ql am interested in learning of a 
manufacturer of a C mount com¬ 

pact zoom lens with an anamorphic 

attachment mounted in the rear of the 

lens. The focus of the zoom lens 

should be in the rear so that the front 

elements do not revolve, thus altering 

the position of the anamorphic 

element. I have tried using the ana¬ 

morphic mounted on the front by 

means of support brackets but this 

creates more problems than it solves. 

A We know of no maker of a zoom 
lens with an anamorphic ele¬ 

ment mounted in the rear that per¬ 
forms with success. Despite the prob¬ 
lems, you are advised to stay with the 
anamorphic attachment mounted on 
support brackets in front of your prime 
lens. 

aspect ratio as the original 35mm ana¬ 

morphic print with a little black line as 

masking on both the left and right side 

of each frame. 

A The CinemaScope aperture is 
.868 inches by .735 inches on 

35mm film. This equals a ratio of ■LS?. It 
is, therefore, as you indicate, impos¬ 
sible to make a direct reduction of the 
anamorphic image of 35mm. 

The Academy aperture is .868 by 
.631. This is a ratio of 1.38. Production 
reduction printers are set for reducing 
the Academy aperture to the similarly 
proportioned 16mm aperture. Thus, 
reduction printers, as built, produce a 
negative or print in which the width of 
the 16mm image conforms to that of 
the 35mm anamorphic image. This 
necessarily loses a little from the top 
and bottom of the negative frame. 
Practically all modern reduction 
printers cannot be changed to include 
the height of the negative image and to 
produce a print with black lines on both 
sides of the frame. In addition to the 
change in aperture, the printer would 
have to be refocused for a different 
reduction ratio. Moreover, the people 
who order the prints would stren¬ 
uously object to the presence of black 
lines on either side of the picture. 
Everyone in the film distribution 
business seems to be satisfied that the 
loss of image from top and bottom is 
inconsequential. ■ 

QWhy do the film laboratories 
which make anamorphic 16mm 

feature films from anamorphic 35mm 

feature films cut off part of the top and 

bottom of each and every frame? Proof 

that this is done can be evidenced by 

comparing scenes from a “regular” 

print with the same scenes from an 

anamorphic print of the same movie. 

My solution, and one in which I can see 

no reason for film laboratories being 

unable to carry out, is to reduce the 
35mm print more than has been the 
case in the past so that the 16mm ana¬ 
morphic print has its height rather than 

the width conforming to the 35mm 

anamorphic print. The resulting 16mm 
anamorphic print would have the same 

1941 FIRST ST. • SAN FERNANDO, CALIF. 91340 
PHONE: (213) 365-3124 
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“On American Enterprise, JVC gave us beautiful dailies. 
Then they gave us beautiful prints—7r000 of them.” 

“The incredible story of American Enterprise — Uom an 
idea to the most widely-seen educational film series ever— 
began in the spring of 1975, when we presented Phillips 
Petroleum Company with an idea and a 
challenge: to tell the story of how this 
nation evolved from an underdeveloped 
country to the economic marvel it is 
today. 

“A series of five films was proposed. 
And, since America’s economic ‘sets’ 
were still largely in place —the mills of 
New England, the canals, the railroads, 
etc.—why not crisscross the country 
and use them? 

“Phillips accepted the challenge, and American 
Enterprise was born. 

“For seven months our crews travelled more than 100,- 
000 miles to 104 locations in 31 states. We had only one 
day per location. 

“Time was of the essence. We needed a stock and a lab 
we could count on, both of which had to be fast. 

“Our choices were 7247 and TVC. Throughout the job 
TVC gave us beautiful dailies ... then 
they picked up where they left off and 
gave us beautiful release prints — a 
total of.7,000of them. 

“Starting in September American 
Enterprise will be seen by a million 
school children a month—the first time 
this magic number has been reached! 
And, beginning in October, American 
Enterprise will be seen on commercial 
prime time TV in more than a dozen 

major markets. 
“American Enterprise worked because it tapped a need. It 

was the right combination of ideas, talents and people at the 
right time. TVC was very much a part of that combination. 

“Thanks, TVC.” 
James C. Crimmins/Executive Producer/Playback Associates, Inc. 

Only ME has Chem-Tone 

tvc laboratories, inc 311 west 43rd street. new york 10036 (212) 397-8600 



Your light-metering system 
should be as versatile as 

your camera system. 

In addition to the Auto Meter II, Minolta makes a wide 
range of professional meters. They include 1° spot 
meters, and meters for flash and color temperature 
measurement. For information, see your Minolta 
dealerorwrite Minolta Corporation, 101 Williams Drive, 
Ramsey, N.J. 07446. In Canada: Minolta Camera (Can¬ 
ada) Inc., Ontario. 
-Optional at extra cost. 

The light meter in your camera is good, but not as good 
as you have to be. 

So Minolta has created a general-purpose meter 
that responds to your professional needs for accuracy, 
handling ease and versatility. 

The Minolta Auto Meter II is equipped with a 
sensitive silicon cell for precise readings in 
low light, instant response and no mem¬ 
ory lag. Its automatic scales give 
you instant, direct readings 
of incident light. The 
meter head rotates 270 
degrees for conve¬ 
nience. And it’s fast 
and comfortable to 
use, with a single over¬ 
size button that you 
press to take the 
reading, release to 
hold the numbers. 

The system. 
But the Auto Meter II 
is more than a meter. It’s a 
complete system that allows you to 
approach any job with confidence. 

Spot and incident 
readings. 

You can replace the incident light dome with a 10° spot 
attachment* It comes with an optical finder to insure 
accuracy. 

For wide area reflected light readings, there is an 
attachment* that has a 40° angle of acceptance. 

Close-ups, too. 
A miniature incident dome at the end of a flexible cable 
plugs into a jack on the Auto Meter II. This unique 
close-up probe* is useful for readings at small or 
hard-to-reach subjects. 

Any kind of light. 
Four diffusers let you modify the 
Auto Meter II for any kind of light. 
It comes with a deep-dome 
spherical diffuser that integrates 
all light illuminating the subject. 

A flat disc diffuser* permits 
measurement in conjunction 
with an EV/Lux/Foot- 

Candle table on the back 
of the meter. And two 

neutral density domes* re¬ 
duce intensity in varying de¬ 

gree to permit readings from 
extraordinarily bright and/or 

close light sources. 

Enlarger readings. 
By bayoneting an attachment* 
onto the receptor head in place of 
the incident dome, you can use the Auto Meter II as 
a spot-reading, on-easel enlarging meter. 

The vital statistics. 

Film speed range: 
ASA 6 to 25,000 

Exposure time range: 
1 /8000th sec. to 2 hrs. 

F/stop range: 
f/1.0 to f/90 

Cine scale: 8 to 128 f.p.s. 

Measuring range in incident 
mode at ASA 100: 
-4 EV to + 17 EV 

Measuring range in spot 
mode at ASA 100: 
-1 EV to + 20 EV 
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what you get from 
the world s highest quality 

16mm zoom lens, 
Taylor Hobson's 

Cooke varo-Kinetal 

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

RANK OPTICS 
TAYLOR HOBSON 
P.O. Box 64, 
Stoughton. Street. 
Leicester LE2 OSP 
England. 

TV 100 line pairs per mm. 
Minimum object distance 
450mm from the film plane 
(230mm from the front glass). 
60° widest horizontal angle. 

So the Cooke Varo-Kinetal takes 16mm cinematography 
into the big league. Its amazingly high resolution is designed 
to match the modulation transfer function of the Kodak 
E.K. 7247 film emulsion. Means you can even blow up 16mm 
film to 35mm format and still get high quality results. 
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cm 
By ANTON WILSON 

OPTICS II 

There are basically seven types of 
aberrations that prevent a lens from 
forming a “perfect” image. These aber¬ 
rations each distort or impair the image 
quality in a specific way. The challenge 
for the lens designer is to minimize or 
eliminate such aberrations. This proc¬ 
ess is quite complex, as correcting one 
type of aberration may aggravate 
another. As each aberration is cor¬ 
rected, the lens grows in both com¬ 
plexity and cost. A high-quality, fixed- 
focal-length lens may have as many as 
a dozen lens elements arranged in var¬ 
ious groups. 

While a cameraman is not expected 
to be a lens designer, the ability to 
identify lens problems could prove 
quite helpful. Last time we looked at 
longitudinal chromatic aberration. Here 
we will consider lateral color aber¬ 
ration. It should be made clear that 
these are two distinct and very differ¬ 
ent aberrations. Although both phe¬ 
nomena come under the heading of 
“chromatic aberration”, the quali¬ 
fication: longitudinal or lateral, should 
always be included. 

A previously discussed, longitudinal 
color results from a shift in back focus 

distance as a function of wave length 
(color). This causes various colors to 
come into focus on different image 
planes. On the other hand, lateral color 
is caused by a shift in focal length as a 
function of wave length (color). As a re¬ 
sult, images of different colors may lie 
in the same focal plane, but will have 
different magnifications. Lateral color 
is sometimes called chromatic differ¬ 
ence of magnification, which is a more 
descriptive label. 

FIGURE 1 tells the entire story most 
graphically. An image with both red 
and blue components is focused on the 
film plane. Note that both colors do 
focus on the same focal plane, indicat¬ 
ing that longitudinal color has been 
fully corrected. However, the focal 
lengths of the two colors are different. 
Because of an optical phenomenon, 
the lens exhibits a longer focal length 
for red. In the example it is obvious that 
fR’ is longer than fB’. If an oblique prin¬ 
cipal ray is analyzed, it becomes ap¬ 
parent that the image height for the 
reds (HR’) will be greater than that for 
the blues (HR’). 

Quite simply, if an object is com¬ 
prised of red and blue components, it 
will form two images on the same focal 
plane: a smaller blue image and a 

larger red one. This phenomenon is 
visible as color fringing. The effect is 
most noticeable off axis, as the amount 
of fringing is directly proportional to the 
distance from the center of the lens. 

Even a small amount of lateral color 
is quite apparent and objectionable. 
The lens designer places far greater 
importance on correcting lateral color. 
In practice, the tolerances for lateral 
color are 10 times more stringent than 
those for longitudinal correction. 

An image suffering from longi¬ 
tudinal color will exhibit color fringing 
across the entire image area. More¬ 
over, the “quality” of this fringing can 
be altered by slight adjustments of 
critical focus (not improved, but merely 
altered). This is most apparent in a col¬ 
limator. Lateral color will also be ex¬ 
hibited as color fringing. However, it 
will be most blatant at the periphery of 
the frame with very little occurring in 
the center. It can not be altered with an 
adjustment of focus, and it will be more 
noticeable on lines perpendicular to 
radii. 

Correcting for color aberrations is 
only part of the story. Next we will con¬ 
sider some non-color associated dis¬ 
tortions. a 

FIGURE 1 — The lens appears to have a longer focal length for red than for blue. This phenomenon results in lateral chromatic aberration, 
which causes greater magnification of the long wave lengths (reds) and less magnification of the short ones (blues). Thus, different colors 
will be magnified by different amounts, resulting in color fringing off axis. In this example, note that the focal length for red fR' is greater 
than that for the blue fB'. An oblique principal ray will thus yield a greater image height for the red HR' than for blue HB', even though the 
two heights were obviously the same on the actual object. 
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(Above) Filming the loading of a giant pump. 
VanDerKloot used a special dust cover to 
protect his magazine from the burning dust 
of the iron pours. Freelancer VanDerKloot 
has worked on a variety of projects for many 
companies, including IBM and Newsweek 
Broadcasting Service among others. 

Atlanta, Georgia, a major cultural and 
industrial center in the emerging new 
South, is rapidly becoming an important 
film production center, attracting feature 
and commercial production companies 
as well as independent filmmakers. 

“A sponsored industrial film, by its 
very nature, combines various aspects 
of different film forms: the commercial, 
the instructional film, the news feature 
and the documentary,” says freelance 
filmmaker William VanDerKloot of 
Atlanta. “In addition, each ‘industrial’ 
comes complete with its own unique set 
of problems.” 

The industrial film “Performance: 
the GIW Story’’ — produced and shot 
by VanDerKloot for GIW Industries of 
Augusta, Georgia—was no exception. 

“GIW Industries manufactures 
large industrial slurry pumps which are 
used in dredging and mining operations. 
The largest of these weigh well over 15 
tons,” says VanDerKloot. “Not exactly the 
sort of product a salesman can take 
along in his briefcase. 

“Shooting within their steel plant 
outside Augusta was a veritable ‘pho¬ 
tographer’s nightmare.’ The plant was 
basically one giant room, with a mixture 
of various light sources: tungsten, 
fluorescent, sodium vapor, mercury 
vapor, and some daylight filtering 

VanDerKloot and soundman Patterson 
shooting a sequence in GIW’s computer 
room. “The CP-16R was quiet enough even in 
the tightest office areas so that we never had 
to blimp it,” says VanDerKloot. 

through small skylights and large doors. 
“The average illumination level 

was between 8-16 footcandles. More¬ 
over, their manufacturing equipment 
occupied much too large a space to light 
properly within the film’s time and budget 
restrictions. Besides, heavy use of 
lighting equipment would have drasti¬ 
cally intruded on the workers’ normal 
environment, something we wanted 
to prevent. 

“To make matters worse, many of 
the processes we were to film were 
almost impossible to schedule accu¬ 
rately, and most were essentially non- 
repeatable; which meant that we would 
have to hustle in order to cover enough 
angles on film. Our equipment and 

filming methods had to be as flexible 
as possible, without sacrificing on¬ 
screen quality. 

“I was certainly glad to have my 
CP-16R/A with semi-automatic exposure 
control and Angenieux 10-150mm zoom 
lens on this assignment. Recording 
double system was soundman David 
Patterson with a Nagra and a Senn- 
heiser shotgun mike. 

“The CP-16R was quiet enough 
even in the tightest office areas so that 
we never had to blimp it. And the built-in 
exposure control was especially helpful 
during the iron pours and helicopter 
shots. Throughout the shoot, I used it 
in conjunction with my incident meter 
as a spot meter to double check 
my readings. 

“The Angenieux 10-150mm 
allowed me great freedom over framing, 
and worked well in low-light situations. 
Though we shot indoors mostly with 
available light, we got excellent results 
with TVC’s Chem-Tone process and 
pushing the 7247 color negative two 
stops (to ASA 500). 

“Our filming environments 
ranged from a cool computer room to 
the humid climate of the central Florida 
phosphate fields (where GIW pumps 
were at work), to the burning dust of the 
iron pours. During this time, over 7000 
feet of 7247 color negative ran through 
the camera — all without a jam or a 
single scratch on the emulsion. 

“The client was very pleased with 
the results, and so was I. Once again 
my CP-16R has proven itself an enor¬ 
mously versatile production camera: 
silent, reliable, and easily adaptable to a 
myriad of difficult filming situations.” 

For further information, please write to: 

Li ooFtpoFt/x-rioiM 

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

CP-16R/A 
with Angenieux 

10-150mm zoom. 
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Tota-Light: new 
flexibility in mounting 

and control. 

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

wide variety 
of applica¬ 

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

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

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

to form flags, booms, diffusers... doze ns 
^ of other rigs. Outstanding stands: with 

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

Variflecforll: the 
only roll-up,flood-out 

reflector. 

Sofflight 1500: the 
large, soft-shadow source 

that fits in a small case. 

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

..'v with two 
750-watt 

lamps. Mounts 
or clamps any¬ 

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

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

flood control through 3:1 ratio, 
to adjust brightness 

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

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

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

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

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

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

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

The Antique. 

421 West 54tfi Street. NewYo*. N Y 10019(212) 245-6744 
West Coast 340 7 West Olive Avenue, 

Buitxank, Ca {213) 846-7 740 



rFFTiTS 
SAMUELSON 

FILM SERVICE 
LIMITED 

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

>>yy>> 
SAMUELSON 
ALGA-CINEMA 

SARL , 
24/26 Rue Jean Moulin 
94 Vincennes, nr. Paris, France 
Tel: 328 58 30, Telex: 670260F 
Cables: Samcine Paris 

ITTTT? 
SAMCINE 

ALGA SALES 

122 Champs Elysees 
75008 Paris, France 
Tel: 359 35 33 

SUPERIOR 16 

AATON camera with TV viewfinder and recorder Arri 16 SR with Zeiss 10:100mm T3.1 zoom lens. A. diopter 
adaptor ring B. Nos 1&2 diopters C. diopter combination ring. 
D. filter adaptor ring E. 85&85B filters F. sunshade G. lens cap 
H. all accessories fitted 

-1>»» 
SAMUELSON 

FILM SERVICE 
AUSTRALIA 

(Pty) LIMITED 
25 Sirius Road, Lane Cove 
Sydney 2066, N.S.W., Australia 
Tel: 428 5300, Telex: 71 25188 
Cables: Samsmeal Sydney 

€ 

SAMCINE 
SALES LIMITED 

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

SAMUELSON 
GENOP 

(Pty) LIMITED 
Genop House, 15 Hulbert Road 
New Centre, Johannesburg, S. Africa 
Tel: 836 4275, Telex: 43 0057 
Cables: Genop Johannesburg 

SAMFIIMMIT UMITH) 
Rooms 59/60G, Building 521 
London Heathrow Airport 
Hounslow, Middlesex, England 
Tel: (01) 897 2851, Telex: 22197 
Cables: Samfreight London 

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

Zeiss Distagon lens with sunshade and two stage matte box Eclair ACL with 400' magazine, and CP motor fitted, 
on an Arri 16 SR camera. Adaptors for Arri 16 BL, ST, Aaton, 
Eclair NPR and ACL cameras are also supplied. 

We always take pride in supplying equipment which surpasses that which can be obtained 
elsewhere — our 16mm equipment is no exception. 

For instance, the Arri 16SR camera fitted with a Zeiss 10-100mm zoom lens is no rarity, 
but only from Samuelsons does it come complete with the ability to shoot close-ups, a 
choice of Wratten 85 filters and a screw-on circular sun-shade. 

The Zeiss Distagon lenses are another case. We are able to supply them mounted to fit not 
only the Arriflex 16SR, BL and St models but Aaton and Eclair NPR and ACL cameras as 
well, COMPLETE WITH A SUNSHADE AND MATTE BOX which fits any of these cameras 
and which takes two filters, including one with revolving and sliding facilities, an essential 
requirement for the creative cinematographer. 

Our Aaton cameras can all be equipped with TV viewfinders with which we supply a small 
battery powered portable TV monitor which the director can view while he follows the 
cameraman. In addition we can also supply a Sony Rover VTR for instant play-back. 

Our Eclair ACL's have all been up-dated by the addition of a more powerful motor which 
provides 24/25 fps crystal speed and 8-48 fps variable speed. 

All this, plus our 24-hour 7-day-a-week service and our back-up makes using Samuelson's 
16mm equipment a super experience. 

EUROPEAN MANAGING ASSOCIATES FOR -PAN AVI SION 
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THINKING SONY? 

THINK 
CAMERA MART. 

Whether you’re shooting... editing... or both. 
With all the experience we've accumu¬ 
lated packaging film equipment for 
industrial, educational, business and 
broadcast applications, you’d expect 
Camera Mart to be leading the way in 
video. And our full Sony line helps prove 
you’re right. 

SONY MOBILE/STUDIO PACKAGE 
The camera: Sony’s DXC-1600. A com¬ 
pact, lightweight unit employing single¬ 
carrier-frequency color encoding with 
exclusive Trinicon" single pickup tube. 
True color fidelity without mis-registra- 
tion over wide range of illumination: 
high stability, reliability; low power con¬ 
sumption. Complete with CCU, battery,* 
charger and lens. 

The recorder: Sony's easy-to-operate _ 
VC-3800-a compact 30-lb. instrument that gives you up to 20 minutes of 
NTSC color on a single U-matic cassette, outdoors or in. Includes audio 
dubbing, freeze-frame, auto dropout compensation; much more. Complete 
with battery* and charger. 

SONY EDITING PACKAGE 
Two Sony VO-2850's and RM-400 remote 
control offer fast, foolproof, pushbutton 
electronic editing. Allows accurate assem¬ 
ble and insert editing for production and 
post-production applications, plus dubbing 
on dual audio tracks. Advanced features 
include rotary erase heads, memory 
rewind, AGC: control track logic and more. 

AVAILABLE FOR RENTAL, LEASE OR PURCHASE 
We offer our full Sony line and other major-brand video equipment in 
standard" Camart packages, packages customized to your requirements, 

and individually. All supported by Factory-authorized service. To give you 
maximum financial flexibility, we’ll tailor a rental, lease, purchase or com¬ 
bination plan to fit your budget and tax situation. For more information, 
please call or write Ken Seelig or Jeff Wohl. 

'optional Frezzolini nicad battery available 

CAMERA MART 
THE CAMERA MART. INC 

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

THE BOOKSHELF 
By GEORGE L. GEORGE 

FACTS AND FIGURES 

Edited by Peter Cowie, WORLD 
FILMOGRAPHY 1967 is the first volume 
of what promises to be a monumental 
reference work dealing with global film 
production. Full data on thousands of 
features from 45 alphabetically listed 
countries establish this volume as an 
indispensable source of wide-ranging 
and meticulously detailed information. 
(Barnes $35.) 

Now in its 4th year of publication, 
INTERNATIONAL INDEX TO FILM 
PERIODICALS 1975 is a reliable guide 
to articles and essays on movies ap¬ 
pearing in the world’s 80 most important 
film magazines. Edited by Frances 
Thorpe, it covers all aspects of cinema 
in 9000 fully cross-indexed entries. (St. 
Martin’s $30.) 

Between 1897 and 1920, New Jersey 
was an important film production center, 
whose significant contribution is told by 
Paul C. Spehr in a well researched vol¬ 
ume, THE MOVIES BEGIN. Richly illus¬ 
trated and fully documented, it is a 
highly readable account of a historic 
period. (Newark Museum $13.95) 

From inexpensive personal films to 
high budget studio-made features, 
HANDBOOK OF MOTION PICTURE 
PRODUCTION by William B. Adams is a 
detailed and practical guide covering all 
steps in movie making. (Wiley $17.95) 

Papers presented at last year’s con¬ 
ference co-sponsored by the Educa¬ 
tional Film Library Association and 
International Film Seminars are col¬ 
lected in 16mm DISTRIBUTION. Edited 
by Judith Trojan and Nadine Covert, it 
contains a widespread array of views 
and valuable data on modes of non¬ 
theatrical distribution by informed 
professionals, educators, librarians and 
distributors. (EFLA $6.) 

* * * 

MASTERS OF THEIR CRAFTS 

The features Alfred Hitchcock made 
in England in 1925-39 are analyzed in 
HITCHCOCK’S BRITISH FILMS by 
Prof. Maurice Yacovar, a notable addi¬ 
tion to the study of the director’s signif¬ 
icant period of development and estab¬ 
lished mastery of psychological sus¬ 
pense. (Archon $17.50) 

A brilliant study of the current movie 
scene, HOLLYWOOD RENAISSANCE 
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by Diane Jacobs assesses the work of 
directors Altman, Cassavetes, Cop¬ 
pola, Mazursky and Scorsese, offering 
an optimistic view of Hollywood’s future 
based on artistic control by a new gen¬ 
eration of filmmakers. (Barnes $12.) 

Filmmaker and poet Jean Cocteau 
uses death as a predominant theme in 
many of his movies, a preoccupation 
subtly and sensitively analyzed in JEAN 
COCTEAU AND HIS FILMS OF OR¬ 
PHIC IDENTITY by Arthur B. Evans. 
(Art Alliance $12.) 

In KING LEAR: THE SPACE OF 
TRAGEDY, eminent Soviet director 
Grigori Kozintsev publishes his diary of 
the filming of Shakespeare’s play, an 
illuminating document on the thought 
processes, his recollection of early days 
of Soviet cinema and the actual prob¬ 
lems of shooting. (U. of California Press 
$14.95) 

Perceptively edited by Dorothy 
Gardiner and Kathrine Sorley Walker, 
RAYMOND CHANDLER SPEAKING 
assembles letters of the late script¬ 
writer/novelist that reveal the many- 
sided personality of the creator of detec¬ 
tive Philip Marlowe. (Houghton Mifflin 
$5.95) 

David Denby has put together a bril¬ 
liant anthology of American film criti¬ 
cism (1915-76), AWAKE IN THE DARK. 
From Vachel Lindsay and Gilbert 
Seldes to Andrew Sarris, John Simon 
and Pauline Kael, the film scene is eval¬ 
uated in its complex contribution to soc¬ 
iety’s changing tastes. (Random House 
$4.95) 

Rex Reed’s abrasive and often witty 
pen is at its sharpest in VALENTINES 
AND VITRIOL, a collection of his news¬ 
paper interviews with three categories 
of film stars, “goddesses, heroes and 
survivors”. (Delacorte $8.95) 

Tracing the career of a brilliant di¬ 
rector, Maurice Zolotow gives us BILLY 
WILDER IN HOLLYWOOD, a vivid, 
frank and entertaining biography of a 
highly creative and dynamic per¬ 
sonality. (Putnam $10.) 

In RICHARD AND ELIZABETH, writ¬ 
ers Lester David and Jhan Robbins 
draw a colorful portrait of the Burtons, 
their courtship, marriage, clashes and 
eventual divorce, a bigger-than-life tale 
of two highly charged egos. (Funk & 
Wagnalls $8.95) 

A captivating biography by Anne Ed¬ 
wards, VIVIEN LEIGH is a sensitive and 
intimate portrait of the late star, a mov¬ 
ing memorial to a talented actress. (Si¬ 

mon & Schuster $9.95) 

In a welcome switch from biographies 
of top name performers, Jim Connors 
writes about a Hollywood “starlet” in 
THE CAREER OF BARBARA LAW¬ 
RENCE, a typical story of a capable per¬ 
former who never made it in the big 
leagues. (SLP Publ. $11.95) 

In THE MAGICIAN OF SUNSET 
BOULEVARD, Frederick Kohner re¬ 
counts the career of his brother, the well 
known talent agent Paul Kohner, an im¬ 
probable but authentic tale of inside 
politics in the movie colony. (Morgan 
Press $10.) 

With remarkably good taste and 
understatement, befitting the daughter 
of an English peer, Elizabeth Harrison, 
Rex’s third wife, tells it all in her candid 
memoir, LOVE, HONOR AND DISMAY. 
(Doubleday $7.95) 

★ * * 

VIDEO VARIETIES 

Television’s affinity for science- 
fiction, from Captain Video to Star Trek 
and beyond, is imaginatively displayed 
in FANTASTIC TELEVISION, where 
Gary Gerani and Paul H. Schulman sur¬ 
vey 190 of the most successful U.S. and 
British examples of the genre. (Crown 
$12.95/5.95) 

An excellent selection of film/ 
television sci-fi shows is described and 
illustrated in Jeff Rovin’s exciting study, 
FROM JULES VERNE TO STAR TREK. 
(Drake $5.95) 

Richard Meyers’ TV SUPERSTARS 
is an attractive book that will delight fans 
of Baretta, The Bionic Woman, Laverne 
and Shirley, Charlie’s Angels et al. with 
exclusive details about their favorite 
players. (Drake $6.95) 

A marked help to your selection of 
video fare, DAYTIME TV 1977 by Jason 
Bonderoff also offers inside glimpses 
into top performers’ private lives. 
(Manor $1.50) 

A compelling biography, SARNOFF: 
AN AMERICAN SUCCESS by Carl Dre- 
her relates the visionary and inspiring 
life of the man who practically single- 
handedly established the basis of the 
U.S. broadcasting industry. (Quad¬ 
rangle $12.50) 

Using quotations from All in the Fam¬ 
ily and a perceptive evaluation of the 
character of Archie Bunker’s wife, 
Spencer Marsh’s EDITH THE GOOD 
draws homelitic lessons for a pur¬ 
poseful life. Harper & Row $2.95) ■ 

UNIVERSAL 
A Unique, Modular, Extendable 
Editing System — Quickly Inter¬ 
changeable For All Film Formats. 

Multiple screens and tracks 
let you weigh the full balance of images 

dialogue, music and effects. 

FOUR 
PLATE 

1 PICTURE 
1 TRACK 

SIX 
PLATE 

1 PICTURE 
2 TRACK 

2 PICTURE 
1 TRACK 

EIGHT 
PLATE 

1 PICTURE 
3 TRACK 

EIGHT 
PLATE 

2 PICTURE 
2 TRACK 

EIGHT 
PLATE 

■ 
3 PICTURE 

1 TRACK 

EAST OF THE ROCKIES 

MM Editing Systems Inc. 
230 Park Avenue (at 45th St.), Rm. 
339, N.Y. N.Y. 10017 (212) 697-5865 

WEST COAST 

KEM Editing Systems Inc. 
6253Hollywood BIvd, Hollywood 
California 90028 (213) 461-4143 
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These finely engraved one dollar bills are part of the rigid tests that we perform on all 
our rental cameras . . . before they ever leave our shop. 

Five Bucks 
says this camera 

will focus perfectly 
These same five dollars are used to 
prove that ground glass focus coincides 
with photographic focus. We use 
specially selected lenses for this test. 
They have a locked-off focus and are 
concentric within their mount. This 
means that you get a camera with 
correct photographic focus and correct 
ground glass focus. 

And we don’t stop there. With other 
test gadgets, we prove ground glass 
coincidation with aperture, giving you 
a precise "what you see, you get” 
camera. 
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For your next camera rental, come to 
Victor Duncan. Our five bucks says 
you’ll get perfect focus. 
the check and double check people 

SUSTAINING 

VICTOR DUNCAN, INC. 

200 East Ontario, Chicago, IL 60611 (312) 321-9406 
2659 Fondren, Dallas, TX 75206 (214) 369-1165 
11043 Gratiot, Detroit, MI 48213 (313) 371-4920 



FULLY PROTECTED BY U S. & FOREIGN PATENTS 

RODEM/IND 
FILM TRANSPORT SYSTEM 

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

Technicolor, Hollywood, California. 

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

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

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

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

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

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

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

SIGNIFICANT MICRO-DEMAND FEATURES: 

Versatility 

Reliability 

Flexibility 

Dependability 

Credibility 

Maintenance 

Performance 

Any speed, any process. 

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

Any format 35mm, 35/32mm (1-3), 35/32mm (1-4), 
35mm 5R S3, 16mm — 70MM-105MM etc. 

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

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

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

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

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

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

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

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

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

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

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

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

CORPORATION 
MILFORD, CONNECTICUT 

Filmline Corporation, Dept. AJ-77 
Milford, Connecticut 06460 • 203-878-2433 
TWX 710-462-3733 

Eastern Hemisphere: 
Bell & Howell, Ltd. 
Alperton House, Bridgewater Rd. 
Wembley Middlesex, England 01-902-8812 



PROFILE: A.S.C. 
By JOHN ORMOND 

LEONARD SOUTH, A.S.C. 

Within a four-week period earlier this 
year, Leonard South won elections as a 
governor of the American Society of 
Cinematographers and as special gov¬ 
ernor of the Academy of Motion Picture 
Arts and Sciences. 

It’s a measure of the respect held for 
South by his peers in the film and tele¬ 
vision world. They admire the work — 
and the integrity — of the cinematog¬ 
rapher who became known in the indus¬ 
try as “Hitch’s man.” 

Over a 25-year span, he has photo¬ 
graphed most of Alfred Hitchcock’s 
movies, either as director of photog¬ 
raphy, assistant cameraman or camera 
operator. 

This transpired through a prior asso¬ 
ciation with noted Hollywood cinema¬ 
tographer Robert (Bob) Burks, who he 
worked with in the late 1940s at War¬ 
ners’ special effects camera depart¬ 
ment. 

“You’d have to say that Bob Burks 
and Alfred Hitchcock have been the- 
guiding lights in my entire career,” the 
tanned, relaxed-looking South told me 
in an interview. “Without either one of 
them, things might have been very dif¬ 
ferent.” 

Burks (who died in 1968) won an 
assignment in 1950 as director of 
photography on a Jane Wyman film, “A 
KISS IN THE DARK”, which Delmer 
Daves directed. Burks took South with 
him, as his camera assistant. 

Two years later, again at Warners, 
the camera twosome of Burks and 
South went to work on their first Hitch¬ 
cock movie, “STRANGERS ON A 

TRAIN”. 
“We both worked so well with Hitch, 

that he used us on practically all of his 
pictures after that,” recalled South. 

The lens firm of Burks and South 
photographed “DIAL M FOR MUR¬ 
DER”, “REAR WINDOW”, “NORTH BY 
NORTHWEST”, and “TO CATCH A 
THIEF”. On the latter picture, South 
won promotion to camera operator. 

“We did every one of Hitch’s movies 
during that period, except ‘PSYCHO’,” 
he recalled. 

During this time, Len also worked as 
operator on two Clark Gable films, for 
the Perlberg-Seaton company. 

Understandably, South regards 
Hitchcock as a moviemaker par excel¬ 
lence. “He’s one of the most amazing 
men in the industry,” he told me. “Hitch¬ 
cock is that rare combination — a fine 
technician and a great creative artist. 
He’s one of the few directors in the world 
today who really understands the cam¬ 
era.” 

Not all of Len South’s film work was 
devoted to the Hitchcock movies, 
though. In addition to the Gable films, 
South also worked with Burks on Billy 
Wilder’s “SPIRIT OF ST. LOUIS”, star¬ 
ring James Stewart as Lindbergh. And 
he operated for cinematographer Philip 
Lathrop on the Norman Jewison picture, 
“CINCINNATI KID”. 

Despite this formidable list of credits, 
Len South still hadn’t become a director 
of photography. This was principally 
due, he reminisced, to the fact that the 
“old firm” of Burks & South had fared so 
well, he was quite content to keep it that 
way. 

One day, though, an old friend, 
cinematographer Richard Kline, took 
him aside. 

“It’s about time you became a first 
cameraman,” said Kline. “And I’d like to 
see it happen right now.” 

Kline convinced his friend to tackle a 
television series, “T.H.E. CAT”, starring 
Robert Loggia. South took over as first 
cameraman, and supervised photog¬ 
raphy of half the series. But he wasn’t 
happy on the show, and departed to 
MGM for another series, “PLEASE 
DON’T EAT THE DAISES”. 

His first feature assignment as 
cinematographer was “HANG ’EM 
HIGH”, a Clint Eastwood western filmed 
on location in New Mexico and at MGM 
for United Artists. That was in 1967. 

Still more recently, he photographed 

the Mario Thomas TV series, “THAT 
GIRL”, for three years. And he did a 
two-year stint as cameraman for Stan 
Freberg TV commercials. “That was 
enjoyable,” said Len. “Freberg was 
such a creative guy.” 

He additionally photographed a string 
of MOWs (Movies of the Week) at Uni¬ 
versal, Paramount, Warners and MGM 
between 1972 and 1974. 

In 1975, he was called back by his 
favorite director to be director of photog¬ 
raphy on Hitchcock’s “THE FAMILY 
PLOT”. His camera work won high criti¬ 
cal praise, though the picture fared mo¬ 
derately at the box office. 

Last year, Leonard South moved his 
activities to the Walt Disney studios, 
where he photographed two television 
films then a feature, “HERBIE GOES 
TO MONTE CARLO”. 

In 1977, he’s been adding to his im¬ 
pressive list of MOWs at CBS in Holly¬ 
wood, and is expecting to add another 
Hitchcock thriller to his record late this 
year. 

Between shows, Len spends almost 
all of his time in and around his two- 
story home at Corona Del Mar, on the 
Southern California coast below New¬ 
port Beach. 

He has lived with his wife Bette in the 
Newport area for some 19 years, and 
wouldn’t move elsewhere. The four- 
bedroom house is two blocks from the 
beach. They have a daughter, Anne 
Marie, aged nine. 

When it comes to hobbies, though, 
South’s first love is the sea, and he has 
become one of Newport’s noted sailors. 
Len owns a 34-foot sloop, appropriately 
dubbed the “Southwind’’. He’s a 
member of the Balboa Yacht Club and 
the Trans-Pacific Yacht Club. 

He first started racing in the early 
1940’s, and he competed in the Trans¬ 
pacific event to Honolulu in 1965. Since 
then, Len has owned ten different boats, 
and he’s matched sails with America’s 
best in six-man crew racing to Acapulco, 
Puerto Vallarta and Mazatlan, as well as 
competing in 20 Ensenada Races, the 
world’s largest sail boat event. 

Chances are, if you come by the 
South residence during daytime, you’ll 
discover Len is down at Balboa Yacht 
Club. 

“I just can’t stay away from the sea, 
and my boat,” he grinned. “Bette’s very 
active with me in racing, so we enjoy the 
sport as a team.” 

His second hobby is cars. He’s had a 
variety of autos, mostly of the racing 
type. South has owned five Porsches, 
for instance, but recently bought a BMW 
320-I. That’s partly due to the new 55- 
Continued on Page 882 

800 AMERICAN CINEMATOGRAPHER, AUGUST 1977 



Handling7247 
color negative in the 

film lab is easy 
If you know how 

FII 

::•=!=" ^ COMPUTER TECHNOLOGY 
PLUS PROFESSIONALS .=?' 

MAKES 7247 WORK 

FILM mmmu nc. 
Du Art Film Build ins 
245 West 55th Street 
New York, N.Y. 10019 
(212) PL7-4580 
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CP-16 
the camera for all seasons 
Summer can be pretty tough for a newsman. 
He deserves a comfortable, lightweight camera 

Tom Baer,KBTV Denver 

which can be hand-held for long periods of time . . . 
the CP-16. Unexcelled for the cameraman who must 
go it alone. 

Fall Football season and sports. Ever notice that 
practically everybody has adopted the CP-16? A 
rugged, reliable, light weight camera (under 17 lbs. 
fully equipped). Grab it and run with it, for single 
system sound or crystal-sync double system work. 

WTMJ-TV Milwaukee 

Winter It’s industrial and commercial time 
again, with budgets approved and the end of the year 
approaching, so everyone is in a hurry. The CP-16 
Studio Rig is a fast-moving, compact 16mm outfit, 
but with the same precision controls found on most 

Marty Collins Director/Cinematographer, Hewlett-Packard Co. 

35mm studio cameras. In fact, with the Studio Rig 
you’ll almost think you’re shooting 35. 

Spring Brings the flood of documentary and fea¬ 
ture workT The CP-16, coupled with Cinevid video 
assist and the amazing new Steadicam provides a 
system for new dimensions in film. 

Director of Photography Steve Golden, 
“The Streets of Chicago” 

CP-16 is the most versatile and reliable camera 
for the year-around professional filmmaker. See us 
today for a demonstration of the ‘camera for all 
seasons’. 

U GOFtF>OF* A-TIOISJ 

THE 
CAMERA MART, INC. 

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

(212) 757-6977 

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

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

ALAN GORDON 
ENTERPRISES, INC. 

1430 N. Cahuenga Blvd. 
Hollywood, Calif. 90028 

(213) 466-3561/(213) 985-5500 
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We know there are 
other processing labs 

in the world 
as good as we are. 

Surely 
PROCESSING • SOUND • PRODUCTION SERVICES • PRINTING • SPECIAL SERVICES • RENTAL • SALES • REPAIRS 

rCh 

M; .'PL 
■ ■ ■ 4 1* 

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

(901) 774-4944 

MOTION PICTURE LABORATORIES, INC., Piedmont Division, 2517 South Boulevard, Charlotte, North Carolina 28203, (704) 525-5416 

MOTION PICTURE LABORATORIES, INC., Suite 940,1120 Connecticut Ave. N.W., Washington, D. C. 20036, (202) 659-3528 

MOTION PICTURE LABORATORIES, INC., Suite 120,6990 Lake Ellenor Drive, Orlando Fla. 32809, (305) 857-2328 
CINE-CRAFT LABORATORIES, 8764 Beverly Boulevard, West Hollywood, California 90048, (213) 652-7357 
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Scene from Warner Brothers Features' 
production of “The Heretic—Exorcist II’’ 

7 must say that the important factor in using 

Rosco material was the consistency of the 

material from order to order. 

We used several thousand feet of Rosco 

material and it performed." 

804 

-William A. Fraker, A.S.C. 
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William A. Fraker, A.S.C., 
Director of Photography 

..and then 
Fraker created the sun. 

After three days of experimenting, William A. Fraker, 
A.S.C., Director of Photography literally created the 
sun for this scene in “The Heretic—Exorcist II.” Using 
Rosco Dark Amber, a ten foot sun-spot reflector and a 
10K quartz light, he achieved just the effect he wanted. 

Bill Fraker and his gaffer, Doug Pentek, created some 
very special lighting techniques for this set. “I used 
double MT2 on the backing and the village and MT2 
on Richard Burton,” says Bill. “The final effect on this 
shot has to be one of my favorites. I must say that 
the important factor in using Rosco material was the 
consistency of the material from order to order. We 

used several thousand feet of Rosco material and it 
performed.” 

In a recent interview in American Cinematographer, 
Bill is quoted as saying, “Film-making is a tremendous 
team effort.” Rosco is proud to be part of the cinema¬ 
tographer’s team, contributing our part to the success 
of a major motion picture. Rosco is here to serve the 
cinematographer and help meet his challenges. 

If you’d like to get complete information on all the 
products Rosco offers the cinematographer, just get in 
touch with us. We’ll do our part to keep your team 
strong. 

36 Bush Avenue, Port Chester, N.Y. 10573 • (914) 937-1300 • Telex: 131472 
1135 North Highland Avenue, Hollywood, California • (213) 462-2233 • Telex: 691123 

69/71 Upper Ground, London SE1 9PQ • 01-633-9220 • Telex: 21120 ref. 1603 
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THE PHOTOGRAPHY OR 

EXORCIST II 
THE HERETIC 

Location filming in New York and Arizona, plus the re-creation of a vast 
hunk of Ethiopian desert on a studio sound stage, add up to a series 
of stunning stylized images for this sequel to “THE EXORCIST” 

All motion pictures, by definition, rely 
heavily upon cinematography for their 
impact. The cinema was exclusively a 
visual medium long before it found its 
voice — and it remains primarily visual, 
despite all the wondrous innovations of 
stereophonic, quadraphonic, quinta- 
phonic and Dolby sound. However, 
there are a certain few films which de¬ 
pend to an extraordinary degree upon 
cinematography for viewer impact. Just 
such a film is “EXORCIST II: THE 
HERETIC”. 

In realizing the stunning images 
requisite to bringing this story to the 
screen, Director of Photography 
William Fraker, ASC, no stranger to the 
creation of horrifying visual mood 
(“ROSEMARY’S BABY”), found his 
artistry and technical skill challenged 
far beyond any demand to date. In the 
following interview for American 
Cinematographer, he goes into detail 
about some of the innovative tech¬ 
niques used on “EXORCIST II: THE 
HERETIC” and explains why he 
considers it the most difficult film he’s 
ever done: 

QUESTION: Would you begin by tell¬ 
ing me some of the problems you faced 
in photographing “EXORCIST II: THE 
HERETIC”, and how you went about 
coping with them? 

FRAKER: There were so many facets to 
“THE HERETIC” that when you talk 
about the photography that’s just one 
of 25 areas you might discuss. It was a 
huge, huge picture and probably the 
toughest picture, physically, that I’ve 
ever done in my life. For example, re¬ 
creating the Ethiopian desert on Stage 
16 at The Burbank Studios. How do you 
do that? 

QUESTION: Isn’t it true that originally 
the picture was scheduled to be shot 
mainly on distant locations? 

FRAKER: Yes, we were going to go to 
North Africa, Italy, Washington, D.C., 
Georgetown, the Arizona desert and 
then Hollywood. It sounded like a very 
exciting project, because we would be 
going all over the world to shoot it. We 
had to film the Ethiopian rock 

churches, those churches that are built 
on top of rock spires 300 to 400 feet in 
the air. We could get into Ethiopia al¬ 
right, but the State Department couldn’t 
guarantee us any way out. So the 
decision was made to shoot in the 
studio, and instead of globe-trotting, 
we eventually went only to New York 
City for two weeks and Page, Arizona, 
for a week. Everything else was shot on 
a sound stage in Hollywood. The 
director, John Boorman, asked all of us 
if we thought we could do the picture on 
a stage, and it became such a chal¬ 
lenge that we all accepted it and said, 
“Let’s go. Let’s try to do it. ” It was diffi¬ 
cult, but I think we did it. Everybody 
seems to be happy with the results. 

QUESTION: Could you be a bit more 
specific about the problems of 
shooting vast outdoor areas indoors? 

FRAKER: It was rather exciting, trying 
to shoot a basically exterior picture on 
the stage. It was a tremendous under¬ 
taking. People ask, “How do you shoot 
the Ethiopian desert on a stage?” I say, 
“The only way I know how to do it is the 
way I do it outside — by stopping down 
to f/8 or f/11. ” Of course, in order to be 
able to stop down that far, you must 
have enough light to allow you to do it. 
That means that instead of 20 arcs, you 
end up with 123 arcs — which is what 
we used on the stage. Okay — now, 
how do you put up 123 arcs and have 
100 people on the set and only cast one 
shadow? It breaks down to taking eight 
hours to light one shot. That’s the kind 
of stuff we did. Steve Spielberg was 
shooting “CLOSE ENCOUNTERS OF 
THE THIRD KIND” at the same time 
and, between the two of us, I think we 
had every arc in Hollywood. Especially 
the Titans; they were all gone. 

(LEFT) In a trance, imposed by uncontrolled forces of evil, Linda Blair as Regan in John Boorman’s film, “EXORCIST II: THE 
HERETIC” teeters on the edge of a New York highrise. The Richard Lederer Production for Warner Bros, also stars Richard Burton, 
Louise Fletcher and Max von Sydow. (RIGHT) Director of Photography William Fraker, ASC, takes a meter reading on a studio set 
representing an Ethiopian rock church, as Richard Burton observes. 



A sampling of images from “EXORCIST II: THE HERETIC” provides 
examples of the stylized visual approach to the production which 
Cinematographer Fraker describes as “theatrical, yet realistic”. A dar¬ 
ing gamble from the standpoint of audience credibility, the approach 
works well in establishing mood and enhancing dramatic impact. 
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(ABOVE) John Boorman, shown here on the set with Richard Burton in the background, 
functioned as producer-director of “EXORCIST 11’’ and his stamp is evident on the entire 
production. Best known for his direction of “DELIVERANCE’’, Boorman is an imagi¬ 
native iconoclast who is not afraid to take chances. (BELOW) Cast and crew prepare to 
film a tense sequence on the terrace outside the 34th floor penthouse atop the Warner 
Communications building in New York 

QUESTION: How successful do you 
feel you were in making this stage- 
enclosed desert look real on the 
screen? 

FRAKER: We’re very happy with the 
effect we got. It’s a very theatrical ef¬ 
fect, but, at the same time, it’s very 
realistic. John and I, in our discus¬ 
sions, had agreed that the more we 
could give the picture a definite style — 
and still stay within the area of realism 
— the better we could achieve what we 
set out to do, and I think we have. 

QUESTION: I can’t quite reconcile the 
terms “theatrical, yet realistic”, as 
you’ve used them. Could you explain 
that in a bit more detail? 

FRAKER: If you set out to copy nature 
in some fashion that isn’t real, then you 
have to do something that is almost 
impossible to do. So, when I say 
“theatrical, yet realistic”, I’m talking 
about stylizing a look that is basically 
believable, so that you accept it as real, 
while knowing that it’s phenomenal. 
Speaking of the visual look, I think 
motion pictures should be done theatri¬ 
cally. I think that when you see moon¬ 
light coming through windows, it 
should be a theatrical-looking moon¬ 
light. I think it should be bluish; it 
should be different. The people who 
are making television films today are 
doing a fantastic job of achieving 
realism, considering the amount of 
time and budget they have to work with. 
Now, why should people leave their 
homes and go to a theater if they are 
going to see the same thing on the 
theater screen? That’s what I’m talking 
about when I say that you theatricalize a 
look to make it a little different from 
what they are going to see on the tube 
at home — something to help pull them 
out of their homes and into the theater. 

QUESTION: In terms of practical me¬ 
chanics, how was that achieved in 
“EXORCIST II”? 

FRAKER: We changed the colors on the 
backings so that they would be a little 
theatrical. For example, if a soft, pale 
yellow were called for, we would bring it 
up a little brighter. We used orange for 
sunrises and sunsets and black horizon 
lines and a lot of smoke and dust and a 
lot of color filters on the arcs. When an 
effect began to look very realistic, we 
would move it out beyond almost any¬ 
thing you have ever seen before. I’m 
not saying that what we did was revo¬ 
lutionary, but the look is just a bit dif¬ 
ferent. The colors are just a little dif¬ 
ferent. The result is due to a combi¬ 
nation of what we put in front of the lens 
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and also what we did with gels on the 
arcs and 10Ks. 

QUESTION: How were you able to 
stabilize this type of theatricality in 
terms of what was expected from the 
laboratory? 

FRAKER: The backings were tested 
and painted a certain color so that the 
light would reproduce on them the way 
we wanted it to visually. This became a 
kind of constant for us. At the same 
time, we established a printing light at 
Technicolor and we never varied that 
printing light. The objective was also to 
maintain that same printing light when 
they got to making the CRIs. 

QUESTION: Working on the edge of 
credibility in this way, so to speak, how 
did you feel when you saw the dailies? 

FRAKER: Some dailies looked terrific, 
and others made us feel like we wanted 
to commit suicide. VJe did a lot of 
retakes. John Boorman was adamant 
about what it should look like, and if it 
didn’t, he’d say, “Billy, reshoot.’’ And I 
would, but it was very expensive to do. 
It also involved a lot of persistence and 
a willingness to keep trying for a 
desired effect. For example, we got 
incredible shots from the 34th floor of 
the Warner Communications building 
in New York City by sticking a camera 
and operator out over the edge and 
zooming in toward the windows to pick 
up Linda Bl&ir. Everybody said we 
couldn’t do it and that we wouldn’t be 
allowed to do it, but we did it anyway. 
We got phenomenal shots of sunsets 
and sunrises at just the right moment. 
We would look at a shot and then go 
back and do it again when we did miss. 
At Madison Avenue and Fifth Avenue, 
right around Rockefeller Plaza, we 
stopped traffic at five in the afternoon. 
It was horrendous. But John is like that. 
He’s a fantastic man and really knows 
what he wants. He has exquisite taste 
and is very, very demanding of every¬ 
one — not just me, but everyone right 
down the line, including himself. The 
actors — Richard Burton, Louise 
Fletcher and Linda Blair — were 
magnificent. They got into the project 
and really felt that they were accom¬ 
plishing something. We were all 
extending ourselves, exceeding our 
limitations, trying to do something that 
we had never done before. 

QUESTION: Obviously, in order to 
make this desert-on-the-stage set 
work, you would have had to establish 
unusually close rapport with the 
production designer. Could you tell m < 

(ABOVE) Daredevil camera operator hangs precariously in space off the edge of the 
34th-floor of the Warner Communications Building in New York City to film a point-of- 
view shot for “EXORCIST II”. (BELOW) In sharp contrast to the concrete canyons of New 
York is this canyon location near Page, Arizona, selected for its close resemblance to 
the Ethiopian desert, portions of which were re-created for the film on Burbank Studios 
sound stages. 
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Using a viewfinder, Director Boorman 
selects a camera angle. Part of what at¬ 
tracted him to this project was the fact 
that he considered it “an almost impos¬ 
sible cinematic challenge.” 

a bit about that? 

FRAKER: Richard MacDonald, the 
production designer, is a phenomenal 
man with a marvelous mind. He worked 
very closely with us. There were hours 
of discussions about how we were 
going to accomplish certain shots. For 
example, there’s a sequence in which 
one of the Ethiopian monks, climbing to 
one of those rock churches 400 feet in 
the air, slips and falls all the way to the 
bottom. How do you do that on a stage? 
We set the rocks up sideways, using 
the whole length of the stage. Then we 
turned the camera, wired the man on a 
pulley overhead and ‘‘flew’’ him through 
sideways, with a blue screen down at 

the bottom. There was another se¬ 
quence in which a man uses two rock 
spires, pushing between them with his 
back and legs in order to inch his way 
up to the church on top. We photo¬ 
graphed almost all of that on the stage, 
then shot the bottom of the formation in 
Utah and tried to match the light. You 
do it with filters in front of the lens; you 
do it with arc lights; you do it with a lot 
of dust. 

QUESTION: What about those 
churches on top of the spires? Were 
they all paintings? 

FRAKER: All paintings and carvings. 
Richard MacDonald re-created those 
churches magnificently in the studio. 
It’s very exciting footage. The picture 
has tremendous scope, because it 
starts in Buenos Aires and Ethiopia, 
then goes to Rome (the Vatican) then to 
Washington, Georgetown and New 
York City. 

QUESTION: And the only major 
location trips were to New York and 
Arizona? 

FRAKER: New York and Page, Arizona. 
We were trying to find a canyon that 
looked like the one in Ethiopia where 
the churches are located. So John 
James, the location manager, and I flew 
up to Las Vegas, rented a car and were 
gone for five days. We hit all of Monu¬ 
ment Valley, Zion National Park, every¬ 
thing. We spent five days moving and 
covered what seemed like 7,000 miles. 
We just drove and drove and drove and 
finally found this one area that looked 
right. We became very excited over it 
and brought back the pictures to John 
Boorman. The next week we all went 
up, and that was it. The location really 
worked. It was something of a coup, 
because we could fly to the location 
and start to work that same day. It was 
just an hour-and-a-half trip. 

QUESTION: What were the mechanics 

of tying that in with the material shot 
on the sound stage? 

FRAKER: Once we knew we were going 
to use that location, Richard Mac¬ 
Donald designed the rest of the set (on 
the stage) to match it. We used all kinds 
of materials and devices to create our 
illusions — translights, backings, 
mirrors and a “ghost glass”, which is 
like a 50% transmission mirror. We did 
complete light changes, dimming and 
lightning effects all in one shot. It wasn’t 
a matter of doing this shot and then that 
shot; we had eight different effects 
working in one shot. For example, in 
one sequence, we start in the labor¬ 
atory in New York, lose the laboratory 
and go to Georgetown, re-creating the 
exorcism from “THE EXORCIST” (but 
not using film from the original). We 
then go back to the laboratory in New 
York — all in one complete shot. No 
double-printing, no nothing. We 
created the whole thing. Such effects 
just take time, but the next day you look 
at the dailies and you are really grati¬ 
fied; it really works. All of this was 
John’s idea. John’s phenomenal — 
tough, but phenomenal. 

QUESTION: What part did camera 
movement play in this picture? 

FRAKER: Most of the really creative 
camera movement was done with the 
Steadicam, as operated by Garrett 
Brown. In fact, the Steadicam played a 
very, very important part in the filming 
of this picture. The stuff shot with the 
Steadicam in “ROCKY” and “ MARA¬ 
THON MAN” and ‘‘BOUND FOR 
GLORY” was all marvelous, but I think 
that this is the first time that it’s really 
been put to a directorial use that works 
with the story. For example, in “THE 
HERETIC”, our demon, so to speak, is 
called Pazuzu and he’s a demon of the 
air. Therefore, he moves through things 
and around them and so forth. John put 
the Steadicam to use to suggest all this 
Continued overleaf 

(LEFT) Authentic desert dwellings of Ethiopian tribesmen were painstakingly duplicated on Burbank Studios sound stages by 
Production Designer Richard MacDonald, whose previous credits included “MARATHON MAN” and “THE DAY OF THE LOCUST”. 
He again found himself involved with locusts on “THE HERETIC”. (RIGHT) Filming on the penthouse terrace in New York City. 



The crew members often wore face masks to minimize effects of smoke and fumes generated on the set to create unusual special 
effects for the film. Studio-built sets for this production were carefully “color coordinated”. John Boorman had a color key list of 
all the sets made, indicating that the colors to be used were black, brown, gray, cement, white, silver, yellow, amber, gold, burnt 
yellow, red and rust. All blues and greens (considered by Boorman to be “too comforting and reassuring”) were to be eliminated. 

(LEFT) Garrett Brown trails Richard Burton in an intricate follow shot, using his invention, the Steadicam, gyroscopically balanced 
stabilizing camera mount manufactured by Cinema Products Corporation. (RIGHT) Imaginative sets, including the complete Ethio¬ 
pian village shown here, filled six sound stages at Burbank Studios. Evident in this scene is an example of the striking mood 
achieved by the lighting of Director of Photography William Fraker. 

(LEFT) Linda Blair and Richard Burton are attacked by a storm of locusts as they revisit the bedroom in the Georgetown house 
where the original exorcism took place. Several thousand specially bred British locusts were imported into California for use in the 
film. (RIGHT) A “ghost glass mirror” shot, in which a scene from the past is superimposed over present action. The action took 
place on two adjacent sets, with the camera shooting through a semi-transparent mirror to record both images on the same strip of 
film. 



movement. We have a marvelous se¬ 
quence in New York in which the cam¬ 
era starts up high on them coming into 
Grand Central Station. Then it moves 
down and jumps aboard an Amtrac 
train on the way to Washington, D.C. All 
of this was done in one shot by Garrett 
Brown and it’s absolutely wonderful. 

QUESTION: What do you consider to 
be the single greatest challenge in 
making this picture? 

FRAKER: The fact that there were so 
many unusual technical elements in¬ 
volved. It was monstrous to put to¬ 
gether, and it was all held together by 
Boorman’s conception of what he 
wanted to see, plus Richard Mac¬ 
Donald’s skill as a production designer. 
He was really inventive, but he never 
brought up an idea for which he didn’t 
have a solution. We made a lot of tests 
on this picture. Two or three times a 
week, at the end of the day, we would 
make a test. We tested transmission 
mirrors, rocks, blue screen, whatever 
— and we lived on tests. This was 
necessary because of the many ele¬ 
ments involved in some of the scenes. 
There were a couple of times when we 
had so many elements going that I 
wanted to call Cal Tech and get them 
on the computer, so that they could 
figure out an exposure. For example, 
there were different mirrors with dif¬ 
ferent degrees of transmission and you 
had to figure out how much you wanted 
to see through them and how much 
you’d have to build up the light back 
there to get an exposure at a normal 
key — then how much it would vary if 

you started in one place and went to 
another. You would have to calculate a 
visual effect for the demon and decide 
whether you wanted to be four stops 
overexposed or 18. Then there were all 
those other elements working on a 200- 
foot-long studio set that you were light¬ 
ing as an exterior. How to handle the 
effects in such a set when everything 
starts to happen — how much you 
would have to bring up the foreground 
in order to make it all balance with the 
rest. All those things kept working all 
the time. We had so much working in a 
couple of shots that I said, “Get me a 
computer, will you?’’ But instead, we’d 
all get together and plot out an f-stop. 
This kind of intricate shooting takes a 
lot of thought before you start, but if 
you get too mechanical, then the crea¬ 
tivity goes. As an interesting side note, 
Geoffrey Unsworth shot an insert and 
some other stuff in Ireland, because 
John was butting the picture there. I 
don’t think there could be a better man 
helping you with the picture, so to 
speak, than Geoffrey. 

QUESTION: What kinds of scenes did 
you use the “ghost glass” mirrors for? 

FRAKER: Mainly for the re-creation of 
excerpts from the original film, “THE 
EXORCIST”. You would have the pres¬ 
ence of being in a certain situation and 
then, all of a sudden, through some¬ 
body’s mind, this other thing would 
take place, after which you would 
return to the original situation. But it 
would all happen at once, on one piece 
of film, without going to CRIs or opticals 
or anything like that. For example, we 

would be shooting an actual scene sup¬ 
posedly happening now. Then we 
would want to go back four years in 
time. To create that transition, Linda 
Blair and Max von Sydow would re¬ 
create on another set right next to ours 
the exorcism sequence from the 
original film. While Richard Burton and 
Louise Fletcher were acting out their 
scene on one set, Linda and Max would 
be acting out their scene on the other, 
with the lights dimming up and down on 
the two sets. At times the images would 
blend, with the camera shooting 
through the mirror for one image and 
picking up the other image reflected off 
the mirror. At other times, we would 
take the lights down on the present 
scene and the exorcism would just take 
over. That’s nothing new actually. 
They’ve used such mirrors in special 
effects for a long, long time. 

QUESTION: Can you tell me about 
your use of filters on this picture? 

FRAKER: The new glass that they are 
using for lenses is so good that you 
don’t simply get maximum sharpness; 
you get “optimum” sharpness, and I 
think it’s too much. I have a theory — 
and I don’t know whether anyone will 
agree with me — that the sharper the 
picture, the more build-up in contrast 
you get. That’s a belief of mine. There¬ 
fore, if you want to control the con¬ 
trast, you have to work with something 
in front of the lens. We made extensive 
tests and found that the combination 
we liked the best for this picture, using 
the Panavision super-speed lenses 
(magnificent glass!) would include a 

(LEFT) The set of the psychiatric institute shown in the film resembles a modernistic jungle of supports and area dividers with 
photographic lamps clamped to them. (RIGHT) In the same set, Boorman gives direction to Richard Burton and Linda Blair. Mirrors 
were used prominently in the set design to externalize Regan’s schizophrenic state and the reflections of a many-faceted reality. 
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(LEFT) In the film’s climactic sequence, an intricate camera rig was used to get subjective angles, when taxicab careened wildly as 
it approached the exorcism house. (RIGHT) The aftermath of a fiery confrontation with a demon is one of relief in this scene from 
“EXORCIST H’’. Special effects of the house disintegrating prior to this scene are spectacular. 

Low Contrast #3 filter, plus a Mitchell B 
diffusion, plus one of a series of corals. 
Our corals included 1/4, 1/2, 3/4, full, 
1, 2, 3, 4 and 5, and we worked with 
them through the whole picture. This 
filter combination worked terrifically for 
the people and for the exteriors, as 
well. For the exteriors we went a step 
heavier; instead of the Low Contrast #3, 
we used a Fog #2. Instead of the 
Mitchell B, we would use a C or D. But 
we always used our corals, because 
Skip Nicholson at Technicolor told us 
there was no printer light that could 
reproduce that coral look on the film. 

QUESTION: With all this tricky color 
work and experimentation going on, 
what kind of liaison were you able to 

maintain with the lab? 

FRAKER: Every morning at 7:00, before 
I went in to work, I was at the lab 
looking at the dailies. Technicolor, 
through Skip Nicholson, was abso¬ 
lutely marvelous. At 7:00 a.m. when I 
walked in, they would shut off every¬ 
thing and run our stuff. Skip would 
make any corrections we wanted 
before it went to Warner Bros. That was 
a nice habit to get into. I loved it, and 
Technicolor’s service and cooperation 
were wonderful. 

QUESTION: You spoke earlier of a 
kind of theatricality in lighting the ex¬ 
teriors shot in the studio — actually 
almost a stylization, I would assume. 
How did you get the real exteriors to 

match that stylization? 

FRAKER: Well, outdoors I did just the 
opposite of what I did on the stage. In¬ 
stead of stopping down like we did on 
the exterior sets in the studio, I opened 
up. I used N9s and Polascreens and 
everything else I could in order to open 
all the exteriors. There was a f/22 to 
f/25 light out there and we had white 
sand and white rock walls, but we tried 
to shoot at about f/2.8 or f/3.5. We saw 
the dailies and we were very, very 
happy. They were rich and beautiful. I 
think that when the CRIs go in for re¬ 
lease printing, there will be deep black 
shadows, but they will have a little detail 
instead of going completely black. 
Continued on Page 842 

(LEFT) Director of Photography Fraker supervises a camera set-up on the Arizona location. (RIGHT) He lines up the camera on 
studio set. Fraker, whose outstanding credits include “ROSEMARY’S BABY’’ and “BULLITT’’, is equally at home on location or in 
the studio, but favors studio shooting because of the discipline and control which it requires. “There is more creativity possible 
on the stage,” says Fraker. “I like starting with black and going from there.” 
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FILMING ELIZABETH II FROM CORONATION TO JUBILEE 
Twenty-five years of filming Britain’s beloved 
Sovereign have not dimmed the luster of such festive 
occasions—most recently the Queen’s Silver Jubilee 

By DAVID W. SAMUELSON 

Twenty five years ago, in 1952, when 
Queen Elizabeth li became Queen, I 
was what was then called a “learner 
cameraman”, having used a camera 
professionally for the first time only five 
years previously. 

Not for my generation of newsreel 
cameramen the luxury of an exper¬ 
ience-gathering period as an “Assis¬ 
tant Cameraman”, much less the 
opportunity of years at film school in 
academic preparation for entering the 
industry. We were thrown in at the deep 
end. 

My first important assignment of the 
Queen’s reign was along the route of 
the late King’s funeral procession. I was 
told to take up position outside the wall 

of Clarence House in the Mall, where 
the Queen lived prior to moving into 
Buckingham Palace, in the expec¬ 
tation that the infant Prince Charles 
would be held up above the garden wall 
to see his late grandfather’s cortege 
pass by. Despite hours of waiting in the 
cold, Prince Charles never appeared, 
so apart from one or two crowd shots, 
little film passed through my camera 
that day. As it turned out, however, I 
was to learn one of the most important 
lessons of my professional career when 
later that day I looked at the evening 
papers and saw published a poignant 
picture of Queen Mary, the Queen 
Mother, standing on the balcony of the 
house next door to Clarence House 

watching the funeral of her son. If only I 
had looked about me, I, too, could have 
got that shot. 

Fortunately, my editor was equally 
unobservant and did not notice the 
picture in the paper, but I’ve always 
remembered that lesson. There’s no 
substitute for experience, even a bad 
one. 

A year later, in 1953,1 was one of the 
five cameramen assigned to shoot the 
black-and-white “Royal Rota” cover¬ 
age of the Coronation inside West¬ 
minster Abbey. 

In those days there were five cinema 
newsreels, British Movietone (which I 
worked for), Gaumont-British, Para¬ 
mount, Pathd and Universal, and to cut 

(ABOVE LEFT) St. Paul’s Cathedral, filled with 
people for celebration of the Silver Jubilee of 
Queen Elizabeth II. The Cathedral had been lighted 
for BBC video camera with Thorn CSI metal halide 
lamps, taking their power from the normal 50HZ 
supply. While possible flicker from such sources is 
no problem for video camera, the film people were 
taking a definite gamble. (RIGHT) The author’s 
camera position for the Jubilee was high above the 
West Door of the Cathedral, looking down towards 
the altar. (BELOW RIGHT) For filming the Jubilee, 
David Samuelson operates hard-fronted Arriflex 
IIC camera, with 22mm-220mm T/2.5 zoom lens 
mounted. 
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A boyish David Samuelson, shown circa 1952 with his “clockwork” (hand-wound) 
Newman & Sinclairs newsreel camera, used to film the Coronation of Elizabeth II. For 
many years a member of the British Society of Cinematographers and Fellow (and 
Past President) of the BKSTS, Mr. Samuelson keeps his hand in as one of the world’s 
foremost “long lens” specialists. He is currently authoring a series of four definitive 
texts on the art and science of cinematography. 

down on the number of cameras 
scrambling for individual close- 
coverage, one cameraman covered for 
all newsreels and dupe negatives were 
exchanged. There being five Abbey 
positions, it was literally a matter of 
drawing out of hat who went where. 
Movietone drew the South Transept, 
which offered a three-quarters-behind 
shot of the Queen as she was crowned. 
It was about ten feet from Prince Phil¬ 
lip’s left ear. 

In addition to the B & W rota 
coverage, Movietone, Pathb and Gau- 
mont individually produced colour 
versions. Early 1953 being just before 
Eastman colour negative became 
generally available, there was no inter- 
changability between the colour 
systems. Pathd did have a negative 
colour system which they called 
Warner colour or Pathe colour or 
something, Movietone used Gaeva- 
color and Gaumont mustered every 
Technicolor 3-strip camera in Europe, 
complete with their crews, who took a 
day off from whichever feature film they 
happened to be working on at the time, 
to film the Royal progress. 

The South Transept position turned 
out to be a sound proof box with 
“shelves” about three feet apart. The 
BBC-TV cameras were on the top shelf, 
Pathb and Gaumont colour versions 
were on the centre and Movietone B & 
W rota and colour versions at the bot¬ 
tom. Manning the Movietone colour 
camera alongside me was a young 
freelance cameraman taken on for the 
day — my brother Sydney! 

In those days, all of Movietone’s non¬ 
sync cameras were 200-ft. clockwork 
Newman & Sinclairs. Gaumont was a 
bit more up-to-date equipment-wise 
with Eclair Cameflexes (Camerettes) 
and volunteered to provide one for my 
use, seeing as they would be relying on 
my black-and-white coverage. So I 
used an electrically-driven camera for 
the first time in my life to film the 
Queen’s Coronation. 

There being no camera rental com¬ 
pany in the UK at that time, Sydney had 
to make do with my clockwork New¬ 
man. Between us we had a spare New¬ 
man just in case of troubles — he with 
magazines loaded with colour, me with 
B& W. 

In a lifetime of many, many filming 
highlights, that day in Westminster 
Abbey filming the Sovereign being 
crowned stands out above all others. It 
was indeed an experience of a lifetime. 

I recall that we had to be in position 
at five a.m., we had to be escorted 
everywhere (even to the toilet) by an 
Usher called a Goldstick. On a port¬ 
able radio we heard that Mt. Everest 

had been conquered for the first time 
by a British team. We had attended 
rehearsals and practised our shots. We 
went over and over the order of Ser¬ 
vice, knew what to shoot and for how 
long, when to change lenses, when to 
change magazines and, in Sydney’s 
case, when to wind the camera drive 
spring. 

All went well, the Service which is 
very involved, very long and very tradi¬ 
tional, proceeded perfectly. 

We filmed the Annointing, the “Pre¬ 
senting of the Spurs and Sword and the 
Oblation of the said Sword”, the Invest¬ 
ing with the Armills, the Stole Royal and 
Robe Royal: and the Delivery of the 
Orb, and the Investiture per Annulum, 
et per Sceptrum et Baculum. 

Then came the climax of the whole 
Ceremony. The Crowning. 

The Archbishop of Canterbury took 
the Crown and laid it upon the Altar to 
make the appropriate Blessing. 

This was the moment scheduled for 
me to reload my camera and change to 
a 150mm lens and for Sydney to 
change film and fully wind the camera. 
He reloaded, ran a couple of feet of film 
to check all was well, went to wind the 
camera and it went TWANG. The spring 
broke. 

All hell broke loose on our shelf. 
Lying on his stomach, Sydney ripped 
one camera off its high-hat mounting, 
put the spare in its place, loaded colour 

film, focussed, set the aperture, and 
switched on just as the Archbishop 
raised the crown on high and placed it 
upon the head of her Majesty to the 
cries of “God Save the Queen”. 

We both learned a lesson that day, 
that if equipment is going to fail it will 
do so at the most inopportune mo¬ 
ment. 

It so happened that the Technicolor 
3-strip camera on the shelf above us 
jammed at that vital moment and they 
didn’t get running in time. 

All these, and other memories, came 
back to me as, 24 years later, I was in 
St. Paul’s Cathedral freelancing for 
Movietone, filming the Queen’s Silver 
Jubilee Thanksgiving Ceremony. 
Golden Memories on a Silver Day. 

So much has changed in a quarter of 
a century. For a start, there is only one 
cinema newsreel left, Movietone, and 
their product is now a weekly docu¬ 
mentary, and who would envisage 
using a clockwork camera today, 
except on the summit of Everest where 
only clockwork cameras can withstand 
the cold? 

I was now using an Arri IIC (noise 
being no problem where I was sit¬ 
uated) and, like so many cameras these 
days, the particular model I was using 
had been shorn of its three-port turret 
and fitted with a hard front because the 
need for three lenses on a turret is now 
Continued on Page 86 1 
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attention. One of our movie professionals (see telephone numbers below) is ready to 
answer your questions. 

We’d like you to look for more help from our KODAK PROFESSIONAL FORUM 
newsletter. If you want to receive this new source of information written especially for 
filmmakers, please write: EASTMAN KODAK COMPANY, MP&AVMD, Dept. 640, 
Rochester, New York 14650. 



FRENCH ECLAIR 

WHEN YOU NEED THEM 
The most extensive 

inventory ever of FRENCH 
ECLAIR NPR and ACL 

parts is now available 
from our warehouse. 

And at LOWER PRICES 
than you are likely 

to remember. 
i We can deliver C 
* almost any part 

to your dealer 
within 72 hours. 

For the USA and Mexico 
SOREMEC ECLAIR 

is the only source 
for FRENCH ECLAIR 

parts. We also have 
GUARANTEED SERVICE 

For Guaranteed Sales & Service Call: 

Hollywood (213) 464-2125 
New York (516) 889-4810 

90S N. COLE AVE. 
HOLLYWOOD, CALIF. 

90038 

(213) 464-2125 

T1AIX: 910-321-4192 Eclair USA LSA 
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THE MAKING OF “FRATERNITY ROW” 
Made on the campus of the University of Southern California, this 
feature utilized talents of a mixed student and professional crew 

THE DIRECTION 

By THOMAS J. TOBIN 
Director 

I have been a long-time subscriber to 
American Cinematographer and have 
always taken great interest in articles 
which featured the different members 
of a production crew recounting the 
experiences they had and the lessons 
they learned while making a particular 
film. It is a great thrill for me to be able 
to write this particular article about my 
experiences as the director of the Para- 
mount Pictures release, “FRA¬ 
TERNITY ROW”. 

The genesis of this project is a 
unique and interesting story in itself, 
but what I will attempt to deal with here 
are the pre-production efforts involv¬ 
ing myself and the production staff, and 
the actual day-to-day shooting exper¬ 
iences of our crew. I know that there 
has seldom been an article such as this 
that didn’t prove helpful to me as a film¬ 
maker. I hope that this one proves 
equally useful to someone out there. 

The development of the script from 
the first draft stage to the shooting 
script is easily the most crucial event in 
the making of any motion picture. If the 
content is not there when the cameras 
roll, all the cinema magic in the world 
will not make it any better. On our pro¬ 
duction, which began its life with the 
title “OH BROTHERHOOD”, all the key 
personnel had input to the script writer, 
and this collaboration brought the 
script through four or five drafts over a 
period of several months until there 
finally emerged something which the 
majority of us felt could be called a 
shooting script. 

It was this version of the script that 
was turned over to Production 
Manager Peter Schleger, whose task it 
then was to tell us how long it would 
take to make. Students at the DSC 
Division of Cinema are fortunate 
enough to have available to them a 
seminar in Film Production Planning, 
which is an extensive class covering 
script breakdown, budget preparation 
and the organization of shooting 
schedules. Both Peter and myself had 
taken this course from Mr. Morrie 
Abrams, a long-time Hollywood pro¬ 
duction manager and assistant direc¬ 
tor, and we found that his instruction 
had prepared us well for the task at 
hand. 

While the rest of us dealt with cast¬ 
ing, Peter worked with Assistant 
Director Richard Graves and with 
Stuart Bloomberg, who did not work 
with us on the rest of the picture. Their 
task of preparing a shooting schedule 
was greatly complicated by the fact that 
no precedent for such a production 
existed. Though I had previous exper¬ 
ience directing educational films and 
live television, I had never before 
directed feature material with a large 
cast. Further, most of the crew was 
relatively new to the whole process of 
filmmaking and none had any feature 
experience. No one knew how long it 
would take for an inexperienced cast 
and crew such as ours to accomplish a 
given task or set-up. 

However, Peter, Richard and Stu 
used their experiences on Cinema 
Department productions, the closest 
thing to our situation and, with interpo¬ 
lations for a larger crew, came up with a 
52-day shooting schedule, give or take 

ten days. The rest of us had been 
looking for something like 36 days, but 
luckily we didn’t succumb to that ever¬ 
present thought, “Oh, it can’t possibly 
take that long.” When we finished prin¬ 
cipal photography, it had taken 45 days 
of first unit shooting, plus an additional 
10 days or so of second unit photog¬ 
raphy. The original estimate proved to 
be remarkably accurate. 

It was at this point that Peter Gib¬ 
bons strolled through the Cinema 
Department and into our production. 
Pete had enjoyed a long career in 
photography and cinematography and 
had been a member of the camera 
crew on most of the Cinerama pictures. 
Later, he was head of the Camera 
Department at CBS Studio Center. 
Pete had enrolled in the Master’s Pro¬ 
gram at DSC with an eye toward be¬ 
coming a film instructor, but he had 
precisely the experience and expertise 
for the key position of Director of 
Photography on our production. When 
approached about participating in the 
venture, he was overwhelmingly 
enthusiastic in his support of our at¬ 
tempt and remained so throughout the 
entire production. 

Pete and I discussed the script at 
length and talked about the look that 
the film ought to have. The story is set 
in 1954 at an Ivy League-type small col¬ 
lege in the East. The characters are the 
sons and daughters of well-to-do, influ¬ 
ential members of the upper class who 
have become caught up in the socio¬ 
cultural whirl of fraternity and sorority 
life. 

No sets were to be built. We would 
rely instead on actual locations. Most of 
our shooting was to take place in the 

(LEFT) Peter Fox, who portrays Pledgemaster Roger Carter in “FRATERNITY ROW”, is the voice of reason in the brotherhood, but 
his views are unpopular with the other members. (RIGHT) The pledges, led by idealist Zac Sterling (Gregory Harrison), prepare for 
the inevitable hazing that precedes being accepted. The film was produced by Charles Gray Allison from his own screenplay and is 
beino released bv Paramount. A major oart of the profit from the film will go to build new cinema buildings at U.S.C. 



Zac and Jennifer clown around in period clothes, find that they both question certain 
aspects of fraternity/sorority life. No sets were built for the film. Actual locations were 
used throughout, with the bulk of the interiors being shot in the Sigma Alpha Epsilon 
Fraternity house and the Delta Delta Delta Sorority house on the U.S.C. campus. 

Sigma Alpha Epsilon Fraternity House 
and the Delta Delta Delta Sorority 
House on the “Row” at the University of 
Southern California. Both these dwell¬ 
ings were chosen because they were of 
Eastern architecture and because their 
interiors were ornately decorated and 
had a rich feeling to them. This was 
further enhanced by the art crew, under 
the direction of Jim Sbardellati, who 
located countless set pieces and props 
which were authentic to the period. 
Additional sites for shooting were to 
include exteriors along the Row, the 
USC Campus (both for exteriors and 
for classroom and hallway interiors), 
the Los Angeles Memorial Coliseum 
(which was to stand in for the Summit 
College Football Stadium), and a 
private residence in Pasadena which 
was to serve as the home of Brother 
Bob Abernathy, the aging fraternity 
clinger-on. 

It was important that the natural 
ambience of these sites be captured on 
film and that an essentially romantic 
mood be conveyed right up to and 
through the tragic ending. Pete and I 
rejected the diffused, desaturated look 
that seems to prevail in most contem¬ 
porary films, and opted for a look that 
was more popular during the time in 
which the story was set. We would go 
for nicely saturated colors and a hard- 
edged, snappy contrast to the lighting. 
There would be a judicious use of 
camera movement and we would strive 
for good, basic coverage. Further, we 
would play up the fact that we were in 
real locations by trying to include a win¬ 
dow in a scene whenever practical, and 
Pete would gel the window so the ex¬ 
terior exposure could be brought into 
line with the interior. These locations 
proved to be very tough to light with 
their cramped spaces and low ceil¬ 
ings, but Pete made good use of EAL 
photofloods and gaffer’s tape. It is my 
opinion that the quality of the image 
which he captured on the negative in 
these difficult locations is in a large part 
responsible for the acceptance 
“FRATERNITY ROW” has received in 
the film industry to date. 

Even before we began shooting, I 
knew that it would be absolutely essen¬ 
tial to storyboard and pre-plan our 
coverage. Gene Fournier, the editor, 
and myself prepared a shot-by-shot 
reference for the way in which we 
thought the film ought to go together, 
including floor plan diagrams of each 
scene’s coverage. Once again, we were 
plagued by not knowing what we would 
be capable of doing in a given sit¬ 
uation. However, this pre-production 
work did prove invaluable as we got 
into shooting. When everything worked 

smoothly it was fine, but when things 
got bogged down, which was more 
often than we would have desired, we 
found that at least there was a point of 
departure from which to work when 
refiguring our coverage. 

At home each night I would review 
our storyboards for the scene or 
scenes to be shot the following day 
and, in most Jnstances, revise them to 
make our coverage simpler. It had not 
taken us long to discover the extra¬ 
vagance of our initial plans. The first 
thing the next morning, I would sit down 
with Pete and Richard Graves and 
explain the coverage as I saw it. I would 
then give them the shot list and floor 
plans which I had prepared and, while 
Peter and the crew went about getting 
the first set-up, Richard and I would 
devise a sequence in which that day’s 
footage would be shot. Of course, this 
plan was often revised as the day went 
on. 

Ours was an extremely hard-working 
crew, and I will never forget their loy¬ 
alty to the project, particularly in the 
face of some grueling working days. I 
remember one incident most vividly. 
We were to spend seven shooting days 
in the third-floor attic of the Tri Delt 
House, which we had turned into the 
place where the pledges of Gamma Nu 
Pi bunked. The Fisher people had 
provided us with one of their fantastic 
camera dollies at a much reduced rate 
to use for the duration of our shoot, but 
I was bemoaning the fact that it ap¬ 
peared that we would be unable to 
make use of it in that attic, what with its 
tremendous weight and the narrow 
stairs leading up to the set. 

When I arrived on the set for the first 
day’s shooting, there was the Fisher 
dolly, set up and ready to go. Bob El- 
swit, our camera operator, Larry 
Smoot, dolly grip, and John Bertram, 
Key Grip, along with other members of 
the camera crew and grips, had lugged 
the dolly up three flights of stairs that 
I’d hate to negotiate just carrying a 
briefcase. 

One particular shot is worthy of note 
here, partly because it is also indica¬ 
tive of this teamwork I’ve mentioned, 
and partly because I feel it is one of the 
most effective in the picture. After 
Rodger has lost control of the Pledge 
Class, Chunk Cherry, the antagonist, 
carries out the traditional Hell Night 
activities, capped off by the infamous 
Ceremony of the Grand Griffin, in which 
each pledge is first blindfolded, then 
asked to swallow a piece of raw liver, 
the theory being that those pledges 
whose stomachs are strong enough to 
keep the liver down will have passed 
through into active membership in the 
House. 

Rodger walks out as the ceremony 
begins and slowly climbs the stairs to 
his room, his ideals for reform having 
been dashed by Chunk and the others. 
Meanwhile, in the background, we can 
hear the various members of the 
pledge class as they struggle to 
swallow the meat, followed by the 
cheers of the actives when they are 
successful. As Rodger reaches the top 
of the staircase, he stops to listen as 
Zac, his personal favorite among the 
pledges, undergoes the ritual. There is 
a delay in the actives’ response. 
Rodger becomes concerned and turns 
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to go back down. He then hears the 
sound of Zac gasping for air, and 
dashes the rest of the way to the bot¬ 
tom of the stairs. 

From the first time I had read the 
script, I felt that the suspense and the 
impending terror contained in this 
moment would be best brought out if 
we were to play everything off Rodger, 
while listening to the sinister activity in 
the background. I discussed my feeling 
with Peter Gibbons, who once again 
agreed wholeheartedly. His support 
throughout the picture was unfailing. 

Presented with the problem of how 
to follow Rodger all the way up the 
staircase, pause at the top, and then 
follow him all the way back down as he 
ran, the camera and grip crews rose to 
the occasion. Rodger’s height at the top 
of the stairs was a good twenty feet 
above the ground floor on which he 
starts the shot, and it would be neces¬ 
sary for the camera to pan an arc of 
about 200° in following him. The 
gaffers and grips set about to rig a 
makeshift grid using wall spreaders 
and hung a multitude of EAL fixtures 
running all the power cables out the 
second floor windows to the gen¬ 
erator. With this arrangement, Peter 
was able to light Rodger’s entire path 
from above. 

Because of physical limitations pre¬ 
sented at the SAE House, a small 
studio-sized crane with a boom arm 
was out of the question. Since it wasn’t 
necessary to shoot it in sync, Bob Els- 
wit and first assistant Dow Griffith sug¬ 
gested a bizarre arrangement in which 
Bob would hand-hold an Arri 2C and sit 
on top of the gear head to get more 
height. Dow would then operate the 

cranks and pan Bob and the camera 
around as Rodger climbed the stairs. 
We turned to Peter Gibbons who rolled 
his eyes back in his head as he always 
did when ideas such as these were sug¬ 
gested, then said, “Sure. Let’s try it.” 
After one run-through, Art Director Jim 
Sbardellati was pressed into service to 
tiptoe up the stairs just out of frame and 
hold Bob steady at the top of the shot, 
then drop to the floor as Rodger raced 
back down the stairs. Then, Larry 
Smoot constructed a small ramp out 
over some steps, so he could maneu¬ 
ver the dolly in for a little tighter shot, 
and then marked his spots for the intri¬ 
cate slow move in with a crane-up 
followed by a rapid pullback and 
boom-down. 

We got the shot in two takes, and an 
actual cheer went up when “print” was 
called. The effectiveness of that shot in 
the finished picture is a tribute to every¬ 
one who worked on it and on the rest of 
the film, for it was truly a collaborative 
effort. 

The one aspect of this production 
that drove me nuts as a director was 
staging action which would result in 
pleasing compositions for the wide¬ 
screen aspect ratio. The T6mm frame 
at 1.33:1 is an exceptionally nice format 
in which to stage action and compose 
effectively. However, “FRATERNITY 
ROW” was shot in 1.85 and within that 
wide-screen format it was at times 
impossible to portray the intimacy that I 
thought was needed. For instance, in 
many scenes we would be dealing with 
several people, say eight or ten, in the 
wide shot, but when we’d move in, it 
would be impossible to get a nice two- 
shot without elbows, noses and ears 

protruding into the frame. Conse¬ 
quently, we’d pull back a little and the 
two-shot would become a “six-shot”, 
and so on. Moving in tighter only re¬ 
sulted in what I’d call a GCU, a gross 
close-up. 

This brings up another aspect of 
wide-screen shooting and large-screen 
projection which took some adjusting 
on my part. It reaches deeper into the 
space with which you are dealing in a 
given scene, unless, of course, you 
stage everything up against a wall or 
flat surface. The director must be con¬ 
cerned about backgrounds that are 
normally taken for granted in 16mm. 
Some experience working in these 
wide-screen formats would be most 
valuable to anyone who is considering 
a career in theatrical films, even if it 
means masking the viewfinder on your 
16mm camera and projecting the 
resulting footage in 1.85. 

In retrospect, I fear that there is one 
negative aspect of motion picture pro¬ 
duction which is impossible to im¬ 
prove upon. It is inherently inhumane. 
You ask an individual to be on the set at 
a given time so that makeup and cos¬ 
tuming can be taken care of efficiently. 
Then many of them have to sit around 
and wait for their time before the 
camera to be called. Because we 
seldom spent more than one day in a 
given location, we would choose to 
shoot a master wide angle as the first 
shot of the day, thus placing the most 
complex lighting set-up at the top of the 
day and simplifying as we moved in 
closer. Naturally, everyone who was to 
be in that scene had to be on hand first 
thing in the morning for the master. 
There were times, due to unforeseen 
complications in setting up, that the 
cast would wait from 7:00 AM until 
10:30 or 11:00 before a shot was made. 
Then, no matter what we did, someone 
always had to be in the last shot of the 
day, which came anywhere from 4:00 
PM until 1:00 AM the next morning. The 
intervening time is very boring to be 
sure. 

We would occasionally try to fore¬ 
cast how the next day was going to go 
and call people in accordingly, but that 
never worked, either. The crew would 
prove to be especially efficient and be 
ready to shoot by 8:00 AM. Then we’d 
have to wait until the cast arrived. There 
were times when people would grow 
testy because we wouldn’t be able to 
tell them when we would be getting to 
their shot. You can’t imagine the frus¬ 
tration of wanting to do right by every¬ 
one and still get the scenes shot as effi¬ 
ciently as possible. So it goes. 

Peter Gibbons’ contribution to “FRA¬ 
TERNITY ROW” as its Director of 

Director of Photography Peter Gibbons lines up a shot. Top grade 35mm camera and 
lighting equipment were made available for the production, including a Cinemobile. 
Although some of the crew were students, the approach to filming was strictly pro¬ 
fessional, as were the fiscal aspects of the project. 



Veteran cinematographer Peter Gibbons, former head of the Cinerama Camera De¬ 
partment and the Camera Department of CBS Studio Center, just happened to be 
working for his Master of Fine Arts degree on the U.S.C. campus when “FRATERNITY 
ROW” went into production and was persuaded to serve as Director of Photography. 
His extensive expertise was an inspiration to the student crew. He teaches cinema¬ 
tography at U.S.C., Valley College and Columbia College. 

Photography and Father Superior will 
be forever remembered by all of us 
who were fortunate enough to have 
worked with him. It takes a brave DP 
indeed to try to light a set with the 
assistance of a bunch of know-it-all film 
students. Peter enjoys telling the story 
about how, on the first day of shooting, 
after having placed the various lights 
necessary for the shot, he pulled out his 
light meter to check the exposure. 
When he glanced up, he was staring 
into a forest of Spectra meters, their 
collector spheres pointing in all differ¬ 
ent directions. He paused, then, in a 
bold clear voice he announced, “f/4”. 
After a moment or two, all the budding 
cameramen nodded in agreement and 
bolstered their meters. Shooting could 
now begin. 

The one thing I will always remember 
about Peter was his boundless energy. 
No matter what time it was, no matter 
how long we had been working — and 
some days shooting dragged on for 15 
or 16 hours — there was Peter zipping 
about like a whirling dervish, sipping 
his tea and shouting, “Who turned out 
that light?” Of course, no one would 
confess, but he’d only chuckle, see to it 
that it was put back on, and then we’d 
shoot. 

Peter, you were both a mentor and a 
friend to all of us. A large part of what¬ 
ever success “FRATERNITY ROW” 
might enjoy is directly attributable to 
you. We will be forever in your debt. 
Thanks. ■ 

THE PHOTOGRAPHY 

By PETER GIBBONS 
Director of Photography 

I was a student in the University of 
Southern California Cinema Depart¬ 
ment, working toward my Master of 
Fine Arts degree, when Gary Allison 
decided to make “FRATERNITY ROW” 
and asked me to function as Director of 
Photography. 

I don’t regard it as a typical student 
project. It was done in a very profes¬ 
sional manner. For example, long 
before shooting began, there were 
regular production meetings. These 
were held every Friday and the pro¬ 
ducer, director and production mana¬ 
ger would outline their plans, the pro¬ 
duction schedule and what they in¬ 
tended to shoot. Everything was so well 
planned that when we went into pro¬ 
duction we were very well prepared. 

Gary said to me: “I want you to go in 
there and not only do the cinematog¬ 
raphy, but show the others how and 
why everything is being done.” That’s 
exactly what I tried to do. At the time, I 

was simply a student. I was on the same 
level as they were, and at times we 
would get into some rather lengthy 
discussions. For example, I would try to 
tell them why I did certain things. I’m 
not a purist, but I like to do things as 
well as I can. For exammple, I don’t like 
double shadows, nor do I like to see the 
shadow of a practical lamp falling on a 
wall. 

I think that the students learned a 
tremendous amount of technique from 
the hands-on exercise they went 
through in making this picture. For the 
first two or three days they were a little 
awkward, a little unsure of themselves, 
because they were inexperienced. But 
by the end of the first week they were 
really professional people and they did 
a very good job. I would tell them where 
I wanted the key light and then they 
would set the fill light and the back¬ 
ground lights. They would gobo the 
lights off the background to keep the 
illumination graduated from top to 
bottom. They fell into it very well, and I 
really enjoyed teaching them. 

Gary Allison, the producer, set things 
up in a very professional way. Those 
assigned to the crew couldn’t just come 
in and work when they felt like it — or 
stay away when they didn’t feel like it. 
The picture had to come first. I felt at 
the time that this policy was a little too 
strict, but I realized later that what Gary 
demanded was absolutely essential to 
the success of the project. 

As far as equipment was concerned, 
we had practically everything that we 

needed. We had a Mitchell BNCR and 
an Arriflex from Cinemobile. We also 
had a Mark IV Cinemobile, a Fisher 
dolly and just about all the lamps we 
needed. We didn’t use many Juniors or 
Seniors. We needed more of the light¬ 
weight small equipment, because all of 
our interior sequences were shot in¬ 
side the Tri-Delt and SAE houses on 
Fraternity Row, which had only eight- 
foot ceilings. The small equipment was 
essential, so that the lights would not 
be visible in the shot. We had 20 or 30 
500-watt reflector floods hidden up 
behind beams of the ceiling, and we 
were able to get as much as 15,000 
watts of light just from those units. 

In preparing to shoot “FRATERNITY 
ROW”, we did exactly what the average 
production company does. A day or two 
before the start, we went over to Cine¬ 
mobile for our prep session. The two 
assistants and the operator set up the 
camera and checked every lens at 20 
feet, 12 feet, 8 feet and 4 feet. This is a 
procedure that is insisted upon by Bob 
Gottschalk of Panavision. Before an 
assistant goes out with any of their 
equipment, and especially the Pana- 
flex, he has to go out to Panavision and 
spend a day or two with their people in 
order to get used to the equipment and 
find out exactly how it should be used. I 
think this is a very, very important pro¬ 
cedure and we did essentially the same 
thing. We spent two days out at Cine¬ 
mobile and gave our crew a complete 
dry run with the equipment. 
Continued on Page 824 
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Weight: about 8]A pounds* 

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 Rl6 BELL & HOWELL/MAMIYA COMPANY, Dept. A8, 7100 McCormick Road, Chicago, Illinois 60645. 
1. Battery. 2. Power 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. 2-64f.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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The new Spectra* 
Electronic Meters: 
Sensitive and accurate 
beyond your 
wildest dreams! 
Imagine a meter that’s able to give you readings in light 
so dim it requires an 8-minute exposure at fl.4 with 
ASA 25 film! That can go from there to the brightest 
snow scene... and read both instantly, with utmost 
accuracy! 

This is one measure of the capabilities you command 
with the new Spectra Series II meters. Built with silicon 
blue cells and solid-state electronic circuitry, they 
offer total accuracy from 0.004 to 100,000 foot- 
candles—a twenty-five-million-to-one lighting ratio! 
They also give you instant, direct f-stop readings for 
still and cine cameras with the touch of a button. Choice 
of incident or reflected light measurements. And a 
complete new accessory system, too. Your dealer is ready 
to demonstrate these remarkable new Spectra meters 
to you. Or write for Lit/Pak P-70. Ehrenreich 
Photo-Optical Industries, Inc., Woodbury, N.Y. 11797.[!S8 

New Spectra® Combi' II 
• Widest sensitivity range: EV minus 6 to plus 18.5 with 

ASA 100. 
• Exclusive dual silicon cells for built-in incident or reflected 

measurements; choose either or average both simultaneously 
at the flip of a switch. 

• Wide-range calibrations: exposures 8 hrs—l/8000th sec., 
1-256 fps; apertures f0.7—f90: footcandles 0.004 — 100,000; 
ASA 0.1-25,000. 

• Pointer “memory” lock. 
• Accessories: 1° spot attachment, fiber optics probe, 

enlarging/densitometry attachment, ground-glass reader, 
microscope/telescope adapter. 

New Spectra1’ Professional ” II 
• Sensitivity range EV minus 5 to plus 18.2 with ASA 100. 
• Incident or reflected measurements without accessories. 
• Easy-to-read scales: exposures 8 hrs —l/8,000th sec., 

1 — 256 fps; apertures f0.7—f90; footcandles 0.008 — 80,000; 
ASA 0.1-25,000. 

• Pointer “memory” lock. 
• Accepts same accessories as Combi"'II. 

New Spectra® Lumicon 
• Silicon-cell footcandle meter (for illuminance measurement 

only) 
• Three measuring ranges: 0.004 — 10 fc, 0.4 — 1,000 fc, 

40-100,000 fc. 
• Pointer “memory” lock. 
• Accepts accessory l°spot attachment for direct Foot- 

Lambert (luminance) readings, plus all other Spectra Series II 
accessories. 



THE MAKING OF 
“FRATERNITY ROW” 
Continued from Page 821 

There were some interior shots that 
were very difficult to light — and for two 
main reasons: lack of space and lack of 
time. You never have enough time to do 
these things. Either an actor has to 
leave or you have to get out of wherever 
you are, because people want to come 
in. These are the problems you run into 
all the time in the motion picture in¬ 
dustry, and you never seem to have the 
opportunity to get the ideal shot. You’re 
constantly having to make com¬ 
promises. 

A basic photographic problem 
encountered throughout the filming of 
“FRATERNITY ROW” stemmed direct¬ 
ly from the small lighting units we were 
compelled to use. Larger luminaires, 
which have fresnel lenses, produce a 
nice smooth even lighting pattern and 
they are used on studio stages for that 
very reason. But with the quartz lights, 
which ordinarily do not have fresnel 
lenses, there is a hot spot in the center 
that can be very bothersome. 

To get around this problem, I have, for 
some time now, applied what I call the 
“Isolux Line” to my lighting. This is a line 
of constant illumination and it permits 
me to make a shot of an actor approach¬ 
ing from 43 feet to 13 feet with constant 
exposure, while using only one light. 
This is difficult to do with a light lacking a 
fresnel lens, because the closerthe sub¬ 
ject gets to the lamp, the brighter the 
light gets. But what I do is draw a sort of 
ellipse, or elongated light pattern, and if 
you walk along that line with a light me¬ 
ter, you’ll find that the meter doesn’t 
vary one iota. Space limitations make it 
impossible for me to go into extensive 
detail here on the use of the Isolux prin¬ 
ciple, but I shall treat the subject in 
depth in a special article which I am cur¬ 
rently preparing for early publication in 
American Cinematographer. 

One of the trickiest scenes to shoot 
occurred in the filming of the Grand Grif- 
fin Ceremony hazing sequence. 
Rodger, the Pledgemaster, is sort of 
disgusted with what is going on. He 
starts up the steps, stops, and then 
walks across a landing and goes up a 
second flight of steps. Then, when he 
realizes something has gone wrong, he 
turns and rushes down again. The direc¬ 
tor wanted to follow him during all this 
movement, which wouldn’t have been 
very difficult if we’d had a crane — but 
we didn’t have a crane. So I suggested 
bringing the dolly in. It had a four or five 
foot lift and I said: “Let’s put the gear- 
head on there, put risers on, and get it 
up as high as possible.” I sat on top of 
the gearhead and spun the wheels with 
my feet. I said: “Alright, take me up as 
Rodger goes.” We rehearsed it that 
way, going up and up and up, then com¬ 
ing down again as Rodger descended. It 
worked fine and I said to the operator: 
“Okay, Bob, there’s your shot.” He took 
itfrom there, spinning the gearhead with 
his feet. Such resourcefulness had to be 
used to get many shots, because there 
was often no other way. 

We ran into an interesting problem 
while shooting the exterior picnic se¬ 
quence around the swimming pool. The 
sun had gone down and there was no 
daylight left at all, but the director said: 
“We still have to get the shot of Jennifer 
and Zac alongside the pool. It’s an 
important shot and we can’t leave it 
out.” 
It was absolute night by now, and the 
sequence which the shot was supposed 
to cut into had been filmed in full sun¬ 
light. We had to try to make the shot and 
I did it simply by using artificial light. Of 
course, professional cinematographers 
do that sort of thing all the time, but the 
students were surprised at how well itj 
turned out, just by pulling the filter, using 
tungsten light and illuminating the 
background as though the action were 
taking place in the afternoon. 

The pledge porch of the fraternity 
house shown in the film was actually the 
pledge porch on the fourth floor of the 
Tri-Delt sorority house and we worked 
upthere for three orfourweeks. We had 
both day and night sequences to shoot 
in that set and there was a big window 
with light coming in which we had to 
block off for the night shots. For the day¬ 
light scenes we gelled the window. It 
seemed to work quite well, but there 
were things I would have done differ¬ 
ently, given sufficient time and space. 
However, rather than waste time trying 
to get rid of a shadow you consider 
annoying, you just have to go with it and 
try to make it as unnoticeable as pos¬ 
sible. 

I think the big mistake which students 
make when they start lighting is that 
they try to be too exotic. My philosophy 
of lighting is that it should be. unobtru¬ 
sive. The only thing that it should do is 
support the drama and make the picture 
appear as though there isn’t any “arti¬ 
ficial” lighting there at all. But students 
want to set the world on fire, as far as 
lighting is concerned, and it’s difficult to 
get them to go out and do their picture 
with just simple lighting — a key, a fill, a 
hair light and a background light — and 
make it look natural. 

For the night exterior sequence out¬ 
side the Tri-Delt house, we had the use 
of a crane. It was lit as though most of 
the light was coming from street lamps 
off to the side. However, for the night 
exterior of the singing, I used backlight 
to try to create the feeling of light coming 
from the windows of the house. We tried 
to place lights down the street to give it a 
feeling of depth, but they weren’t strong 
enough. We had to use Seniors, but 
should have had 10Ks. What I like to do 
in night lighting is get depth by slashing 
light across trees in different layers — at 
10 feet, 200 feet and 300 feet. This 
creates a three-dimensional effect. 

I prefer not to front light for night 
shots. I would rather imagine that the 

Scenes from the climactic sequence in which Zac, attempting to swallow a piece of raw liver during the hazing ceremony, chokes 
on it. The incident is said to have its parallel in real life. All of the actors in “FRATERNITY ROW” are professionals and their work is of 
high caliber. Shooting days often ran long, but the extremely hard-working crew gave the project their full effort and loyalty. The 
dedication shows on the screen. 



light is coming from windows, from 
street lights, from the side — because I 
feel that if you light from the camera 
position, you lose the feeling of a night 
shot. For the night sequence of the 
ambulance driving up, we got a better 
effect because we had four or five 10Ks 
lighting the street for a three-dimen¬ 
sional effect. It looked like a street, 
rather than like a black hole. 

I like to give a good full exposure for 
night shots, because if you back off on 
your exposure and then try to print the 
itesh tones up, the background will go 
gray. I like to have a good, rich, dark 
background and give it normal expo¬ 
sure. I always point my meter at the 
camera, even though the light is coming 
in from the side. The light simply strikes 
the sphere and, if anything, I will get a 
slight bit of overexposure — which is 
what I prefer. Even so, I find that my 
night shots print pretty much in the mid¬ 
dle of the scale. 

We had a 1,000-amp generator, but, 
even so, for some of the night exteriors, 
we had to juggle current and take some 
of it from buildings along the street. 

An important night sequence was 
shot on the U.S.C. campus in front of 
the Philosophy Building. In one scene 
Zac walks toward the light, and we 
simply had to light it from far enough 
back so that the intensity of the light 
on him didn’t change as he ap¬ 
proached it. It didn’t demand a very 
dark type of dramatic lighting, so I put 
in a fill light to illuminate the shadows 
to a reasonable degree. Otherwise 
they would have gone absolutely 
black. What would a realistic source 
for such a light be? Perhaps the kick 
off of water being reflected up into 
their faces—because there is a foun¬ 
tain prominently in the scene. I thought 
that the fountain added considerably to 
the atmosphere, but the sound man 
almost went crazy trying to get rid of 
the noise it was making. 

Most of the lighting in this sequence 
was keyed from the side or the back, 
with a bit of rim-lighting —which is 
what I try to go for in lighting exterior 
night-for-night. For the interiors, most 
of my lighting was 3/4-front, keyed 
either from the right or from the left, 
with a fill light as close to the camera 
as possible in order to avoid a secon¬ 
dary nose shadow. But on a large set, 
the formula isn’t as simple as that, be¬ 
cause you have so many other things 
to think about. 

In any case, I think that the only 
thing a cameraman can do is try for 
realism. There are places for unusual 
or fantasy lighting, but not in a situa¬ 
tion like this. I’m not against exotic 
lighting, but I think the situation should 

There are several night sequences in the film and these strained the capacity of the 
generator, with additional current often having to be drawn from buildings adjacent to 
the shooting area. Gibbons likes to light various planes of distance for night street 
scenes, in order to increase the awareness of depth and keep the background from 
going totally black. 

demand it. In this picture there was no¬ 
thing that called for unusual lighting, 
except the scene in which Zac was ac¬ 
tually choking. In that particular case, I 
let the lighting go a bit bizarre, be¬ 
cause the shot called for it. 

Before we started shooting on this 
picture, I was given floor plans of all 
the sets to be shot in the Tri-Delt and 
SAE houses. They said, “Alright, we 
want you to show us where you are 
going to put your lights for each shot.” 
I said, “But, I can’t do that. I don’t 
know where I’m going to put the lights 
until I find out whether the actors are 
going to be standing or sitting, what 
the background is and what the 
movements are.” So much lighting 
comes about through “feel” when you 
see a scene blocked on the set. There 
are emotional factors to be consi¬ 
dered. You can’t just place your lights 
as though you were painting by num¬ 
bers. 

There is a certain amount of camera 
movement in “FRATERNITY ROW” 
and because we had rather narrow 
doorways to go through, it was done 
with the Fisher dolly. In the Tri-Delt 
house there didn’t seem to be any way 
to get the dolly up to the fourth floor. 
There was a big, beautiful, wide stair¬ 
way — but an extremely narrow door¬ 
way at the top. However, somebody 
discovered a back stairway, and the 
grips got hold of the thing and carried 
it up the three flights of stairs to the 
fourth floor. I’m glad they were able to 
do that, because I think camera 
movement is so important—not simply 
for the sake of movement, but to re¬ 
veal to the audience what is going on. I 
like to keep camera movement unob¬ 

trusive. The audience feels something, 
but they don’t notice that the camera is 
moving. We tried to do it very subtly, 
because we didn’t want the camera 
movement calling attention to itself. 

Thinking back of my experience in 
photographing “FRATERNITY ROW”, I 
am most impressed by the profes¬ 
sional atmosphere that pervaded the 
entire project. The people on the crew 
didn’t think of themselves as students, 
but as gaffers and grips and sound 
men. Even those who had to do the 
most menial jobs, like gelling the win¬ 
dows, did them without complaint. 
They just did what they were asked to 
do and did it gracefully. Their behavior 
throughout the entire production was 
outstanding. 

I really hadn’t expected it to be, but 
it was one of the things that made the 
entire experience so gratifying ■ 

THE EDITING 

By EUGENE A. FOURNIER 
Editor 

I’ve seen and counted every scratch 
on every frame of the 10,000 or so feet 
of “FRATERNITY ROW”. I’m a terrible 
audience for the film now. I cringe at 
every mistake that I couldn’t fix. There 
is a part of me that would never submit 
to such an experience again. There is 
another part, though, that realizes I 
could never have learned so much in 
any other way. 

Contractually, I was the editor and 
Jon Torp and Jim Gauer were the 
assistant editors. Within the walls of the 
Continued on Page 872 
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Sixteen years ago, we invented the Powerbelt. And helped location filming take a 
giant step forward in maneuverability. Since then, we’ve continually 

reinvented it—with higher capacity, more flexibility, greater reliability.. .and a host of 
improvements that only our unmatched experience in portable power can provide.' 

Sixteen years ago, we were first because no one had designed a battery supply so compact, 
versatile and easy to use. Today we’re first, because we’re best. With all 

you put on the line every time you pick up a camera, can you afford anything less? 

OHS 

Individual cell modules— 
custom-matched nickel- 
cadmium cells in high-impact 
protective containers. \ 

Prime material—Most dur¬ 
able material known for 
imperviousness to extremes 
of temperature, humidity 
and abrasion. 

Patenteddesign—U S Pat 
No. 3,274, 476 and German 
Pat. No. D.B.P 1,264,001 
awarded to Cine 60 presi¬ 
dent, Paul Wildum. 

Form-fitting compartments- 
cells cannot shift or move 
regardless of Powerbelt 
position; minimizes undesir¬ 
able flexing of belt wiring 

Vacuum-formed seamless 
compartments—deep- 
molded, with rounded 
corners and uniform wall 
thickness to reduce stress 
on material. 

Heavy-duty zipper— 
Assures easy access to 
wiring and cell modules 
for on-the-spot 
internal inspection. 

Powerpacks—all Powerbelt models also | 
available in compact battery packs. 

Automatic circuit breaker- 
helps protect camera, lights, 
etc., as well as batteries, in 
case of external shorts. 
Resets automatically. 

Heavy-duty wiring —with 
AMP friction-lock con¬ 
nectors. For extra protection 
against loose connections 
due to shock and vibration. 
AMP connectors are addi¬ 
tionally soldered to cell tabs 
for increased security and 
reduced internal resistance. 

Optional coiled power 
cord shown. 

Riveting and double- 
stitching—provides 
heavy-duty reinforcement. 

Built-in solid-state charger 
with indicator light and AC 
cable—provides overnight 
charging. 

Special fast-charge in FC 
models—provides full 
charge in one hour with 
optional Model 9400 , 
Fast Charger. / 

K  \ != T 

N C O R P a R A T E O 

Film Center Buildmg/630 Ninth Avenue 
New York, N Y. 10036/Tel: (212) 586-8782 

c 1977 Cine 60 Inc 



For more information write department AC877 

Berkey 
Colortran 

1015 Chestnut Street, Burbank, 
California 91502, Tel. 213 843-1200 

P.O. Box 5, Burrell Way, Thetford 
Norfolk, IP24 3RB, U.K., Tel. Thetford 2484 

$5,825.00 
COMPLETE 

operator, and assistant with ease. For smooth ups and downs, a 
contained C02 powered hydraulic system booms up without a quiver. 
A true portable complete with carrying case. 

Try one of ours. At just 263/4 inches wide, the Colortran “Mini-Crab” 
dolly rolls easily through many a tight spot. She crabs, tracks, and 
boasts front wheel steering too! Virtually untippabte, she’ll carry camera, 
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APPLIED ROD LENS TELESCOPE CINEMATOGRAPHY 
(OR “HOW TO OUT-SNORKEL. THE SNORKEL") 

An ingenious reworking and adaptation of an endoscope lens, originally 
designed for use inside the body, opens up exciting cinematic horizons. 

by ED WINKLE 

Vik Winkle Productions, Inc. 
The newest, most exciting develop¬ 

ment in cinematography to come along 
in recent years could soon become a 
reality for many filmmakers. It has 
already for us at Vik-Winkle Pro¬ 
ductions in Studio City, California. 

Thanks to the visual trappings of a 
secretly manufactured miniature lens, 
photographic techniques and con¬ 
cepts may be completely reshaped in 
the future. At our production com¬ 
pany, this unique method of cinema¬ 
tography has been developed and used 
extensively in a wide variety of appli¬ 
cations. It is a new system adapting the 
elements of the rod lens telescope — a 
highly specialized lens previously 
known only to the medical profession. 

Long, narrow and optically correct¬ 
ed for photography, the rod lens tele¬ 
scope is the brain child of many years 
of theory, research and fabrication. 
Medically-oriented uses of the rod lens 
have been shown on such television 
specials as “THE MAGNIFICENT MA¬ 

CHINE” and “THE BODY HUMAN”. 
But for us, medicine limited the lens’ 
potential. We simply adapted the rod 
lens to uses other than the healing arts. 
At Vik-Winkle Productions, it is used as 
a tool in films and commercials, where 
a new perspective and never-before- 
seen angles can be attained. 

Our lens has become a new force in 
what we now call The New Macro¬ 
photography. Not only does this mini¬ 
lens system work for us by rendering 
small objects larger, but it is able to 
photograph normal scenes in normal 
situations, making the transition from 
macro views to normal wide angle 
views easily, with little change of focus. 

The lens system we have adapted is 
small — about four millimeters in di¬ 
ameter by about one-third of a meter 
long. Physically, it looks like a rod,: 
hence the name in part: rod lens tele-j 
scope. With a shape like that, imagine 
the possibilities of where you can now 
place your camera. 

A predominant feature is the 
advantage of working with an almost in¬ 
finite depth of field. Focus is held from 
about four millimeters to infinity. We 
have determined its effective focal 
length in 16mm to be about 18mm; in 
35mm, about 40mm. 

But by far the most impressive 
aspect of this new lens is the way it per¬ 
forms when very close to a subject. The 
probe-like lens keeps its wide-angle 
perspective up to the very end, ren¬ 
dering everything within close-up 
range to look larger than life through a 
slight distortion quality. In this age of 
wide-angle cinematography, this is a 
very desirable characteristic. Gone are 
the compressed close-ups associated 
with common macro lenses and diop¬ 
ter accessory elements. Gone are those 
hard-to-focus-on moving objects. And 
gone, of course, are those shallow 
depth of field shots in extreme close- 
ups. 

Perspective is greatly enhanced 
whenever the camera is placed in 
motion. Especially impressive is the 
effect which is achieved when one dol¬ 
lies back. For example, we could reveal 
a subject we have just passed the lens 
through — something as small as a 
wedding ring, perhaps. 

At the 1977 Motion Picture Seminar 
of the Northwest in Seattle, Wash¬ 
ington, we demonstrated several films 
showing our system. One shot started 
on a still life of a commercial food set¬ 
up. The camera dollied back to reveal 
what we were looking through: a hole in 
a piece of Swiss cheese about six milli¬ 
meters in diameter. The hole looked 
enormous because of the tremendous 
perspective as reproduced by the 
wide-angle lens at the tip of the rod 
lens. But as we dollied further back, the 
set-up looked just as normal and 
inviting as if it were shot with a stan¬ 
dard prime lens. 

Another shot displayed a close-up of 
a subject writing. As we moved back, 
the lens passed through a gold ring, a 
key ring, watch band and through the 
handle of a cup of coffee. Finally we 
were wide enough to take in the entire 
scene, quite normally and all in one 
move. 

When the camera moves laterally, 
there is even a different look. One of 
our first films using this motion em¬ 
ployed as our subject a miniature elec- 

Ed Winkle (left) adjusts fiber optic light source attached to a Vik-Winkle Productions 
rod lens telescope system. Dave Vik (right) checks shot through Eclair ACL camera. 
Camera is programmed to move on a Symons-built transport system. (Photo by Ron 
Spongberg) 
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Frame-blowups selected at intervals from a continuous scene photographed with the rod lens telescope. The lens starts on an 
almost screen-filling closeup of a pencil point, then pulls back through a wedding ring, key ring, a wrist-watch band and the handle 
of a mug to reveal full shot of a man writing at a desk. All of this has been executed without visible distortion or follow-focus. For 
applications such as this, the rod lens must be married to a special prime lens and its circular image must be spread over the entire 
16mm frame. 

trical connector manufactured by Ray- 
chem Corporation. The challenge was 
to show this miniature connector in an 
interesting way, which by itself is quite 
dull on the screen when shot con¬ 
ventionally. We accomplished our 
objective by using a series of lateral 
movements of various sizes and pro¬ 
portions, edited in a pleasing fluid-like 
manner. It worked. The connector was 
never so interesting, and we were the 
talk of our client’s communications 
department. The second film for the 
firm made use of our special rod lens 
telescope system and its tremendous 
versatility to peer inside heat- 
shrinkable tubing. Again, we were a 
smash with our first-time-on-the- 
screen pictures of what happens within 
their product. 

The lens itself has an interesting 
history of development. Traditional 
explorations by medicine into the body 
were once limited optically. The first 
probes, surprisingly on the scene in the 
1920’s, were very crude and dim. Chro¬ 
matic aberrations and a very narrow 
field of view prevented much improve¬ 
ment in endoscopy, as it is so named, 
over the years. Later, flexible fiber optic 
scopes were sometimes even more 
limiting until improvement in the 
1960’s. 

The first rigid scopes employed a 
series of convex lenses to converge, 
diverge and re-converge light along the 

narrow path to the observing eye. 
These lenses worked somewhat like an 
inverted telescope, magnifying at the 
objective end. Light transmission was 
the biggest problem, however. When¬ 
ever light passes from glass to air and 
back again, it loses about 15% effi¬ 
ciency. With as many elements as the 
system required, there could be as 
much as a 98% light loss at the observ¬ 
ing end of'the scope. The human eye 
may be forgiving, but photography was 
completely ruled out because of the 
dim image received. 

Endoscopy was to receive a shot in 
the arm in the 1960’s in England at 
Reading University. There, Professor 
Harold Hopkins theorized that the 
convex lens series problem could be 
improved upon. He proposed that a 
series of elongated rod lenses take the 
place of numerous condenser lenses 
found in probes of that day. Light now 
traveled through the rod lenses in a 
straight line without being converged, 
somewhat akin to the principle of fiber 
optics. 

Eventually, the Hopkins design was 
financed and developed by Karl Storz 
of Tuttlingen, West Germany. This is 
the famous area of the Bavarian Black 
Forest where 80% of the world’s sur¬ 
gical instruments are manufactured. 

Using a method that is still kept 
secret and guarded by worldwide 
patents, the tiny rod lenses are en¬ 

cased in the famous stainless steel 
sheath which has assisted physicians in 
carrying out what was once envisioned 
as twenty-first-century surgery. 

Lenses are distributed on this side of 
the Atlantic by Karl Storz Endoscopy- 
America in West Los Angeles, Cali¬ 
fornia. The American office deals only 
with recognized medical applications 
and most inquiries for motion picture 
productions are referred to Expanded 
Optics Company in Westminster, Cali¬ 
fornia. There, company president Bill 
McMahon paralleled much of the 
industrial research on the Storz probe 
in the early 1970’s on America’s Apollo 
project. 

With all these optimistic soundings 
on the merits of the rod lens, one might 
think that there has to be a catch some¬ 
where. There is. First of all, while not as 
expensive as, say, an Angenieux 12- 
120mm zoom lens, they are quite 
fragile. Repair is expensive and time 
consuming. The sealed lens contains 
Storz secrets and must be sent back to 
West Germany for attention. 

In addition, the rod lens has to be 
mar ried to a special prime lens and its 
circular image — a familiar symbol of 
endoscopy — must be spread over the 
entire film format for motion picture 
use. Since there is a relatively small 
diaphragm opening because of the 
physical makeup of the lens, magni- 
Continued on Page 880 
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Haskell Wexler 
talks about shooting 

with his 35BL. 
Mr. Wexler has won two Academy Awards 

for his cinematography—this year, for shooting 
Bound For Glory. He owns an Arri 35BL. 

Haskell Wexler shooting Bound For Glory scene with 35BL. 
“For hand-holding,” says Mr. Wexler, “This is the best balanced 
silent-running 35mm camera available.” 

Wexler with Bound For 
Glory director Hal Ashby. 

«rp he extras were waiting 
A around between setups, 

one day” says Haskell Wexler. 
“We were at Stockton, shooting 
Bound For Glory. The extras 
were dressed as migratory 
workers and their families!’ 

Natural 
“They looked great—kids 

playing around—behaving 
naturally, because they weren’t 
being photographed. So we 
set up secretly inside a tent, 
and picked things out 
with the long end of the zoom!’ 

Suitcase 
“Then we hid my 35BL in a 

cardboard suitcase, with holes 

cut for the lens and eyepiece. 
The second operator dressed 
up like the extras, and he 
sat down among them with the 
case on his lap!’ 

Sideways 
“Even when they realized 

what was going on, they still 
acted more naturally, 
because he was sitting down 
and facing this way, with the 
suitcase pointing that way, off 
to one side!’ 

Above: Operator, dressed as mi¬ 
grant worker, checks fit of hole 
cut in suitcase for 35BL view¬ 
finder. Below: The 35BL being 
positioned inside the suitcase. 
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Working on STP commercial with actor Robert Blake. “I much 
prefer to light looking through a 35BL — the image is brighter 
and clearer,” says Mr. Wexler. “Hand-held, with the short eye¬ 
piece, the 35BL lets you see the edges of the frame more easily 
than any other portable 35mm camera.” 

CLIO 
Mr. Wexler used a 35BL to 

shoot Robert Blake in the 
STP commercial that won a 
CLIO award this year. For the 
sync-sound footage, the 
camera was equipped 
with a 1,000 foot magazine and 
a 20-120mm zoom lens. 

Motorcycle 
But they also needed some 

closeup footage of Robert 
Blake’s face as he gunned 
his motorcycle down a dirt road. 

Unsteadicam 
“There was no room for an 

insert car” says Mr. Wexler, 
“So we mounted a sidecar 
chassis on the bike—and the 
operator rode on that with the 
35BL. 400 foot magazine and a 
24mm hard lens!’ 

Lightweight 
“In the bad old days, we’d 

have needed a separate, 
lightweight wild camera 
for that shot. But the 35BL took 
care of it nicely!’ 

ARRI 
ARRIFLEX COMPANY OF AMERICA 

Unobtrusive 
“That’s one big advantage 

of an unobtrusive camera. 
Even with professional actors, 
there’s one less thing to 
distract them. I often try to ease 
into a scene—using the internal 
slate, waving my finger to 
indicate Rolling and 
saying quietly to the director: 
Let it happen’.’ 

P.O. BOX 1 1 02C, WOODSIDE, NEW YORK 
11377; (212)932-3403; 1011 CHESTNUT, 
BURBANK, CALIF. 91506; (213) 841-0818 

Wexler and 35BL in swimming 
pool, shooting sync sound 
scene for One Fleiv Over The 
Cuckoo’s Nest. Note relatively 
simple plank and stepladder 
rig supporting small camera. 

Shooting STP TV commercial, 
Wexler gives instructions to 
cameraman perched on side¬ 
car chassis with 35BL. Rain¬ 
coat is for puddles in dirt road. 
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EUTING FROM! PROJECTION EFFECTS FOR”EM SUNOEr 
By BILL HANSARD 

Special Effects Coordinator 

Intricate special effects for a suspense thriller made to order quickly 
and easily in the studio by means of this versatile compositing system 

(ABOVE) Robert Shaw atop 30-foot blimp mock-up on Stage 14 at Paramount Studios. Behind him, on 60-foot front projection 
screen, is a projected plate of the Miami Stadium. The system makes stark realism possible, while the actor moves in perfect 
safety under on-stage controlled conditions. (BELOW LEFT) Paramount’s front projection screen with scene of blimp to be pro¬ 
jected over heads of spectators. Mechanical special effects experts will trip light standard, electrical sparks and falling debris to 
create effect of blimp striking light standard. (RIGHT) Same set-up, but with spectators filling stands. 

The success of a motion picture can¬ 
not be attributed to any one of its ele¬ 
ments. The successful film has numer¬ 
ous ingredients: the story, the actors 
and actresses, the producers, the di¬ 
rector, and all the personnel required 
to shoot the picture — such as art di¬ 
rectors, cameramen, grips, elec¬ 
tricians, and special effects co¬ 
ordinators. A hit film realizes out¬ 
standing performances from all its 
ingredients, not just the actors and ac¬ 
tresses. That’s especially true of Para¬ 
mount’s “BLACK SUNDAY”. 

“BLACK SUNDAY”, as does any 
good film, began well in advance of its 
first shooting date with countless meet¬ 
ings, script rewrites, and scoutings for 
locations. Officially it started in 
December, 1975, with director John 
Frankenheimer leading a Hollywood 
“army” through a ten-week adventure 
in Miami. Our first assignment was to 
film the activity of the local people 
leading up to the Super Bowl, to cap¬ 
ture the mounting excitement. 

Obviously, the most crucial shooting 
day was Super Bowl Sunday; the crew 
had only 21/2 hours in which to work, 
with no chance to say, “Can we have 
that once again?” It was like planning 
an invasion: selecting locations for nine 
different cameras, deciding when and 
what each camera would shoot, 
obtaining special security clearances, 

filming crowd reactions before the 
game and actors running across the 
stadium floor at half-time. It was an 
exciting but demanding day, with no 
room for error. 

Frankenheimer and producers Bob 
Rosen and Bob Evans weathered 
several storms in Miami — including a 
real one which dropped eight inches of 
rain on one of the most important 

shooting days. Contests and give¬ 
aways had been staged to lure crowds 
to the stadium before the day of the 
game, in order to shoot scenes of 
people getting hit by the nose of the 
Goodyear blimp. The downpour came 
on the day of the biggest contest, when 
40-50,000 people were expected. High 
level shots were impossible to get, so 
they had to be restaged later in Holly- 



(LEFT) Bruce Dern in on-stage blimp mock-up, with large screen projection in background. (RIGHT) Director of Photography John 
Alonzo, ASC sets came to shoot blimp mock-up. As many as three projectors at one time, project onto small screens and placed at 
the proper angles, were used to put reflections of action below onto plexiglass windows in order to create realistic effect of 
outdoor movement. 

wood. It was very depressing, but didn’t 
deter Frankenheimer and his crew. 

Under the direction of art director 
Walter Tyler, who did most of Cecil 
DeMille’s movies, and myself, one unit 
was responsible for getting aerial 
plates and shots of police helicopters 
and the blimp. It was a tedious task, 
taking two to three weeks, but essen¬ 
tial to the movie’s success. And we only 
had the Goodyear blimp for ten days. 

Guided by the logic and reasoning of 
Bob Rosen, one of the “coolest” pro¬ 
ducers I have ever worked with, we got 
the job done. The stuntmen were bril¬ 
liant, hanging from helicopters and 
walking on the blimp over Miami as 
they doubled for Robert Shaw. We got 
enough shots to return to Hollywood 
and put the real Robert Shaw, one of 
the most cooperative actors I’ve 
worked with, on a 50-foot mock-up 
blimp built by Walter Tyler. 

Filming back in Hollywood required 
numerous ingenious photographic 
special effects. After many years of a 
trend toward filming on distant 
locations, production of major motion 
pictures is picking up in Hollywood 
again, due primarily to inflated costs of 
location filming, to the fact that pro¬ 
ducers have more control on stage, 
and to the new sophisticated front pro¬ 
jection system which produces the 
amazingly realistic effort of a real loca¬ 
tion. 

The most brilliant but still eco¬ 
nomical way of filming Robert Shaw on 
the blimp was to employ the front pro¬ 
jection system. Matting processes such 
as blue screen could not be used be¬ 

cause the blue in the blimp’s tail would 
make it show up transparent. But there 
is virtually no limit to what you can do 
with front projection. It requires a 
screen usually made of 3M Scotchlite 
material — the only successful one I’ve 
ever used — which can be built to any 
size. In addition to the screen, the front 
projection system uses a carefully syn¬ 
chronized motion picture camera and 
projector. If a film calls for big screen 
work, highlighting, thrift and sharp¬ 
ness, then front projection is the 
answer. 

The Paramount front projection 
equipment used in filming “BLACK 
SUNDAY” is based upon a Mitchell 
background projector and when we 
designed it, we lashed up a nodal-point 
gearhead to the existing Mitchell 
projector. This is a very heavy, cum¬ 
bersome type of front projection unit, 
but is still quite versatile and very 
professional. 

The projector projects at a right 
angle to the camera. The camera 
shoots through a 50/50 split-beam 
mirror, which is approximately 15” high 
by about 25” wide. The reason the 
mirror is used is so that we can line up 
each lens in a nodal-point alignment. 
We are able to make this alignment by 
moving the gearhead to the right or the 
left, up or down, in order to make sure 
that when we project onto the screen 
there will be no shadows showing be¬ 
hind the actors. 

The whole secret of the front 
projection process lies in the Scotch¬ 
lite screen material that 3M manu¬ 
factures. Without that super-reflective 

material, the process would not work. 
The material comes in two-foot widths 
in rolls 150 feet long, and there are 
different methods of applying it to a 
surface. For example, you can sew 
large pieces of cloth together, size the 
cloth, then peel this material off its 
paper backing and apply it to the cloth 
in a diamond pattern, in a jigsaw 
pattern or in a horizontal two-foot strip 
pattern. 

The material itself is very forgiving. If 
you look at it under white light and see 
an imperfection, you can cut another 
piece of material to apply over it and 
cover up the spot that someone might 
have damaged. People write to me and 
ask how the material can have such 
tremendous reflectance. The easiest 
way I can explain it is to say that if you 
took a bunch of silver-coated marbles 
and pushed them all together and filled 
the space around them about halfway 
with black mastic and then etched the 
tops of the marbles off, you would have 
a highly-reflective parabolic lens sur¬ 
face. Reducing that concept down so 
that each marble is 1/2,000th of an inch 
in diameter completes the analogy of 
what the 3M Scotchlite material is 
actually like in its surface and reflec¬ 
tive characteristics. If you look at the 
surface through a microscope, you 
discover that the manufacture is 
extremely precise and that there are 
very few flaws in the little beads or 
“lenses”, as we call them. 

The mirrors used in the front 
projection process can be obtained in 
almost any reflectance-transmission 
ratio that may be required, such as 

833 AMERICAN CINEMATOGRAPHER, AUGUST 1977 



(ABOVE) High angle from the top of Stage 14 at Paramount Studios, showing front 
projection equipment and crew below. (BELOW) Robert Shaw hanging by a rope, 
supposedly from rescue helicopter. Aerial scene on front projection screen behind 
him creates hair-raising effect, although he is acting in perfect safety only a few feet 
above the stage floor. 

30/70, 60/40 or 50/50 — and you can 
also put an anti-reflection coating on 
one side to eliminate a second re¬ 
flection. Personally, I have found the 
50/50 ratio to be the most satisfactory. 
People have said, “But that means a full 
stop of light loss to the camera.” That 
may be true, but because of the new 
film stocks we have available from 
Eastman, I don’t consider that to be a 
problem at all. 

Screen sizes for front projection can 
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vary from two feet wide on up to 100 or 
150 feet wide. The only reservation is 
that when you get down to very small 
screens, the beads themselves tend to 
form a pattern. However, you can get 
around this by vibrating or rotating the 
screen during filming. From the profes¬ 
sional standpoint, I favor front pro¬ 
jection when you have a screen 18 feet 
wide or larger, but I find that for small 
screen work, where you are shooting 
miniatures of trains, airplanes, etc., it is 

preferable to use rear projection 
because it gives the director a bit more 
fluidity. However, it must be kept in 
mind that, when you get into smaller 
screens, you are faced with the depth 
of field problem, just as if you were 
shooting a straight closeup of some¬ 
thing on a table. You have to have suffi¬ 
cient depth of field to keep both the 
subject and the screen sharp. If you are 
using an actor, you have to push him 
close to the screen to keep from 
shadow fringing and you have to build 
your key up for an f/32 exposure — 
which is enough to melt the actor. 

Projector lenses for use in front pro¬ 
jection are basically the standard 
lenses available from several manu¬ 
facturers, but they do not come with the 
correct type of stops required for front 
projection work. That being the case, 
many of us who work with front pro¬ 
jection equip the lenses with Water- 
house stops that can be inserted or 
taken out. This permits you to use a 
$300. lens, instead of one that might 
cost $10,000. 

When shooting front projection, we 
try to copy on a one-to-one basis. For 
example, if we use a 50mm lens on the 
camera, we try to use a 50mm lens on 
the projector, as well. When you pro¬ 
ject a larger picture onto the back¬ 
ground, there is a tendency for the 
grain to be magnified, although again, 
with the new Eastman fine-grain 5247 
film, this is no longer much of a prob¬ 
lem. There are times when it is neces¬ 
sary to project the background larger in 
order to facilitate zooming, panning or 
tilting. In panning and tilting we have to 
be especially careful to make sure that 
we are not outrigging and exposing the 
shadow of the subject. This means 
adjusting the camera gearhead so that 
it moves precisely on the nodal point of 
the lens. 

Because, on stage, we are obviously 
using a 3200°K light source, we must 
also have a 3200°K light source in the 
projector, or filter it to that color 
temperature. Careful tests are made 
with color charts in order to achieve 
correct color balance, and these tests 
should always be shot through the 
actual mirror that will be used in 
photography, as it is possible for there 
to be a slight variation in the tint of the 
glass used from mirror to mirror. 

Whereas for rear projection the 
background prints are made a bit 
thinner to compensate for a 60% 
transmission screen, for front 
projection (because of the extremely 
efficient screen material that is used) 
we make our prints very rich; if we did 
not, there would be a tendency for them 
to wash out. 
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(LEFT) The 40-foot blimp mock-up shown against a front projection 
background plate of Miami Stadium crowd fleeing in panic. (RIGHT) 
Plate shot of the same action at the same time, but from a higher 
angle, is used to film a blimp interior with Bruce Dern in the foreg¬ 
round. The front projection system permits compositing of intricate 
effects, with the complete scene being available for screening the next 
day. 

Obviously, when shooting back¬ 
ground scenes for front projection, it is 
important to use a camera that has very 
good registration. Otherwise, if you are 
projecting onto a 50-foot screen and 
you have a 1/4-inch movement, it’s 
going to become a six-inch movement 
on the screen and it will look as though 
there’s an earthquake going on. For 
this reason, the laboratory takes what 
we shoot with our precise registration 
camera, and puts it through a step 
printer to assure us of a steady print for 
rephotographic work on the stage. We 
don’t like to order just one print, 
because we could find ourselves in 
trouble if a scratch were to develop, so 
we order two or three prints in order to 
protect ourselves. 

As front projection units have 
become more sophisticated, they have 
also gotten smaller. Last year I sold 
units of this type to studios in North 
Korea, Bangkok, Hong Kong, Kyoto 
and Tokyo. This year I’ll be delivering 
units to Moscow, Peking and other 
places around the world. I have been 
using a very small light source (300 
watts), with which I am able to fill a 60- 
foot screen for shooting in the f/5.6 to 
f/6.3 area. The light source has a di- 
chroic reflector on it which allows the 
heat to pop out the back instead of the 
front, where it could warp the film and 
cause a focus problem. 

Front projection is being used 
heavily in Europe and in the Orient, but 
not so widely in Hollywood, where we 
are “spoiled”, so to speak, by having 20 
or 30 excellent optical houses at our 
disposal. For this reason the people in 
Hollywood tend to favor the blue screen 
process, whereas in the Orient, where 
there are few top-notch optical houses, 
they would rather shoot front pro¬ 

jection, see the result the next day and, 
if they have made a mistake, correct it 
by reshooting. 

I’m often asked to compare the rela¬ 
tive merits of front projection and other 
available composite processes. For 
example, if you are shooting blue 
screen, it may be that the star of the 
film has to leave to fulfill another 
commitment before the background 
scene is ready. Then, if there is a 

Director John Frankenheimer, shown on 
Bowl sequences. He used ground-to-air 
order to direct some of the required aerial 
monitor screen in foreground. As many 
were used to film the complicated action 

problem in respect to the mattes and 
the actor has already gone, you are in 
trouble. By way of contrast, if you shoot 
front projection today, you can see the 
composite in dailies tomorrow. Should 
there be any problems, you could 
reshoot instantly and the actor could 
leave. 

Another important advantage of 
front projection over blue screen is the 
Continued on Page 862 

location during filming of the Miami Super 
video viewing through the camera lens in 
scenes. Image of the blimp can be seen on 
as nine cameras shooting simultaneously 
at this event. 



THE CREATIVE PRODUCER IN THE HOLLYWOOD MARKET 
The changing scene is reinforcing the image of the independent producer 
as a creative entity who supervises film-making from beginning to end. 

By ROBERT LOVENHEIM 

(EDITOR’S NOTE: The following has been 
excerpted from a presentation made by Mr. 
Lovenheim at the recent Tenth Motion Pic¬ 
ture Seminar of the Northwest, held in Seat¬ 
tle.) 

Producers have been around as long 
as there have been motion pictures to 
be made and people with money to 
make them. The independent pro¬ 
ducer, I believe, probably started the 
Hollywood industry, then vanished 
during a long period of its heyday when 
the studios were turning out 500 
pictures a year. But in the last 20 years, 
mainly through the emergence of tele¬ 
vision, the independent producer has 
reasserted himself as really the domi¬ 
nant force, I would say, in the feature 
film business. 

I’d like to speak to you today on three 
subjects. One is my own background. 
The second is what the function of an 
independent producer is today in Holly¬ 
wood, and the third is to try, in some 
way, to define (or give some sort of 
advice on) what the best avenues are 
that exist currently for entering the film 
or television community in Hollywood 
as a writer, producer or director. 

I might say also, in just trying to 
define what a producer is, that about 
the finest moment I can ever remem¬ 
ber of what I think typifies a producer 
relates to a film we did about a year ago 
down in Mississippi called “THE MIN¬ 
STREL MAN”, which was a CBS spe¬ 
cial back in March. In one of those 
inevitable slip-ups we were scheduled 
at seven in the morning to go out and 
film a cemetery scene — a very crucial 
scene in the film — in a small rural way- 
side location we had set up with our 
own gravestones, fence and so forth, 
next to a rural church. Well, after eight 
hours of rain, the road going in there 
was a swamp and our trailer trucks 
couldn’t make it through. In fact, three 
of them got stuck and had to be pulled 
out by the County at seven in the morn¬ 
ing. So, with a troop of about 15 ve¬ 
hicles we started searching through a 
little town called Greenwood, Missis¬ 
sippi, for another site to shoot and, as 
the entourage went from place to place, 
from field to field, looking for some 
place where we might be able to set up 
our cemetery and cars of extra actors, 
campers, dressing rooms and equip¬ 
ment trucks, plowing through the morn¬ 
ing traffic of Greenwood, we had an 
accident. And our three grips were in¬ 
capacitated with whiplash. 

Well, the next stop was the local hos¬ 
pital, which we finally found, so that 
they could be treated. Lo and behold, 
next to the hospital was this wonderful 
open field fronting on a river, it had 
everything we’d ever want, so we 
quickly sent our Production Manager in 
to see if we could get permission to 
shoot there — which was promptly 
granted by the Hospital Administrator 
— and we started setting up. Lacking 
grips, the producer then became one of 
the grips and, at about 9:30 in the 
morning, in pouring rain, I remember 
standing there, drenched to the skin, 
with the director and a prop man, picks 
and shovels in our hands, digging 
graves. But we were really enjoying it; 
everything was going fine and it was, at 
least, a little exercise in the morning. 
That is, until the Hospital Adminis¬ 
trator came running across the lawn — 
and I’ve never seen a man more frantic 
and more scared in his life — and he 
said, “Mr. Lovenheim, I’d love to co¬ 
operate with you; we’ll do anything. I 
know that this town needs this picture 
and we certainly want to cooperate, but 
you can’t dig graves on the hospital 
lawn here. There are outpatients that 
are coming in every day.” 

Well, the only answer to what you do 
as a producer is you find some way to 
convince that man that it’s good to have 
a hospital and graves in the same site. 
We did shoot; it was a wonderful 
location and, as far as I know, no one 
was scared away from an operation 
that morning — but, at any rate, that’s 
what a Hollywood producer does. 

My own background is really through 
the film schools. I have a Master of Fine 
Arts degree from USC in film, and from 
there I went on to Columbia Pictures 
where I became what is known in the 
business as a reader, which is 
someone who reads scripts for the 
executives and makes some sort of 
judgment. With a lot of luck, soon after 
I joined Columbia, there was one of the 
inevitable palace revolutions that 
usually take place in Hollywood studios 
every two years. The usual problem is 
this: Films are not making money; 
someone has to be blamed; the people 
who are running the studios, inevi¬ 
tably, have to take the blame. They are 
thrown out. Six months later some pic¬ 
ture that they developed three years 
before makes a fortune and the new 
people are given the credit for it. This is 
a syndrome that has been going on for 

at least 40 years and is an accepted 
part of the business. 

After about six months there was a 
palace revolution and suddenly I found 
that everyone who was in the creative 
side of management had either been 
fired or quit in fear that they would be, 
and my greatest qualification at that 
point, I think, was that I knew how the 
file system was kept up. Suddenly I 
found myself in a position of great 
authority, since no one else knew how 
the filing system was set up — and 
since I was a reader, I somehow as¬ 
sumed that maybe they couldn’t read. 
At any rate, I spent the next four years 
working for Columbia as an executive 
in charge of production and then for 
Screen Gems, which has since become 
Columbia Pictures Television, in some¬ 
what the same capacity. 

In television, I found that my film 
school background was invaluable, 
mainly because the same mistakes 
were being made there that were being 
made in the film schools. Over and over 
again I was exposed to some of the 
same phrases we’ve all heard. The 
director pleading for those two extra 
days to go back and reshoot, while the 
editor sits there slowly shaking his 
head, telling him that of course it can 
be put together, and those two days 
aren’t going to make much difference 
after all. Sitting and looking at the 
rough cut when somebody, always the 
wild optimist, gets up at the end and 
says, “Well, if we can get a great 
musical score . . .” Also, beware of the 
“great shot” philosophy, of the shot that 
cannot be cut out of the film because 
three days were spent getting it, but it’s 
the one thing that is killing the pacing of 
the film and must inevitably be lost. The 
scripts that never worked, but we were 
convinced by writers and directors that 
this was something that could only be 
explained on film. And inevitably the 
same mistakes that were made in the 
script were the mistakes that were 
made in thefilm. 

So, after a good several years of this 
kind of seasoning, I decided to throw 
my own hat in the ring and go out and 
try to produce. My own avenue towards 
producing was through television 
because, after watching the demise of 
the feature film industry in Hollywood 
for several years from the inside, I was 
convinced that the opportunities for 
someone there are quite limited. If any¬ 
thing, they have gotten far more limited 
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since I began producing. 
I am involved in several feature film 

productions, but I do not consider this 
the mainstay of my business. It’s an 
avocation; it’s a question of raising 
huge amounts of money, spending 
years in development of screenplays, 
waiting sometimes a year or two years 
for the right director, with the right star 
who can carry the budget of a feature 
film. 

Today, 80% of the production in Los 
Angeles is probably in the television 
market and most of the more inter¬ 
esting projects that are being done, es¬ 
pecially in film (feature-length film or 
television-length) are being done for 
television. If you look at what the fare is 
at your local theaters compared to 
some of the more interesting shows 
that you are being offered on tele¬ 
vision, you can see where some of the 
creative imagination is going. So, my 
move to Screen Gems, my learning the 
television business and my finally de¬ 
ciding to start producing in television 
all went towards saying that this was a 
market which is insatiable, which needs 
people, which needs fresh ideas, which 
needs product — whereas, the feature 
film business today is always shrink¬ 
ing. 

When I started working for Colum¬ 
bia, there were about 120 feature films 
made in Hollywood every year. Today 
that number is down to less than 50. 
These are the films made by the major 
studios. Warner Bros, for example, has 
just announced that they are taking 
their seven releases for 1977 to 
Cannes. That’s very interesting, since 
they have at least eight executives in 
the studio. That isn’t even one picture 
per executive. In the old days (the old 
days I’m talking about is just five years 
ago), they made at least 15 to 20 films a 
year. So, that’s where the business is; 
that’s where the opportunity is — in 
television. 

What an independent producer does 
in television or feature films, as 
opposed to what a non-independent 
producer does, is that he supervises 
the production from beginning to end. 
In many ways, it’s a throwback to what 
was always one of the greatest creative 
forces in this industry, which was the 
producer. There is an old phrase that 
maintains that movies are not made; 
they are forced into existence — and I 
think a producer is very much both the 
forcer and the enforcer. 

Most of the projects that I work on 
are based either on my ideas or ideas 
that come out of conversations with 
writers, or with other creative people, 
about what we think could be inter¬ 
esting to the public, what could be 
interesting to the market, what repre¬ 

sents a trend towards something that is 
going to capture the public’s imagi¬ 
nation. Then we will take that idea and 
either form it into a treatment screen¬ 
play or just an oral presentation and go 
to either the studios, the networks or 
independent financial sources and find 
some way of financing the next step in 
the development of that idea, via the 
treatment, screenplay, whatever. 

Usually we supervise every phase of 
the screenplay. We are acting as 
almost an editor to a novelist in devel¬ 
oping screenplays with writers, devel¬ 
oping them both from our own knowl¬ 
edge of story and our knowledge of 
what is necessary in the marketplace to 
make something viable as a film. The 
next step, hopefully — which we some¬ 
times get to, but rarely, in terms of the 
number of things a producer develops 
— is actually filming the picture. I would 
say that the ratio of projects that I 
develop to those that actually get made 
is about five-to-one, or perhaps even 
greater than that. Most of my time is 
spent in creating ideas, creating 
screenplays, and relatively little is spent 
in actually shooting movies. Because 
you must consider that the cost of just a 

two-hour television film today is about 
$1,000,000. The cost of a moderately 
budgeted feature film (this is not 
including the low-budget independent 
productions, but the Hollywood film) is 
about $4,000,000, and many, many 
feature films today are in the 
$8,000,000 to $10,000,000 range. The 
decision to make a film is a stag¬ 
geringly difficult one, either for a net¬ 
work or a studio, and the competition 
for the money to make those films is 
intense, so the number of films that are 
actually made is very slight. In fact, I 
would say that writers are probably in 
the best position of anyone, both to 
break into the business and also to get 
good remuneration for their work, only 
because there is a great market for 
screenplays, but a limited market for 
films. 

Anyway, if a network or a studio 
makes the decision to go ahead and 
make a film, I then become both a 
supervisor of it and a guardian of their 
investment. I will supervise the hiring of 
a director, the hiring of a crew, and 
casting of the picture. I will supervise 
the making of the picture, the cutting, 
Continued on Page 877 

A “working producer” in the most literal sense of the term, Robert Lovenheim dons 
Casey Jones drag to tend a steam locomotive, while on location in Hattiesburg, Miss, 
for the filming of “MINSTREL MAN”, a two-hour CBS dramatic special. The company 
shot forrtwo weeks in the local trainyards, during which time Lovenheim learned all 
the requisite hand signals and jumped in to help marshal the trains between pro¬ 
ducing chores. 



2ND INTERNATIONAL FAIR FOR 2ND INTERNATIONAL FAIR FOR 
CINEMA, THEATER AND MOTION PICTURE PRODUCTION 
CONVENTION HALL EQUIPMENT EQUIPMENT 

OCTOBER 3-7,1977 
Palais Sud—Parc des Expositions 

Porte de Versailles 
Paris, France 

380 manufacturers showed their theater, concession, and produc¬ 
tion equipment at the first CISCO, held in Paris, June 1975. Over 
6,000 professionals including large numbers of theater owners and 
film production people from 66 countries visited the exhibits. 

Over 225 manufacturers have already reserved booth space for 
the second CISCO, with the total figure expected to top 500. The 
number of professional visitors is expected to reach 10,000. 

If you are interested in selling to the international theater market or 
film production market—if you are interested in setting up foreign 
distributors—if you are looking for licensing arrangements—you 
should have a booth at CISCO. 

Among companies that will be showing equipment are: American 
Seating, Pulsar, Christie, Cinemaccanica, Control Systems Ltd., 
Conrad Hanovia, Kinoton, J.B. Lansing, Siemens, Cinelume, Bell& 
Howell, Agfa, Bauer, Bolex, Euming, Cinema Products, 3 M, 
Philips, Rank Seating, Telefunken. 

BERNARD CHEVRY XAVIER ROY 
Commissaire General International Director 

For complete details write or call... 

U.S.A.: 
JOAN WHEN OR JOHN NATHAN 
CISCO 
30 Rockefeller Plaza—Suite 4535 
NewYork, NY 10020 
212-489-1360 
Telex: 235.309 OVMU 

FRANCE: 
JACQUES GIBOUT 
3. rue Gamier—92200 Neuilly 
Tel.: (1)747.84.00 
Telex: 63 05 47 MIP-MID 

U.K.: 
LIZ SOKOSKI 
I.E.S.E.O. Ltd. 
8. Dorset Square—London NWI 
Tel.: (01) 723.82.32/33/34 
Telex: 25230 MIPTV—MIDEM LDN 



THE INDUSTRY STANDARD 
AT A NEW NIVEAU 

THE STEENBECK ST-928. 

BUILT BETTER 
...NOT CHEAPER! 

AND BACKED BY 
25 YEARS OF EXPERIENCE 

GENERAL ENTERPRISES, INC. 10518 Detrick Avenue • Kensington, Md. 20795 U.S.A. • Telephone: 301 942-1170 

In Canada: Kingsway Film Equipment Ltd., 821 Kipling Ave., Toronto, Ontario M8Z 568 

WHY IS THERE 
FOTO-KEM? 

© 

Foto-Kem Industries Inc. 
2800 West Olive Avenue 
Burbank, California 91505 
(213) 846-3101 

GERRY BRODERSEN 
President 

REG DUNN 
Executive Vice President 

LOU VINCENT 
Production Vice President 

It all started fourteen years ago. Things were different then. TV 
was black-and-white; theater screens were getting bigger and the 
audiences smaller; talk was cheap but Cleopatra wasn't; hair was 
short and skirts were long; the motion picture industry was 
feeling the pains of a declining market. 

A strange environment indeed to give birth to a new lab. But we 
had faith — faith in this great medium. We figured film was still 
the best way yet conceived by man to transfer a thought from 
one brain to another. 

We said: "Let's open a little lab and give them the things bigness 
can't cope with." So we did — with one developing machine, a 
borrowed printer, two men and one customer. It worked! Peo¬ 
ple liked Tender Loving Care. They told others and we survived 
and grew. 

Now . . . we're in a big new plant in Burbank, and our list of 
customers has grown by leaps and bounds. But we still very 
much believe in Tender Loving Care. If you are one of our fine 
customers, this is to say "thank you" for believing in us. If 
you're not yet a customer, come in and see our new lab. We're 
proud of it, and we'll be most happy to see you. Also, we'll 
treat you like the president of a network, even if you're not. 
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NEW MODEL HID 35mm/16mm DIRECTOR'S ZOOM FINDER 
A new version of an instrument that is extremely useful to directors 

and cinematographers for setting up camera angles, particularly since it 

includes built-in adjustment masks for every format from 1:1.33 to 1:2.35 

A new model of the popular IIIB 
35mm/16mm Director’s Zoom Finder is 
now available from Alan Gordon Enter¬ 
prises Inc. 

The new Finder has been recali¬ 
brated to include all widescreen for¬ 
mats and film ratios from 1:1.33 
(Academy) to Safe-Action TV and other 
formats, including Panavision and 
Cinemascope. The Finder also has a 
new, easy-to-read scale on the barrel 
which simplifies the selection of lenses 
in the various formats. 

The Zoom Finder is used as a guide 
in the selection of lenses and compo¬ 
sition by cinematographers, directors, 
producers and anyone else involved in 
filmmaking. Because most motion 
picture cameras are equipped with 
lenses of different focal lengths or a 
zoom lens, the Finder helps in two ways. 
It can show what the camera reveals 
through its available lenses and, con¬ 
versely, it can aid in selecting the best 
composition by determining what focal 
length lens should be used. 

The Model IIIB 35mm/16mm 
Director’s Zoom Finder is adjustable for 
various widescreen formats and film 
ratios. Built-in adjustable masks frame 
the view at 1:1.33 (Academy), Safe 
Action TV, 1:1.66, 1:1.75, 1:1.85 and 
1:2.35, the latter setting being the 
popular Cinemascope and Panavision 
anamorphic formats. 

Two simple controls operate the 
Director’s Finder: the top ring (Ratio 
Scale) and the bottom ring (Focal 
Length Index Scale), both adjusted in 
relation to the two stationary white dots 

below each ring. 

FILMING IN 35mm FORMATS 

First set the top ring at the ratio scale 
in which you will be filming, i.e., 1.33 
(Academy), Safe Action TV, Cinema- 
socpe/Panavision (2.35), etc., by lining 
up the top ring and white dot to the 
correct format ratio. (Note: This setting 
need not be changed as long as you 
continue to film in the selected format.) 

Next, depending on the focal length 
lens you are using to film a particular 
scene, refer to the chart on the barrel of 
the Finder for the following infor¬ 
mation: Lens Focal Length, Film Format 
and Lens Focal Length index number. 

Let’s assume you are filming in 
35mm, using a 25mm lens in the 1.33 
(Academy) format. Having lined up the 
top ring so the white dot is just below 
1.33, you would now refer to the hori¬ 
zontal line of numbers to the right of the 
Lens Focal Length 35mm column, 
stopping at number 25, which cor¬ 
responds with your 25mm lens. Moving 
down vertically to the 35mm Academy 
1.33 column under Film Format, we see 
the number 7 is beneath 25. By turning 
the bottom ring of the Finder so the 7 
lines up over the white dot, you can now 
look through the Finder and see how 
your scene will compose with a 25mm 
lens in the 1.33 format. 

If you were to switch to a 50mm lens 
in the same format, the number 39 now 
appears under 50 in the vertical 
column. Simply turn the bottom ring to 
39 and you will view your scene as it will 

appear with a 50mm lens. 
The same procedure is used for all 

film formats. Note that the widest angle 
lens available for Cinemascope and 
Panavision is 40mm, hence the first 
setting for these formats (2.35) is 2, 
which appears under the 40 in the 
vertical column. 

FILMING IN 16mm FORMATS 

The same steps are taken when 
shooting in 16mm, except reference 
must be made to the 16mm Academy 
1.33 box in the Film Format column and 
to the 16mm line in the Lens Focal 
Length column. Example: Filming in 
16mm with a 30mm lens, you would set 
your top ring to 1.33 and your bottom 
ring to 52. 

If the field of view is not satisfactory in 
either 35mm or 16mm formats, the 
Finder can be a valuable aid in 
selecting the desirable composition 
and the corresponding lens. Simply 
rotate the bottom ring until the desired 
composition is achieved. Then, refer to 
the number on the bottom ring which is 
aligned with the white dot. Locate that 
number (or the nearest number to it) on 
the chart on the barrel, Film Format 
section. Refer to the number in the 
vertical column above and you have the 
focal length lens that should be used. 
For example, let’s assume you are 
filming in the 2.35 format and the 
bottom ring stops at 39. By referring to 
the 35mm column you will find a 100mm 
lens will achieve the composition you 
desire. 

SIMPLE STEPS TO USE THE 
DIRECTOR’S ZOOM FINDER 

1. Adjust top ring to your film ratio. 
2. Adjust bottom ring to desired 

composition. 
3. Refer to chart and match Film 

Format to Lens Focal Length 
column to find correct lens for 
desired composition. 

— OR — 
1. Adjust top ring to your film ratio. 
2. Refer to chart and adjust bottom 

ring to the number that corres¬ 
ponds with focal length lens you are 
using. 

3. Look through Finder to see how 
scene will compose. 

Price for the Model IIIB is un¬ 
changed, $149.50. It is available from 
Alan Gordon Enterprises Inc., 1430 N. 
Cahuenga Blvd., Hollywood, Calif. 
90028. Telephone (213) 466-3561. ■ 

The Model IIIB 35mm/l6mm Director’s Zoom Finder is adjustable for various wide¬ 
screen formats, including anamorphic. Two simple controls operate the Finder: the 
top ring (Ratio Scale) and the bottom ring (Focal Length Index Scale), both adjusted in 
relation to the two stationary white dots below each ring. 

\ c «" la*} 

\ 
Lens Focal Length and 

Film Format Chart 

Bottom Ring 
(Focal Length Index Scale) 



1000W \ 
Focusing 
Spot Lights 

650W V J 
Focusing^ 
Spot Lights 

Professional Five-Light 
4.3 KW "Quartz” Lighting Kit 

1000W 
Fill Light (Broad) 

... for Studio and 
Location Lighting 

The CP/PRO-KIT offers 
maximum versatility and portability 

for both studio and location operation. 
It includes: □ Two focusing 1000-watt 
spot lights and two focusing 650-watt 

spot lights (all four above 
luminaires supplied with detachable 

rotating four-leaf barndoors) 
□ One 1000-watt fill light (broad) with 

integral four-leaf barndoor □ Four 
diffusion frame holders with spun glass 

□ Two gaffer grips □ Three professional-type 
stainless steel light stands □ Five 15 ft. 

three-wire cables □ A sturdy aluminum carrying 
case, measuring only 26"x 201/2"x 93/4". 

CP/PRO-KIT total weight: 69 lbs. 

The new laniro “Quartz Color’’ HMI Fresnels produce up 
to four times the light of filament lamps. They’re balanced 
for day light without filtering and they’re equipped with a 
Fresnel lens and barndoor for optimum light control, yet 
they’re more portable and draw less amperage than 
Standard Fresnel fixtures. 
With HMI Lighting, production is more economical be¬ 
cause of lighter cable, smaller generator and lower ship¬ 
ping costs. A 10", 1200 Watt HMI, uses only 13 amps al¬ 
though it has an output comparable to a 10 inch, 5000 
Watt 41.6 amp Fresnel. 
Short warm-up time, instant hot restrike, and minimal 

heat output help make the 575, 1200, 
2500, and 4000 Watt HMI Fresnels a 
sensible way to go. 
Want to see the light? Call Ferco, the 
people who back you up. 

See us at the SMPTE in October. 

‘Film 
Equipment ‘Rentals 

& §aZes 

New York: 
419 W. 54th St., New York, N.Y. 10019 

(212)581-5474 
San Francisco: 

363 Brannan St., San Francisco, CA. 94107 
(415)957-1787 
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Assistant uses remote-control device to follow focus, as Garrett Brown performs 
incredible maneuvers with the Steadicam. Of the Steadicam, Boorman says: “We had 
to have some special quality of movement that was beyond what people were familiar 
with. This camera was ideal for our purposes. It has extraordinary mobility; it is abso¬ 
lutely smooth; it is beyond muscle or machine and suggests the supernatural.” 

THE PHOTOGRAPHY OF 
“EXORCIST II: THE HERETIC” 
Continued from Page 813 

QUESTION: Do you consider that you 
have a distinctive, identifiable photo¬ 
graphic style? 

FRAKER: There are certain cinema¬ 
tographers in the industry who have a 
specific style that is identifiably their 
own — and that’s alright, but I don’t be¬ 
lieve in giving every picture the same 
look. I think that the look of a picture is 
inherent in the material. In other words, 
the material dictates what that look 
should be. But there are extem¬ 
poraneous factors, so to speak, which 
also influence the look of the film. You 
have the director’s influence, the 
actors’ influence, the influence of the 
locations — and, lastly, the influence of 
the schedule. All of these factors are 
influential in what the look of the pic¬ 
ture is going to be. Directors have 
asked me, "What do you think the 
picture should look like?” I never really 
know how to answer them, but Richard 
Brooks hit it right on the head. He says, 
"What is the point you are trying to 
make?" And that’s it. He got it down to 
the common denominator. 

QUESTION: How did you arrive at the 
photographic style you adopted for 
“THE HERETIC”? 

FRAKER: Well, John Boorman and 
Richard MacDonald and I discussed it 
in advance, but didn’t arrive at any¬ 
thing definite. It was only when the 
decision was made to shoot in the 
studio instead of on location that we 
decided to make it look what we called 
"theatrically different”. We stylized it 
with the help of MacDonald, but we 
didn’t quite know what we were getting 
into. We did some of the toughest stuff 
right off the bat — the Ethiopian desert, 
for instance. But when we saw it, we 
loved it, and it was then that we knew 
what the rest of the picture was going to 
look like. We did the Ethiopian rock 
church interiors, which looked gor¬ 
geous. Then we did the inside of the 
Vatican, using arc lights and light gold 
filters. It’s all there — the frescoes, the 
paintings, the red vestments, the rich¬ 
ness of Rome and the Vatican — but all 
done on the stage. At the end of the 
picture, the Georgetown house where 
the exorcism took place disintegrates 
(caused by the demon) and ends up as 
smoking ruins, while in the back¬ 
ground you can still see the key bridge 
with cars going across it. All of that was 
shot on the stage, and it really turned 
us on to see that we could do it. John 

led us on very strongly in that di¬ 
rection. 

QUESTION: You sound quite enthus¬ 
iastic about having shot all of this on 
the sound stage. What is your feeling in 
general about location versus stage 
shooting? 

FRAKER: That’s a terrific question. I 
love shooting on the stage because you 
start from black and then you go. You 
place one light and fill and you build 
from there. That’s always turned me on. 
But the challenges of working on 
location are different from the chal¬ 
lenges of working on a stage. It’s a dif¬ 
ferent trip. I’m not opposed either to 
shooting on a stage or shooting on lo¬ 
cation. I think they both have their spe¬ 
cific merits, but I really feel there is 
more excitement on a stage. I like stage 
shooting. 

QUESTION: Why do you feel that there 
is more excitement on a stage? 

FRAKER: Well, I think there is more 
creativity possible on a stage — and I 
know there are a lot of marvelous 
cameramen who will disagree with me 
on that point. Shooting in color gives 
you a big break because the colors 
provide their own natural separation, 
and outside on location you’ve got all 
that working for you. But inside on the 
stage, you’ve got to do it all — just as if 
you were shooting in black-and-white. 
Don’t misunderstand me; I love going 

on location to New York or around the 
world or wherever you go, but I like the 
control and discipline that are possible 
on a stage. I like starting with black and 
going from that point. I don’t know 
which is tougher, to tell you the truth. 
They’re both tough. 

QUESTION: You did have some 
shooting in New York for “THE HERE¬ 
TIC”. Can you tell me about that? 

FRAKER: You always have tremen¬ 
dous problems when shooting in New 
York because of people crowding up to 
watch. New Yorkers are extremely cur¬ 
ious, so you have this major problem of 
fighting the crowds. However, they 
have terrific film technicians in New 
York — very cooperative, hard-work¬ 
ing and fast. It’s more costly to shoot 
there than almost any other place in the 
world. Man-for-man and hour-for-hour, 
Hollywood is really the cheapest place 
to shoot. In New York we shot a se¬ 
quence in Linda Blair’s penthouse 
apartment. We also shot the boarding 
of Amtrak trains in Grand Central 
Station and Pennsylvania Station, and 
a couple of sequences showing the 
exteriors of buildings. That was about it 
in New York. 

QUESTION: You shot nothing in 
Georgetown? 

FRAKER: Nothing in Georgetown. We 
created Georgetown on the stage — 
one little intersection where the house 
Continued on Page 844 
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B&S DOLLY BARGAINS! 
Only One Each Available 

B/RNS & SAWYER, INC. 4^ 
SUPPLIERS TO THE MOTION PICTURE INDUSTRY — SINCE 1954 

1026 North Highland Avenue o Los Angeles, California 90038 
Vocfc* *°!T^o0<:> Cable BIRNSAW (213) 466-8211 TELEX 673280 

For sale, one each ELEMACK 
SPYDER DOLLY complete with ac¬ 
cessories and one COLORTRAN 
CRAB DOLLY. Both in excellent 
working order. Subject to prior 
sale. 

Colortran Crab Dolly, as shown, list 
$5,825. Special B&S SALE PRICE 
$3,995. Only one—so first come, 
first served. 

Elemack Dolly, complete with ori¬ 
ginal Elemack track wheels, leveling 
head, steering arm, low mount, five 
sections of track, three straight and 
two curved, $9,50Q.0Q. 

CENTURY DUPLIKINS WORLD FAMOUS # gjW gMik 
PRECISION MADE M M # 

FAST, LOW COST OPTICAL CREATIVITY WITHOUT LAB DELAYS! 

DUPLIKIN II 189.50 DUPLIKIN III 189.50 OUPLIKI 

FOR ENLARGING 16mm to 35mm SLIDES TO 16mm FOR 16mm "F 
35mm COLOR OR B/W for filming your 35mm A very useful insti 

with your 35mm SLR camera color slides with your 16mm the professional fi 
such as Nikon, Pentax, Canon camera. Ultra sharp results. Fast, easy "Freezf 
etc. Color or B&W. No film Establishing shots, improve impact, emphasis i 
cutting required. Make complete continuity, for instructional instructional films 
slide shows from any 16mm film. films, etc. Fits all "C" mount necessary. Fits all 
Blow-ups for ads. Analysis etc. cameras. (For Arri, add 44.50) cameras. (For Arri 

WRITE FOR DESCRIPTIVE LITERA TORE ON ABOVE ITEMS... AND MANY OTHERS 
MANUFACTURED BY CENTURY. AMERICA'S LEADING CINE/OPTICS CRAFTSMEN. 

DUPLIKIN IV 229.50 

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 
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Gitzo has a 
good way to 
get lightheaded 

: 

Victor Dune 
OQT00S ForNe> 

^ many other applications, the Gitzo Stude^ 
model 301 tripod is the perfect answer for portabilil 
The rugged aluminum Stud^t weighs only 5 3/4 Ibsi 
2.7kg and has o height range of 23758cm up to 7^ 
185 cm. The instantly adjustable riser is 18746cm and 
will accept oil popular, flat base heads with 3/8"-16 or 
1 /4'-20 base top for cameras up to 20 lbs/9 kg. 

When you wont to get headed in the right direction, 
Gitzo has the answer. And Victor Duncan knows it. 

the check ond double check people 

200 East Ontario, Chicago, 111. 60611 <312) 321-9406 
2659 Fondren, Dallas, Texas 75206 (214) 369-1165 
11043 Gratiot, Detroit, Michigan 48213 (313) 371-4920 

VICTOR DUNCAN, INC. 
Midwest distributor of Panavision® 

GITZO STUDEX MODEL 301 
SPECIAL OFFER 

For a limited time Victor Duncan, Inc. is offering the Gitzo Studex Model 301 at a 
special price of $90.00 post paid in Continental U.S.A. (expedited shipments 
extra). 

( ) Yes, I would like to take advantage of the special offer. En¬ 
closed is my check ( ), cash ( ). Master Charge 
# * 

Please rush a new Gitzo prepaid to the following address. 
( ) No, not at this time. But please send additional information. 

Name  Phone  
Address City State Zip  
Mail to: Victor Duncan, Inc. Dept. AC 

2659 Fondren Dallas. Texas 75206 
200 East Ontario Chicago. III. 60611 
11043 Gratiot Detroit, Michigan 48213 

^Michigan, Illinois, Texas and Arkansas residents please add tax. 

THE PHOTOGRAPHY OF 
“EXORCIST II: THE HERETIC” 
Continued from Page 842 

was, the house where the original exor¬ 
cism took place. 

QUESTION: Can you tell me about the 
use of the Steadicam in shooting “THE 
HERETIC”? 

FRAKER: There is the extensive se¬ 
quence where we go to the Ethiopian 
rock churches to track down a demon, 
and it was there that Garrett Brown and 
his Steadicam came into play. It 
worked sensationally. Brown did the 
operating with the Steadicam and did 
an absolutely marvelous job. Before we 
started work on the picture, I said to 
him: “Garrett, we know that the Steadi¬ 
cam works and works terrifically. Now, 
forget about it working and become a 
camera operator. Start making a pic¬ 
ture. Listen to what the director is 
saying and start working dramati¬ 
cally. ” I saw him really grow from being 
terrific to being sensational and he got 
everything that we wanted into the 
picture. It was very gratifying to watch. 
Garrett uses the Steadicam 100% 
because he’s so big and has the back 
and frame to jump from stairway to 
stairway. Some of his shots are really 
phenomenal. 

QUESTION: Is there anything about 
the filming of “THE HERETIC” that you 
haven’t said, but would like to say? 

FRAKER: Only that a lot of very talent¬ 
ed people worked very hard to get it 
onto the screen. No one person makes 
a film; you need help from every di¬ 
rection. You don’t do it by yourself. I 
speak at a lot of universities and I 
always tell the kids: “If you want to get 
into this business, accept the fact that it 
is a business that is going to take all 
your time and energy. Your family, your 
children, your house, your car — every¬ 
thing else becomes secondary. All of 
that stuff has to be put aside. The most 
important thing in your whole life is 
going to be film. And don’t expect to 
lead a normal life; don’t expect to have 
a camper and go off on weekends with 
your kids. Forget about all that stuff. If 
you don’t want to do that, stay out of 
films.” At least, that’s the way it’s been 
for me and most of the people I know, m 

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

AMERICAN CINEMATOGRAPHER 
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CREATORS OF DISTINCTIVE IDEAS 
AND DESIGNS FOR 
SPECIAL PHOTOGRAPHIC EFFECTS FOR 
MOTION PICTURES ANDTELEVISION 

TITLES • GRAPHICS • MINIATURES 
BLUE BACKING • INSERTS 
MATTE PAINTINGS • OPTICALS 

SPECIAL UNIT PHOTOGRAPHY 

Main Office: PARAMOUNT PICTURES 

5451 Marathon Street. Hollywood, Calif. 90038 

(213)463-0100 

TIFFEN 
THE WORLD’S FINEST PHOTOGRAPHIC FILTERS. 

41/2" DIAMETER 
ACCESSORIES 

Tiffen 41/2" filters are engi¬ 
neered to meet the exacting 
standards of large diameter 
professional lenses. The 41/2" 
filter will fit numerous lenses, 
using Tiffen adapter rings, 
eliminating the need for vari¬ 
ous costly special-size filters. 
Available in all standard col¬ 
ors, combination colors, neu¬ 
tral densities, rotating polari¬ 
zer; and diopters 1/2,1,2, 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. 

.^*11 

SQUARE 
FILTERS 

Tiffen Photar® Filters in all 
colors are available for Tiffen 
and other square filter holders 
in sizes from 2x2-inches up 
to 15xl5-inches. 

RECTANGULAR 
FILTERS 

for Arri 16 matte box. Avail¬ 
able in all colors and neutral 
densities 0.1-1.0. 

71 Jane Street, Roslyn Heights, N.Y. 11577 
(516) 621-2700 Telex 96-7748 

Member Professional 
Motion Picture 
Equipment Association 

MEMBER 
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ON LOCATION WITH 

H.G. WELLS' 

THE ISLAND or 
DR. MOREAU 

A fantasy-adventure with science-fiction overtones, requiring off-beat 

technical skills for believable translation to the motion picture medium 

By HERB A. LIGHTMAN 

(EDITOR’S NOTE: The following report was 
filed from the location site during the actual 
filming of "THE ISLAND OF DR. MOREAU”. 
However, because it was thought inad¬ 
visable to reveal at that time some of the un¬ 
usual techniques involved in the filming, it 
was decided to withhold publication of the 
piece until the release of the film.) 

ST. CROIX, U.S. Virgin Islands 

The long haul from Los Angeles, via 
Miami to this Caribbean island para¬ 
dise is worth all the bother once you 
touch down at the airport. I haven’t 
been here for a couple of years, not 
since the first Virgin Islands Film Fes¬ 
tival (see American Cinematographer, 

January, 1976), but the magic is still the 
same — scenery almost too lush to be 
real, a near-perfect climate, friendly lo¬ 
cal people who walk, talk and dance 
with a calypso lilt. It’s good to be back. 

It’s good, also, to see at the airport 
the familiar figure of Win deLugo, 
Director of the U.S. Virgin Islands Film 
Promotion Office, waiting to collect me. 
It was Win and Eric Matthews (Assis¬ 
tant Director of the Film Promotion 
Office) who have invited me here to 
observe the filming of the American 
International Pictures production of 
H.G. Wells’ “THE ISLAND OF DR. 
MOREAU”. 

For Win and Eric, both ex-actor 
producers, this picture represents a 
special sort of milestone. Budgeted at 
almost $5,000,000, it is the biggest 
project that they have lured to these 
islands and shepherded all the way 
through production. It represents the 
culmination of a dream they had four 
years ago when they opened their 
office, convinced that since the U.S. 
Virgin Islands were the only English- 
speaking islands under the American 
flag in the Caribbean area, they might 
become the center of a thriving new 
film industry. There was good reason 
for such optimism. This American terri¬ 
tory, a duty-free port since 1917, boasts 
a stable government, U.S. currency, 
standard Stateside 115-volt electric 
current, excellent hotels capable of 
accommodating a large film company, 
catering services, building facilities, 
etc. In addition — and perhaps most 
important of all — there is no need for 
customs bonds, visas or work permits, 
and shooting permit red tape has been 
reduced to an absolute minimum. All 
this and a wide variety of spectacular 
scenery, plus year-round favorable 
shooting weather. It adds up. 

The track record of the Film 
Promotion Office is impressive indeed. 
Prior to its approval by the Virgin 
Islands Legislature in the fall of 1972 
(and the actual opening of the bureau 
in July, 1973), film production on these 
shores was virtually nil. But each year 
since its opening, the Office has man¬ 
aged to double the amount of money 
put into circulation by film and tele¬ 
vision production companies shooting 
here. This happy result is largely due to 
a willingness on the part of Win and 
Eric to make their facilities available 24 
hours a day, seven days a week and to 
provide preproduction, scouting and 
logistical services to producers free of 
charge. They have never worked 
harder than on the current project, but 
it is paying off. 

On the way out to the location site, 
Win tells me a bit about the “DR. 
MOREAU” film. “This H.G. Wells classic 
was brought to the screen once before 
— 35 years ago — under the title of 
‘ISLAND OF LOST SOULS’, and it 
starred Charles Laughton, Richard 
Arlen and Bela Lugosi,” he tells me. 
“The current version stars Burt Lan¬ 
caster, Michael York and Richard 
Basehart in the same roles. The execu¬ 
tive producers are Samuel Z. Arkoff 
and Sandy Howard, and the director is 
Don Taylor. The period of the story is 
1896 and the central character, Dr. 
Moreau, is a dedicated scientist who is 
seeking to isolate and recombine the 
chromosomes which determine the 
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(LEFT) In a verdant valley at Davis Bay on the island of St. Croix stands the compound built by American International technicians 
and local labor to serve as the main set for “THE ISLAND OF DR. MOREAU”. At left is the tropicalized Victorian mansion of Dr. 
Moreau. To the right is a private zoo and the “House of Pain”, where Moreau’s surgery is located. (RIGHT) The camera is placed on 
a parallel above the water to shoot an ocean scene at dusk. 

shape of all living things. His experi¬ 
ments in shuffling DNA molecules 
result in the creation of half-man/half¬ 
beast mutations called ‘Humanimals’, 
and then all hell breaks loose. Con¬ 
sidering the experiments which are 
going on today in the controversial field 
of recombinant biology, the theme of 
this period piece seems strangely up- 
to-date.” 

The Perfect Location 
We arrive at the entrance to Davis 

Bay, the location site in which virtually 

the entire picture is being filmed. The 
guard at the gate, recognizing Win, 
allows our car to pass through and we 
follow a winding road deep into dense 
undergrowth. This is, in fact, a rain 
forest, the only one in the archipelago 
— but to my fascinated eyes it appears 
to be a proper Tarzan-type jungle, 
complete with dangling vines suitable 
for swinging from tree to tree. 

A bit farther on, we find ourselves in 
a clearing filled with animal cages. The 
occupants include lions, tigers, black 
panthers, bears, wild boars, bulls, 

hyenas, and a cunning spotted and 
striped little wildcat known as a serval. 
There are also two tiny, newborn black 
panther kittens. The 30 animals which 
comprise this mini-zoo got here the 
hard way. “Affection trained” by Ralph 
and Toni Heifer, they were shipped 
from the Enchanted Village near Los 
Angeles by truck to Miami, and then by 
a slow five-day freighter to the Virgin 
Islands. The poor critters, I’m told, were 
seasick all the way. 

You’d never know it now. They all 
appear hale and hearty. Even the hyena 
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HHHH 
(LEFT) Black tarpaulin shrouds block out the fine weather, so that night interiors can be shot inside the mansion. (CENTER) Director 
of Photography Gerry Fisher, BSC discusses a camera setup with Director Don Taylor. (RIGHT) Young animal handler takes a tiger 
for a walk. (BELOW LEFT) Cast and crew people stand by warily as untamed wild boar runs loose. (CENTER) Trying to get a hyena to 
hit his marks for multiple cameras is no laughing matter. (RIGHT) Burt Lancaster, starring in the title role, gives an interview to Bob 
McCoy, Entertainment Editor of the San Juan (Puerto Rico) Star. (Photographs by David Leighton Cover, Win deLugo and Herb 
Lightman.) 
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(LEFT) Setting up to shoot a jungle scene with Nigel Davenport and Michael York. (RIGHT) The home of Dr. Moreau is a triumph of 
architectural characterization by Production Designer Philip Jefferies. Basically a Victorian mansion with a few tropical touches — 
such as jalousie shutters and a thatched roof — it accurately reflects the personality of its owner. Built of new lumber only a few 
weeks before shooting began, it was skillfully “aged” by painter Jimmy Woods. 

is a laugh a minute. The two black pan¬ 
ther cubs, Burt and Mike (named after 
Lancaster and York, respectively), 
seem especially chipper. A young 
trainer strolls by with a huge Bengal 
tiger on a leash, just as casually as if he 
were walking a poodle in Beverly Hills. 

Just beyond the animal compound 
area sits a structure that defies descrip¬ 
tion. From the outside it looks vaguely 
like a big bundle of kindling wood sup¬ 
ported by overhead beams, but when 
inside, I find that it is a man-made cave, 
the lair of the Humanimals. As man¬ 
made caves go, it is a masterpiece of 
construction. Fabricated of sprayed 
and moulded Styrofoam, it looks like 
something that nature would have 
taken millions of years to carve out. 
There are even “wild boulders” that can 
be hauled out to make room for the 
cameras, but it strikes me that lighting 
this set would be something else again. 

As we drive farther into the jungle, 
we see temporary structures that have 
been thrown up to house Wardrobe, 
Makeup and whatever. There is also a 
stone structure that looks quite perma¬ 
nent and this has been converted into 
the commissary. 
Charles Addams in the Jungle 

Up ahead there appears to be a siz¬ 

able compound surrounded by a tall 
bamboo stockade. As we draw closer, I 
see that a two-story frame house domi¬ 
nates the compound. Though the archi¬ 
tecture is basically classic Victorian, it 
has a few jungle touches — Somerset 
Maugham shutters and a thatched roof 
— and there is a definite Charles Ad¬ 
dams aura to the design. Most of the 
interiors are practical and are furnished 
with the incongruously rococo pieces 
that colonials typically used to drag 
through jungles. 

Dr. Moreau’s house is a triumph of 
architectural characterization by 
Production Designer Philip Jefferies 
(perhaps best known for his design of 
“BUTCH CASSIDY AND THE SUN¬ 
DANCE KID”). A former comic strip 
cartoonist who later became an illus¬ 
trator, Jefferies, quite surprisingly, has 
never had academic training in archi¬ 
tecture. Instead, he studied it on his 
own, but strictly as it related to motion 
picture set design. He is a firm believer 
in the theory that a good set is an ex¬ 
tension of the personality of the 
character who inhabits it. For this 
reason, the operating room in Dr. 
Moreau’s home (even though the 
Humanimals call it “The House of 
Pain”) is no bizarre Frankenstein lab fit 

for a mad scientist. It is, rather, the tidy 
surgery of a dedicated medical experi¬ 
mentalist, who just happens to be 
slightly nutty over chromosomes. 

Some of the credit for the belie- 
vability of the sets must go to set 
painter Jimmy Woods, a master of the 
art of aging brand new buildings. Such 
a triumph is Dr. Moreau’s house, built 
only a few weeks before of choice new 
lumber, but now appearing to have 
stood rotting in the jungle for at least a 
century. From his 17 years of exper¬ 
ience in the film industry, the youthful- 
appearing Woods knows that color film 
tends to flatter just about everything, so 
it is necessary to overdo the aging in 
order to achieve a credible result. In 
order to do this, he sprays the surface 
first with asphaltum, followed by white 
latex. He then uses such “aging” colors 
as raw umber, sienna and burnt sienna. 
The final result features water stains, 
bleached-out pigments and peeling 
layers of paint. If that isn’t enough, he 
adds a dirt-colored wash. 

It was Woods, also, who was respon¬ 
sible for creating the rocks of which the 
man-made cave is composed. He did 
this by shooting foam into a plastic bag 
and then painting it, being most care¬ 
ful to duplicate the actual color of the 

(LEFT) A somewhat unnerving sight, if you happen to have a hangover. Hyenaman Fumio Demura cranks off a few snapshots. 
(RIGHT) This truck with its twin generators (brought over from mainland U.S.A.) provided 1500 amps of electricity in the middle of 
the jungle. Except for the British camera crew, this was a transplanted Hollywood production, with technicians, actors, stuntmen 
and even the animals brought in from the West Coast. 



(LEFT) Looking a bit like a hobo iean-to from the outside, this cave set served to introduce the “Humanimals”, creatures that are 
half-beast and half-human. Lighting the interior of the cave was a considerable challenge, even though ports for lights and camera 
were built in. (RIGHT) Filming a scene of Michael York as he awakens from chemical-induced coma to find he is changing into an 
animal. There are no studio scenes in the film. All interiors were shot in the sets built on location. 

rock native to that area. 
Browsing about the compound, I get 

my first glimpse of the Humanimals. 
Dressed in tattered rags, they sport the 
heads of bulls, boars, bears and 
hyenas. It’s like Saturday night on 
Hollywood Boulevard. The makeups 
are masterful in design and execution. 

Hanging by the neck in the pathway 
to the compound is a dummy, “stand¬ 
ing in” for Dr. Moreau himself. Burt 
Lancaster, who plays the role of the 
chromosome-mad doctor in the 
picture, has already completed his 
acting stint and left the location, but the 
dummy turning in the trade wind is a 
grim reminder of his rather forceful 
presence. 

We make our way down to the 
beachfront where the company is 
shooting, and here there are a couple 
of familiar faces. Director Don Taylor is 
blocking a scene with Michael York, 
whom il’d last seen on the set of 
“LOGAN’S RUN” at M-G-M. But this 
time he’s not the clean, scrubbed 
Sandman of the 23rd Century; he’s 
made up to appear more like a cross 
between a hippie and a werewolf. I 
gather that, at this point in the script, 
he’s had a shot of Dr. Moreau’s magic 
chromosome juice. 

Atop a parallel, busily setting up a 
camera angle, is another old friend — 
Director of Photography Gerry Fisher, 
BSC. When last we met it was on the set 
of “THE ADVENTURE OF SHER¬ 
LOCK HOLMES’ SMARTER BROTH¬ 
ER” at Shepperton Studios in London. 
When he sees me, he takes time out for 
a brief but warm reunion; then his eye 
is back in the viewfinder. 

The scene to be shot has Michael 
York and the lushly feline Barbara 
Carrera apparently trying to escape 
from the island in a small boat, while a 
rabid little Hyenaman goes thrashing 
out into the water in an attempt to pre¬ 
vent their departure. Getting this scene 
satisfactorily onto film involves a tough 

struggle, but finally it’s in the can. The 
doughty little Hyenaman, somewhat 
waterlogged, but still game, staggers 
ashore to dry out. 

Turning Beasts into Men 

The story line of “THE ISLAND OF 
DR. MOREAU” is based upon the prem¬ 
ise that the good doctor, with all his jug¬ 
gling of chromosomes, never succeeds 
in transforming so-called lower animals 
completely into humans. They always 
get stuck somewhere in between — an 
awkward situation, to say the least, and 
one that leads to his ultimate undoing. 

To materialize these hybrid creatures 
on the screen, so that they are credible 
— and not laughable — takes a bit of 
doing. Who better to do it than the 
award-winning team of John Chambers 
and Dan Striepeke (“PLANET OF THE 
APES”), aided by former apprentice 
Tom Burman? 

Watching them convert actors, extras 
and stuntmen into a wide variety of 
Humanimals is a fascinating exper¬ 
ience. In most cases, it takes four hours 
to do the complete job, starting at 4 a.m. 
The process is most complex. It begins 
with the application to the face of latex 
foam “appliances”, which are segments 

that change the contours of the fea¬ 
tures. In the case of the Humanimals, 
the appliances included such exotica as 
snouts, muzzles and forehead pieces 
complete with horns. These are affixed 
to the skin with spirit gum, sealed with 
liquid rubber and blended at the edges 
with castor oil-based makeup. 

But that’s only the beginning. Also in¬ 
volved are wigs, facial hair, body hair, 
fangs, claws, hooves and (in some 
cases) full “animal” contact lenses. The 
latter are special lenses that completely 
cover the front of the eyeball, radically 
changing the appearance of the actor. 
An expert local optometrist, Dr. Peter 
Kumpitch, has been trained by Cham¬ 
bers to insert and remove the special 
lenses. He tells me he’s enjoying the 
novelty of the experience, even though 
it takes him away from his normal prac¬ 
tice. 

The Fiery Finish 

Judging from what I can gather of the 
story line, not having read the script, 
“THE ISLAND OF DR. MOREAU” ends 
in fiery cataclysm. Moreau is left hang¬ 
ing by the neck; the Humanimals and 
real animals tangle in mortal combat; 
the compound catches fire and the Vic- 

Win deLugo (LEFT), Director of the U.S. Virgin Islands Film Promotion Office and Eric 
Matthews (RIGHT), Assistant Director, both former actors and producers, have a 
unique first-hand understanding of the problems of film production. Their office is on 
call 24 hours a day, seven days a week to aid producers in every way, providing 
preproduction, location scouting and logistical services without charge. They were 
instrumental in bringing “DR. MOREAU” to St. Croix and provided constant aid to the 
company throughout production. 



(LEFT) Lining up for a low-angle shot of the Hyenaman, as he takes a spill while trying to ride the wild boar. (RIGHT) Twenty-two- 
year-old animal handler David Wilson plays tag with a tiger. The big cats romp and play like pussycats and are especially fond of the 
chase. (BELOW LEFT) The front facade of Dr. Moreau’s mansion — right out of a story by Somerset Maugham. (CENTER) Looking 
like tourists in beach togs, the camera people line up a scene. (RIGHT) A fairly high beach shot, filmed from a parallel. In this case, 
Michael York’s arrival on the island. 

torian mansion is ultimately consumed 
by the flames. After all, you’ve got to 
give the paying customers something 
they aren’t likely to see on TV. 

All through this production, Win de- 
Lugo and Eric Matthews, representing 
the Film Promotion Office, have been 
bending over backwards to secure for 
the film company everything it needs or 
wants — and they have done in incred¬ 
ible job. However, the one time they are 
stymied is when they receive a request 
from the top production brass for 
permission to set nearby Buck Island on 
fire. Since Buck Island happens to be a 
national park, the request, of course, 
has to be denied, and the film-makers 
decide to settle for setting their own 
compound on fire. 

The filming of this sequence takes 
place over several days, and it’s any¬ 
thing but simple. Gas pipes have to be 
strategically placed and the fire depart¬ 
ment stands by constantly to put out the 
flames after each take. As if that weren’t 
complicated enough, in the midst of all 
the fiery bedlam, the real animals are 
running amok and fighting with the 

Humanimals. I have immense admi¬ 
ration for the animal handlers who are 
controlling the beasties so well with all 
that fire blazing forth. However, the one 
animal that spooks even them is the wild 
boar. He really is wild, and everyone 
gives him a wide berth. 

I talk with second unit cameraman 
Ron Taylor, who is responsible for get¬ 
ting all of this onto film and he says: 
“The sequence we are shooting at the 
moment, with all thefire and the multiple 
action of lions, tigers and bears, could 
be very exciting. I’m trying to coordinate 
my effort with that of the animal experts, 
so that we can get the greatest visual 
impact out of the action. One major 
problem is that some of the animals — 
the lions, for instance — have been 
brought up with so much love and care, 
and are, as a result, so gentle, that 
we’ve had a job making them look fero¬ 
cious. We shot a fight between a tiger 
and the Bullman and, in order to get the 
tiger really annoyed, we gave him his 
food and then tried to take it away from 
him. We got some very good close re¬ 
action shots in which he was extremely 

annoyed, but it took him a long time to 
cool down afterward.” 

Before departing from St. Croix, I 
have dinner with Director of Photog¬ 
raphy Gerry Fisher, during the course of 
which we are able to have a relatively 
quiet chat about the visual aspects of 
the production. Our conversation runs 
as follows: 

QUESTION: What do you regard as 
your foremost challenge in photo¬ 
graphing “THE ISLAND OF DR. 
MOREAU”? 

FISHER: Capturing the interest of the 
audience to the point where they will 
forego their suspicion and, more than 
that, suspend their disbelief. In a 
fantasy-adventure film such as this, you 
have to make people want to believe 
what you are going to show them — 
even though it may not be acceptable 
according to strict standards of credi¬ 
bility. This, of course, is a problem for 
the screenplay writer, the director and 
the actors — but it is equally a prob¬ 
lem for the cinematographer. 
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QUESTION: Could you enlarge upon 
that latter point? 

FISHER: Well, for example, the writer 
takes a pencil and a blank piece of 
paper and he writes: “The man looks 
up and sees something inde¬ 
scribable.” Now, all it takes for him to 
write that is a pencil and a piece of 
paper, but you, as a cinematographer, 
have to photograph something “in¬ 
describable”. So now you can’t do that 
physically, but what you have to do is 
produce an atmosphere in which 
someone can react as if there were 
something indescribable in front of 
him. Then, when you look at what he 
sees, it isn’t something indescribable; 
it’s just something used to give the 
effect of something indescribable. But 
you've got to photograph it — and 
that's our problem. 

QUESTION: And how have you been 
coping with that problem? 

FISHER: There’s really only one way to 
cope with it. Frankly, you have to se¬ 
duce the audience to the point at which 
the indescribable and the unimag¬ 
inable become visible to them — and 
it's only possible to do that if you’ve 
captured their imagination in the first 
place. Once you’ve done that, they will 
want to believe, because they want to 
be entertained. They're not sluggards. 

They’re not trying to hold themselves 
back. They want to be stimulated by 
adventurous movies. They want to have 
excitement. They want to go to see a 
film and be detached from their 
ordinary lives. They want to have the 
whole experience of the adventure. 
They are very willing, even anxious, to 
be in your hands, as far as the molding 
of their minds is concerned. They’re not 
holding back: they’re not being critical 
all the time and saying: “I noticed in that 
scene that somebody’s foot didn’t look 
right.” They don’t care about those 
things. They want to be carried along 
by the swell of the story. We've been 
trying to do our bit behind the camera 
to make that happen. 

QUESTION: What do you think of the 
choice of the St. Croix area as a basic 
location for this film? 

FISHER: I think it is an outstanding 
choice. I don’t think I’ve ever been on a 
film for which the location site was so 
well chosen. We had to have an island 
situation and we have it here. It's a 
perfect situation, both in terms of 
weather and tropical atmosphere. We 
have the beach, the jungle, the palm 
trees and. in the middle of it all, a won¬ 
derfully contrived set designed by Phil 
Jefferies. It’s a grand stockaded 
compound — outrageous, unbeliev¬ 
able. yet completely in character with a 

Director of Photography Gerry Fisher, 
BSC, who loves a challenge, found 
plenty inherent in the problems of film¬ 
ing this most unusual fantasy-action 
melodrama, but, by his own admission, 
loved every moment of it. 

Victorian novel of this kind. I think it is 
outstanding. I think the entire 
production and the provisions for us to 
make the film have been truly out¬ 
standing. There has been nothing that 
we've needed that we haven't had. 

QUESTION: To what extent were you 
involved in the planning during the 
pre-production phase? 
Continued on Page 860 

(LEFT) Filming at Davis Bay, St. Croix, in preparation for Michael York’s escape scene with Barbara Carrera. (CENTER) Shooting 
hand-held scenes of York’s escape from the island. (RIGHT) Technicians look on, as local firemen hose down the flames. The body 
of Dr. Moreau (Burt Lancaster) can be seen in silhouette, hanging in front of his flaming empire. (BELOW LEFT) Hand-holding 
cameras, as Michael York surveys damage to his boat. (CENTER) A liberated bear comes lumbering toward the camera from the 
burning building. (RIGHT) Flames, ignited repeatedly for the filming, were so well controlled by St. Croix fire department that very 
little vegetation suffered from heat or scorching. 



Lions nnn TIGERS nnn PRncncnLLY cycRYiiimG 
Fierce jungle beasts that rage and fight their way across the screen 

for “DR. MOREAU” are actually much-loved gentle pussy-cats off camera 

If “THE ISLAND OF DR. MOREAU” 
proves to be a box office hit, part of its 
success will have to be credited to the 
magnificent animals that appear in the 
film and to their skilled and patient train¬ 
ers. The animals were provided by the 
Enchanted Village in Buena Park, Cali¬ 
fornia, which is owned and operated by 
Ralph and Toni Heifer. 

The comments which follow detail 
some of the problems of working with 
the animals on this picture and the 
methods used to solve those problems 
and get the spectacular action required: 

RALPH HELPER 
Animal Supervisor 

We’ve been in the business of work¬ 
ing with animals for about 26 years and, 
during that period of time, we’ve done 
about 5,000 motion picture and tele¬ 
vision productions. 

Many years ago when I was quite 
young, I was doing stunt work and work¬ 
ing animals in movies for other people. I 
was doing it their way — which was re¬ 
ferred to as “Fear Training” — and that 
method kept putting me in the hospital, 
because it was the wrong way to do it. 
The animals didn’t enjoy it and neither 
did I. It was nothing but fang and claw, 
which I believe was largely an ego trip in 
those days. 

It was at that time that I developed a 
new concept, a new way to go, and I 
called it “Affection Training”. It is a type 
of training based on the emotional rela¬ 
tionship between man and animal. It’s 
also based on love and respect, plus 
patience and understanding. That pro¬ 
cedure has revolutionized the motion 
picture and TV industries, in that it per¬ 
mits them to do things that never would 
have been possible with Fear Training. 
It has made possible such shows as 
“DAKTARI”, “GENTLE BEN’’ and 
“COWBOY IN AFRICA”. 

Because ofthe way “THE ISLAND OF 
DR. MOREAU” is written, it could not 
have been done without Affection Train- 
ing. Fear Training could not have 
accomplished what this script called for. 
The whole concept of love with respect, 
we now know, is the way to go, and we 

hope other people will pick up on it. We 
would like to see it used in conservation 
programs and veterinary medicine and 
progress to a point where it will help 
animals to survive. As it is today, most 
animals are not Affection Trained and 
they are leaving the earth very fast. 

(ABOVE RIGHT) Animal Supervisor Ralph Heifer, shown here with feline friend, owns and operates the Enchanted Village wild 
animal park in California and has trained animals for some 5,000 film and TV projects. (BELOW LEFT) Animals in containerized 
module arrive at location site on St. Croix, U.S. Virgin Islands. (RIGHT) Cages for the animals are set up on location. What did it take 
to get them from Buena Park to St. Croix? It took six days cross country by trailer and then a five-day boat ride from Miami to St. 
Croix at a total cost of $70,000. 



(LEFT) Head animal trainer Carl Thompson has a heart-to-heart chat with one of the actors who just can’t bear inactivity. (RIGHT) 
Thompson stalks a leopard, as it leads him out on a limb. All of the animals appearing in “THE ISLAND OF DR. MOREAU” were 
Affection-Trained — except for the wild boar, which wasn’t trained at all. Such training, based on an emotional relationship 
between man and animal, requires love and respect, plus patience and understanding. 

There is what we call the “wall of 
fear”, and under those conditions ani¬ 
mals do not breed. You walk into a zoo 
and there’s a wall of fear between you 
and the animals. That’s a horrible exis¬ 
tence for an animal — knowing that dur¬ 
ing every waking moment the enemy is 
walking around him. With Affection 
Training, that’s not the case. There’s a 
great emotional love between the 
people and the animals. Therefore, the 
breeding programs are good. It’s a 
whole new outlook on how man should 
work with animals, and we are very ex¬ 
cited about it. 

“THE ISLAND OF DR. MOREAU” is a 
unique project in that the producer, 
Sandy Howard, said to me: “Ralph, 
would you literally write the last ten mi¬ 
nutes of the film for me? I want a cata¬ 
clysmic ending with a lot of animal ac¬ 
tion, but the scriptwriters couldn’t be 
specific because they are not sure what 
your animals can do.” 

Well, they can do quite a lot of things. 
For example, in that final sequence we 
have a Brahma bull jumping through a 
simulated solid wall with a Lionman on 
his back. We have tremendous tiger 
fights. We have a black leopard falling 
off a two-story building. We have a wild 
boar that charges out of the barn drag¬ 
ging a man. We have a man being 
mauled by a 500-pound lion. All sorts of 
things like that are cut together at the 
end of the film to make it quite a finale. It 
could end up as a classic of its type. 

The producers are super people to 
work for. They have given us everything 
that was needed to make a picture of 
this type. My wife, Toni, has been here 
during the entire time of shooting. I’ve 
had to go back and fourth quite a bit, but 
she’s literally baby-sat the whole pro¬ 
duction. We’re looking forward to the 
release of the picture. 

DAVID WILSON 
Animal Trainer 

Before we even start filming, there is a 

rapport that I must build up with each 
animal that I’ll be working with. They 
have to trust me; they have to know that 
I am friendly, but that I also demand a 
certain respect. If they get a little wild or 
out of hand, I’ve got to be able to come 
down on them. They have to expect that, 
so that when I slack off and tell them to 
do something again, there will be no 
trouble. Sometimes we have to make as 
many as 25 takes on a scene, and those 
tigers or lions will do that for me without 
giving it a second thought. They will at¬ 
tack me or run through a fire, or what¬ 
ever is required in the scene, and they 
will do it repeatedly. They have an awful 
lot of trust in the person on the other end 
of the leash. 

I’ve been with these animals for about 
a year and a half now and I’m with them 
every day. I clean them, feed them and 
take them out for exercise. All of this 
builds rapport. When I sit down next to 
them, they know everything is alright. 
They know that there’s nothing in the 
world that’s going to hurt them. In fact, 
they’ll crawl right over onto my lap and 
Continued on Page 859 

(ABOVE RIGHT) Star of the film, Michael York, cuddles a serval, the beautiful little 
South African wildcat featured prominently in the film. (BELOW) Twenty-two-year-old 
animal trainer David Wilson romps and plays on the beach with his favorite lion, while 
Carl Thompson looks on. Wilson doesn’t Care if the big cats chase him and jump on 
him. They’re showing affection and doing what comes naturally. 



CHANGING BEASTS INTO MEN - ALMOST 
It took four hours of highly technical creative makeup each morning to 

Rx# mwN PHAMRFRR synthesize convincingly the hybrid “Humanimals” for “DR. MOREAU” 

Based, as it is, on an H.G. Wells 
story, “THE ISLAND OF DR. 
MOREAU” is, in my opinion, a winner to 
start with. It had been made once be¬ 
fore by Paramount under the title of 
“ISLAND OF LOST SOULS” and had 
become a classic, but we felt that with 
the new makeup techniques that are 
now available, we had a marvelous 
opportunity to go beyond the original, 
while in no way detracting from it. The 
challenge was there, and that’s what we 
tried to do. 

Dan Striepeke, who is my associate, 
and I started about a year-and-a-half 
ago to work on the project for Sandy 
Howard Productions. We hired an artist 
and gave him some input on how we 
wanted the “Humanimals”, as we 
named them, to look. He sketched 
these visual concepts on paper and we 
seemed to get a good working type of 
character for each one of these crea¬ 
tures right from the start. From there 
we went to small, three-dimensional 
models of the basic creatures — the 

Boarman, the Lionman, the Bullman 
and all the rest. Again we were for¬ 
tunate, because the powers that were 
— the people who controlled the 
budget and those who had the creative 
say — all liked what we came up with, 
and we got our go-ahead. 

The next step was to select the 
people who would wear these ela¬ 
borate disguises and this was done in 
collaboration with Ralph Heifer, who 
was to supply the people who would 
handle or work against the many actual 

(ABOVE LEFT) The Hyenaman, one of the “Humanimals” most prominently featured in the film, was called upon to make his nose quiver 
constantly in closeups — no small feat in such makeup. (RIGHT) The Boarman takes a break to have his makeup touched up. (BELOW LEFT) 
The Boarman, played by a rotund actor who calls himself “The Great John L”, has a bit of color added to his snout. (RIGHT) A chic wig is 
positioned to enhance the Boarman’s image. The eight principal Humanimals, assigned very demanding roles, were played by skilled actors 
and/or stuntmen. 



Affixing latex foam “appliances” to the hide of the Tigerman with spirit gum. At right is 
makeup wizard John Chambers, who won a special Academy Award in 1969 for “Out¬ 
standing Achievement in Makeup Artistry” in recognition of his work on “PLANET OF THE 
APES”. For this film, Chambers had to develop new materials and procedures to cope with 
the demands of the tropical climate. 

wild animals in the film. Whereas on 
past pictures like “PLANET OF THE 
APES”, we had a certain license in 
picking people to meet our require¬ 
ments, now we had to choose people 
who could work with the animals, in 
addition to being actors and stuntmen. 

wnen the proper people had been 
selected, we started the actual impres¬ 
sions and created the three-dimen¬ 
sional facial characteristics with foam- 
latex appliances. From there we 
designed and executed the full make¬ 
up. It took us many months of working 
in the laboratory at 20th Century-Fox, 
which we had rented for our chores. 

The producers reached a point 
where it was decided that there should 
be a rewrite of the script, but we clung 
to our original concepts of how we felt 
the creatures ought to look and, for¬ 
tunately, the writers stayed within those 

confines. They wrote their new script 
around what we had created, and we 
didn’t have to “remake” any of the crea¬ 
tures. However, they did add more of 
them and up until the time that we 
arrived on St. Croix, a couple of weeks 
before shooting was to start, we were 
still testing and refining the various 
makeups. As luck had it, on the last day 
before the start of shooting they saw 
rushes of our tests and liked what they 
saw. From there on it was the familiar 
story of hard work, of getting up early in 
the morning and going to bed late at 
night. But when you are on a project 
that you feel is worthwhile and seems to 
be progressing well, you accept that 
routine with pride and keep going at it. 

Throughout the production we’ve 
had 12 makeup artists and three hair¬ 
stylists working full time. It’s a very inti¬ 
mate production and there are only 

eight principal Humanimals, but the 
intricacy of their makeup usually 
requires two persons to each creature. 
It is not the head alone that is involved; 
there are the feet, the hands, the teeth 
and the eyes. In some cases we’ve 
been involved “bodily”, too. We’ve had 
to reach over into wardrobe and help 
them develop the fur garments, 
because they didn’t have technicians to 
do that sort of thing. It isn’t like ordering 
a fur suit for the Ice Capades or some¬ 
thing like that. 

When we did “PLANET OF THE 
APES” we were involved with ape crea¬ 
tures — various members of the simian 
family. Once I arrived at a concept and 
it was accepted, we just varied it to suit 
a gorilla or a chimp or an orangou¬ 
tang. They were all members of the 
same animal family, but with different 
facial characteristics. On the other 
hand, in “DR. MOREAU” we were 
dealing with creatures that were very 
different from one another. The Lion- 
man and Tigerman were similar up to a 
point, but then there were the Boar- 
man, the Bullman, the Hyenaman and 
the Bearman — all varied types. 

For the Boarman we wanted a 
piglike, brutish look. For the Bullman 
we were after a big bull-shoulder effect 
and, even though the man selected to 
play the role was a pretty good-sized 
athlete, we had to be careful not to 
pack him up with a lot of hokey-pokey 
that would have made him look like a 
teddy bear. There is a very thin line 
between something that is believable 
and something that gets laughs, and it’s 
really very easy to get laughed at. How¬ 
ever, I’m positive that no one is going to 
laugh at our creatures. They haven’t 
yet. They’ve marveled at the effect, but 
no one has laughed or said, “Isn’t he 
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(LEFT) The complex makeup for the Bullman required an intricate headpiece, complete with horns. In a fight with a real tiger, he wore a 
protective fiberglass headpiece under the makeup, which saved him from injury when the tiger bit him on the head. (RIGHT) The physiognomy 
of the Hyenaman required several appliances, painstakingly built up and then covered with hair. A corps of twelve makeup artists 
accomplished such tasks each morning, beginning at 4 a.m. and usually requiring about four hours to do the job on each Humanimal. 



(LEFT) Latex foam appliances hanging on a wall, ready for use when needed. Many sets of appliances were made for each character, but due 
to unscheduled demand for the services of certain types, supplies were depleted and used appliances had to be carefully salvaged and 
cleaned for reuse. (RIGHT) A poignant closeup of the Bullman, in which the almost human expression accurately conveys the sadness of the 
Humanimals’ plight — trapped, as they were, in limbo between two worlds. 

cute!” I don’t want to hear that. I want 
them to say, “Wow, isn’t he strange.” 
That’s what we’ve been getting, so I feel 
pretty secure that we are on the right 
track. 

I mentioned the fact that we had 
eight principal Humanimals. These are 
the creatures that figure prominently in 
the action and appear close to the 
camera. They wear the soft rubber- 
foam appliances that have to be 
critically adapted. Then there are back¬ 
ground creatures that wear over-the- 
head masks. We started out with 10 or 
11 of those, but found that we didn’t 
have nearly enough, because they kept 
getting killed off. So we’ve been 
devising new makeup types as we went 
along — taking a cast-off creature that 
they felt wasn’t going to be appealing 
enough and compositing it with some¬ 
thing else to make another creature. 
This is improvisation, but it has been 
working out and we’ve been providing 
them with an abundant supply of 
creatures. Some pretty weird char¬ 
acters keep popping up here and there, 
but the masks hold up well, as long as 
these types stay in the background. I 
think that the director, Don Taylor, is 
very wise in not trying to get more out of 
them than what they were intended to 
be. 

There is one factor in this assign¬ 
ment that makes it especially difficult. 
Whereas, in “PLANET OF THE APES” 
we would design a set of appliances for 
each character and that was it, in this 
film we have to show metamorphosis 
from pure animal to something that is 
almost pure human being. That turned 
out to be a very ticklish situation and for 
cosmetics we got a bit too involved in 
some instances. There was the 
question of how many phases of 
Continued on Page 864 

(ABOVE) John Chambers aids local optometrist, Dr. Peter Kumpitch, in inserting 
special “animal” contact lenses that fully cover the eye. (BELOW) A distinguished 
group of Humanimals. (Left to Right:) The Boarman (“The Great John L”); Sayer of the 
Law (Richard Basehart); The Tigerman (John Gillespie); The Hyenaman (Fumio De- 
mura); and The Lionman (Gary Baxley). In less skilled hands, such bizarre charac¬ 
terizations could have proved laughable, but they come through with absolute credi¬ 
bility on screen. 
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Lee Filters 

Lee Filters Ltd., Central Way, Walworth Industrial Estate, 
Andover, Hampshire, England. 
Tel: 0264 66245. 

In the world of modern lighting filters, the 
leading name is Lee. 
A range of 46 colours means you can always 
choose the right filter for the job. 
And Lee’s sophisticated manufacturing 
facilities mean that you can rely on 
consistent colour quality every time. 
Add to this the fact that Lee Filters are made 
from an immensely strong polyester base, 
giving double the life of conventional filters, 
and you can see why Lee Filters are the 
number one choice throughout the film and 
television industries. 
Available ex-stock from us or appointed Lee 
dealers—with airfreight delivery to any point 
in the U.S. inside 24 hours. From our east 
and west coast distributors. 
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LIONS AND TIGERS 
Continued from Page 853 

just lie there, knowing everything is al¬ 
right. 

It’s either that, or I get down on all 
fours and give them their cue to attack. 
They’ll come running and hit me and 
knock me flat on the ground. That’s how 
they get their feeling of security. It’s just 
reinforced natural behavior, but it has to 
be reinforced with a certain cue. 

There have been a few unusual prob¬ 
lems on this picture. For example, some 
of the animals were not ready forthe fire 
we’ve been using. They all have to work 
around it, but there are some that it 
doesn’t bother at all. We staged a lion 
and tigerfight while a building was com¬ 
pletely engulfed in flames, and every¬ 
thing came out beautifully. Nobody got 
hurt, and as soon as we pulled them 
apart they were great. We just walked 
them back home. 

They needed a shot of the little serval 
cat running through the forest, and we 
couldn’t figure out how to get it to run 
through the forest. We noticed that the 
cat really likes a certain dog that we 
brought along, so we put the dog in front 
of her and the guy who owns the dog 
went way off in the distance and called 
the dog. The dog took off, and the serval 
cat chased him all the way. You’ve got to 
know those little tricks, but mainly, 
you’ve got to know animal behavior. 
You’ve got to understand their natural 
habits and be able to work on them to 
get what you want. 

The hyena we’re using in this picture 
is the only working hyena in the world, 
as far as I know. Hyenas are really dif¬ 
ferent. They’re wild dogs and they’re ex¬ 
tremely smart. They can look at you and 
read what is going on. They can pick up 
your heart beat, your perspiration and 
whether you are nervous or not, from six 
or eight feet away. Their senses are 
very keen. The hyena we have here has 
been raised by Toni Heifer and he’s re¬ 
ally good around her — but he’s still a 
hyena. Hyenas have the strongest jaws 

It would appear from this photograph that expert animal trainer and stuntwoman Toni 
Heifer has learned to stand like a bear. The tiger behind her doesn’t seem to mind. 
Mrs. Heifer was part of a party that rescued from Haiti a much-abused tiger that was 
destined to fight a “duel to the death” with a Japanese karate expert. The weakened 
animal was nursed back to health on St. Croix. 

in the world, so you don’t want to push 
your luck with them. 

Most of these animals we’ve had for a 
year or two and everybody knows their 
histories, because they’ve been hand- 
raised. But the boar we have is a com¬ 
pletely wild boar. Nobody has ever han¬ 
dled him. A European wild boar is a very 
healthy animal and he can make 
mincemeat out of you with his tusks. He 
also has wicked claws on his hooves. 
When he comes at you and swings with 
his head, that’s like having 400 pounds 
throwing you into the air. You can have 
eight guys on the end of his rope and 
he’ll still pull the eight guys all around 
the place. You just have to watch your¬ 
self around him. 

We have some nice stunts with the 
animals in this picture. We’ve had sev¬ 
eral lion and tiger fights. The leopard 
falling through the skylight with the 
stuntman into the house that’s on fire 
looked very good. The black leopard 
and the man falling off the second story 
balcony together looked good, too. The 
black leopard went off that balcony 
twice and it was nothing for him. He 
separated from the man and immed¬ 
iately went down on all fours. Then he 
looked around, grabbed a mattress and 
started chewing on it, totally uncon¬ 
cerned. 

Now, with the spotted leopard it was a 
somewhat different story. He was a bit 
Continued on Page 876 

(LEFT) In what might be a scene from “A Passion In the Desert,” Kent Douglas demonstrates what Affection Training is all about. Lavishing 
love on this lion makes the otherwise wary creature feel secure. He is also responsive to training cues and quite happy to repeat an action 
over and over again for multiple takes of a scene. (RIGHT) Affectionate lion sprawls on top of David Wilson, who doesn t seem to find it at 
all depressing. 



(LEFT) Cinematographer Gerry Fisher ponders an effect, while moving from one 
set-up to another. Davis Bay, an ideal location site, offered varied settings in a 
compact area. (RIGHT) Director Don Taylor has an eyeball-to-eyeball (or navel-to- 
navel) confrontation with the Hyenaman, while wading knee-deep in the surf. The 
tricky makeup held up well, despite furious activity in the water. 

ON LOCATION WITH “THE 
ISLAND OF DR. MOREAU” 
Continued from Page 851 

FISHER: I wasn’t present during that 
phase because I was busy on another 
picture in Europe, so my pre- 
production contribution involved only a 
few conversations on the transatlantic 
telephone with Phil Jefferies and Don 
Taylor, the director. I remember saying 
to Phil: “Whatever you do, don’t be 
afraid of giving me problems, because I 
like them.” All I can say is that when I 
arrived I was delighted, because he did 
give me a few, and he said: “Well, I’ve 
got to give you a few problems and I’m 
sorry about that." I said: “Don’t be 
sorry. You’ve given them to me for very 
good reasons.” Mostly the problems 
had to do with how the set was oriented 
— where he’d had to build it, in order to 
avoid having to cut down trees. 
Because of that, the light began in the 
morning totally in back of the building 
and finished in the afternoon totally in 
front of the building. This, of course, 
gave us a complete variance and made 
it very difficult to match light, but it 
simply meant that you had to plan your 
day’s shooting very carefully, and that 
was worthwhile. It was not a bad thing; 
it was a good thing to do. Then we had 
this two-story Victorian house — 
Moreau’s house — which had large 
open windows that looked out onto the 
jungle, which was brilliantly lit on one 
side and completely black on the other. 
But challenges like that are very 
valuable; you need them. 

QUESTION: How do you feel about the 
design of the sets in relation to the 
script requirements — atmosphere, 
characterization, etc.? 

FISHER: I think they are brilliant. The 
story is a Victorian fantasy, but it is also 
a huge adventure story in which, as 
with all adventures, the incredible 
becomes credible. In this case, you are 
asked to accept the premise that a man 
can be washed up on an island and dis¬ 
cover a situation, as he does here, in 
which an intelligent doctor is carrying 
out rather weird research in his own 
private compound. The sets must sug¬ 
gest that what he is doing is unseen by 
the rest of the world, screened from the 
rest of the world, during a time when 
there was little communication. To me, 
the sets further that concept of the pic¬ 
ture most successfully. The whole 
visual interpretation, in terms of set 
design, is brilliant. 

QUESTION: From the purely mechani¬ 
cal standpoint, in respect to photog¬ 

raphy, how have these sets worked for 
you? 

FISHER: They have worked very well. 
There are a lot of elements, a lot of tex¬ 
tures, that have worked especially well 
— a lot of white, bleached wood, for 
example. The construction crew 
worked for weeks in bad weather to 
prepare the main set for us before we 
arrived and they achieved a miracle, 
really, in the time that was available to 
them. They managed to age the set to 
look like the natural atmosphere had 
been attacking the surface, which 
meant that the place looked as though 
it had been there for some time, instead 
of having just been put there. Our 
greens man planted grass seed and 
shouted and stopped people from 
walking over the ground and did an 
enormous job of nurturing plants out of 
nothing. But the whole texture of the set 
became vital. The only problem 
actually was the natural light itself, 
because the sun, being very high and 
very bright, created a harsh, brilliant 
exterior light. In many cases we would 
start with exterior action and carry it 
through to interior action — all in the 
same shot. That meant that we had to 
move the camera from the brightly lit 
exterior — usually an f/16 light — to an 
interior. Well, it was just not technically 
feasible with the equipment we had 
available, to light an interior to balance 
with an f/16 exterior. My problem, 
therefore, became one of making 

smooth transitions and exposure 
changes, which I did by manipulating 
the aperture of the lens whenever we 
panned from exterior to interior. I was 
working with the aperture rather like a 
focus-puller does, in terms of changing 
what was in front of me, while tapering 
the lighting. I tapered the light from f/16 
to f/8 to f/5.6 to f/4 to f/3.2. With a 
properly adjusted aperture, you just 
can’t see those changes; you think 
you’re seeing a perfectly natural transi¬ 
tion. The aperture changes have to be 
made right alongside the camera by 
hand. There’s no substitute for it and 
you have to design your shots with that 
in mind. 

QUESTION: In such a situation, how 
do you feel about changing the 
aperture opening, as opposed to vary¬ 
ing the shutter angle? 

FISHER: Quite naturally, I would prefer 
to vary the shutter angle. But if you start 
with a 200° shutter angle and close it 
down to 50°, you have a variation of 
only two stops. The stop variations I 
required were far in excess of that quite 
often, so I was forced to use aperture 
changes. Now, aperture changes will 
work as long as you don’t have visible 
depth-of-field changes. On a pan there 
is no problem, because there is no 
apparent change in depth-of-field, but 
you couldn’t do it on something coming 
straight toward you, where you’d 
Continued on Page 368 
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FILMING ELIZABETH II FROM 
CORONATION TO JUBILEE 
Continued from Page 815 

so rare for general filming purposes. 
The shutter has had to be modified 

to 172.8° to make it usable with 50Hz 
metal halide lighting at 24 fps (the 
standard Arri IIC shutter opening is 
165°) and it had a crystal controlled 
motor, so I didn’t have to worry about 
checking the camera speed. 

St. Pauls had been lit for the BBC 
with Thorn CSI metal halide lamps 
taking their power from the normal 
50Hz supply. Flicker being no problem 
for TV, we film-makers had to live with 
it. No problem, of course, just so long 
as the frequency/shutter angle/camera 
speed arithmetic is reasonably correct. 
To use CSI, or HMI light to illuminate 
such a large area is so easy compared 
with other means. That’s an advantage 
which has come within the last five 
years, much less twenty-five. 

The camera was on a fluid head, 
another item unheard of 25 years ago, 
but indispensable today. 

While it is not true to say there were 
no zoom lenses in 1952, they were few 
and far between and, in fact, Gaumont 
had one which had been designed in 
Britain by Cook and manufactured in 
the U.S. by Bell & Howell in 1934. I be¬ 
lieve that only three were made. 

Who could envisage doing a news¬ 
reel coverage now without a zoom 
lens? 

It so happened that the position I 
now had for the Jubilee was high up 
above the West Door of the Cathedral, 
looking down towards the Altar, and 
was ideal for one of our 22-220mm 
T/2.5 zooms. 

The .165 steps up to the Triforum 
level of the Cathedral were not a prob¬ 
lem in 1953 because I was at ground 
floor level in the Abbey and, anyway, I 
was younger then. Fortunately, these 
days Assistants are part of the scene so 
the several journeys up were shared 
with my 16-year-old son, Adam, who 
carried the heavier items. 

In twenty five years the equipment 
we use has changed almost totally, 
even for news coverage. In the feature 
world, with all the latest Panavision 
equipment, the change has been even 
greater. 

As I mused backwards from the 
Silver Jubilee to the Coronation and 
considered all this, I wondered too if 
Adam should be called upon to film a 
Golden Jubilee in 2002, what now un¬ 
imagined film production equipment 
will be in use then? 

Will there be film? 
I sincerely believe so. ■ 
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FRONT PROJECTION EFFECTS 
FOR “BLACK SUNDAY” 
Continued from Page 835 

What do you do when your film cans get dented and rusty? No amount of 
makeup can cover up the ugliness of a rusted film can. And what’s worse, the 
more rusty and dented they become, the harder they are to open; you finally 
have to pry them apart with a screwdriver! 

PRC of America has the solution. Plio-Magic®Slim-Line™ cans. They’re made of 
tough, yet lightweight super hi-impact polystyrene so they never dent or rust, 
and always open with gentle finger pressure. Available in a wide choice of 
colors, with and without imprinting, they allow you to color-code and organize 
your stock for super efficiency. Time saving and money saving, they last 
and last so you spend less! 

PLIO-MAGIC 
‘ ® PRC of AMERICA 

Plastic Reel Corporation of America 
A wholly owned subsidiary of Williamhouse-Regency, Inc. 

640 South Commercial Avenue, Carlstadt, N.J. 07072 (201) 933-9125 
7165 Willoughby Avenue, Hollywood, CA 90046 (213) 851-7532 

1234 Roundtable Drive, Dallas, TX 75247 (214) 634-7774 

Tired of ugly film cans? Don’t call makeup — write or call the PRC of America 
office nearest you for film cans and color-coordinated reels. Only thing better 
looking will be your bottom line. 

Available in Canada through Rutherford Photo Ltd. 

fact that whenever you change a 
camera position or lens while shooting 
blue screen, another separate matte is 
required. The cost is approximately 
$1,200 to $1,400 per matte in Holly¬ 
wood, and if you have 30 or 40 setup 
changes during the day, that adds up to 
a lot of money. On the other hand, if 
you use front projection, you can shoot 
all day long without having to make a 
new matte for each setup change. 

However, there are certain situations 
in which blue screen offers definite 
advantages. If, for example, certain 
snow backgrounds are required and it 
is the wrong time of the year to shoot 
them, the actor can do his thing against 
the blue screen and leave, and the 
background scenes can be shot later. 

Another disadvantage of front 
projection is that anything between the 
camera and the screen that has a dis¬ 
tortion factor — such as the plexiglass 
window on a jet plane or a bonfire — 
will distort. In such cases, it is better to 
use rear projection. 

Also in the disadvantage category is 
the fact that some of the front 
projection units that are now available 
are not properly soundproofed. This 
means that if they are used within 25 
feet or so of the microphone, there will 
be a very high dB level of camera noise. 
I soundproof my portable units so that 
this noise is kept to a very low level. 

A third drawback to front projection 
is the fact that you are tied down to a 
position. In other words, while you can 
zoom to a certain extent, and pan and 
tilt across the screen, you cannot dolly. 
The same is true with blue screen, 
unless you have a computer system 
available. However, with rear projection 
you have the capability of putting the 
camera on a boom and floating up and 
down and moving around, at least with¬ 
in a 20% area. 

Paramount felt confident with the 
new system because they have the 
most outstanding front projection 
equipment in the world at their studios. 
In “BLACK SUNDAY” a 60-foot front 
projection screen was mounted on 
Stage 14 for use behind scenes with 
mock-ups of the 50-foot blimp nose 
section, the cabin of the blimp, and 
helicopters. 

We began with the scenes inside the 
mock-up gondola of the blimp. We 
didn’t want to simply have projection 
out the window so people could see the 
stadium and say, “Oh, there’s Miami.” 
We wanted to be more realistic. So 
instead we used several projectors to 
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beam various reflections of the stadium 
and the crowd onto the windows on the 
opposite side of the gondola. Bob 
Evans claimed these were the finest 
effects of this type he’d ever seen. 

For days we filmed the various 
shootouts involving helicopters, people 
falling from windows, engines on fire, 
the blimp shooting down the police 
helicopter, and finally the second 
police helicopter wounding everyone in 
the blimp, which was headed toward 
the stadium to blow it up. Shot against 
the gigantic Scotchlite front projection 
screen, the colors were vivid and sharp. 
We then moved into the blimp’s tail 
section to get Robert Shaw coming 
down from a helicopter to hook up with 
the blimp and drag it out of the stadium 
before it blew up. Real spectators were 
used for added realism. It was a thrill¬ 
ing scene and its excellent use of front 
projection received high praise from 
John Frankenheimer, a demanding 
director who usually does most of his 
features on location. 

Next came one of the picture’s most 
exciting, realistic effects, a segment in 
which enormous light standards 
crashed down onto the spectators in 
the stands. With the screen located 
behind mock-up stands, the blimp 
came across them on the screen and at 
that precise moment a mechanism trig¬ 
gered a gigantic light arm. The lights 
began falling while the fans fled. 

Once finished with the actors and 
actresses, it was time for still more 
special effects, including miniature 
shots. Under John Alonzo’s photo¬ 
graphic direction, we moved to Stage 2 
at Paramount and set up a 20-foot front 
projection screen with a 6-foot-long 
duplicate of the blimp for shooting 
miniatures, such as the blimp diving 
into the stadium. One of several prob¬ 
lems encountered was to make the 
blimp dive and react without any wires 
showing. I devised a scheme whereby a 
rod poked through the screen behind 
the blimp and attached to the minia¬ 
ture model allowed us to move it freely 
without wires. 

“BLACK SUNDAY” was a special 
photographic effects film delight — a 
truly visual feature. I think every type of 
special effects was used in it, from car 
wrecks to explosions, to heads blowing 
off, to rear projections and front pro¬ 
jections and even a blue screen shot. 
The quick-pace cutting job by Tom 
Ross made these shots all the more ef¬ 
fective. 

“BLACK SUNDAY” has the pace of a 
“FRENCH CONNECTION,” while 
retaining its own individuality. In my 
opinion, it’s an entertaining film with 
something for everybody. ■ 
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BEASTS INTO MEN - ALMOST 
Continued from Page 856 

change to show and how to indicate 
who was changing into what. We 
couldn’t very well have them wearing 
football jerseys with numbers on them. 
We’ve had to change them very care¬ 
fully, leading the audience without 
confusion right into acceptance. For 
example, when the Bullman is 70% bull 
and only 30% human, he has full horns 
— but when the proportion is reversed, 
he has only little nubs of horns. 

From the audience standpoint, the 
fact of metamorphosis was estab¬ 
lished by showing the Bearman go from 
80% bear to 85% human right in the 
laboratory. The audience was able to 
see the transformation directly in this 
case, but the transformations of the 
other creatures were usually handled in 
three steps. We eliminated a lot of con¬ 
fusion by omitting the intermediate 
steps. 

The character played by Richard 
Basehart (designated in the script as 
the “Sayer of the Law”) required an 
especially delicate makeup, because, 
as the leader of the Humanimals, he is 
closer to being human than any of the 
others. He represents one of Dr. 
Moreau’s most successful attempts at 
turning beasts into men. At any rate, it 
was felt that he should suggest a wolf, 
because the wolf is a very strong 
creature. Now, everyone has seen 
“THE WEREWOLF OF LONDON” and 
pictures like that, where they put a 
canine snout on a guy to make him look 
wolfish. It has become a stereotype and 
we didn’t want the audience to identify 
our character with a familiar werewolf. 
So what we did was keep a basically 
human aspect and we never came right 
out and said he was a wolf. But we 
slotted his human type of nose and 
blunted it a bit, and we gave him thin 
little animal teeth and clawed hands 
and the furry hair grooming of a wolf. 
He still retains his human charac¬ 
teristics and when you look at him 
you’re not sure he’s a wolf, but it is im¬ 
plied in a very subtle way. 

We’ve had to make certain adapta¬ 
tions in regard to our materials 
because, whereas in California our air 
is dry, St. Croix is in the tropics, where 
the air is balmy, but moist (although, 
fortunately, not as moist as I thought it 
might be). At any rate, the techniques 
we used in Hollywood could not be 
applied in the Virgin Islands. For 
example, we had been using liquid 
rubber to blend the edges of the foam 
latex right into the facial features, but in 
St. Croix that peeled off within half-an- 
hour; it simply broke.loose. We had to 
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find a new type of adhesive that would 
withstand the tropical moisture and still 
hold the appliance to the tissue of the 
face. What I used was an adhesive on 
which I had been running a field test — 
something that will be available in the 
future. It got its “acid test” when the 
Hyenaman did a prolonged sequence 
in the water, swimming under a boat 
with all those rubber appliances on. In 
California perspiration alone would tear 
them loose from the stuntmen, and salt 
water will cut any kind of adhesive, but 
the Hyenaman spent nearly three hours 
working in that ocean water and we 
didn’t have to touch a spot on the foam 
rubber that was stuck onto his face. 
This new adhesive doesn’t injure the 
skin any more than regular spirit gum. 
It’s a real innovation — something new 
that we discovered in the interim since 
“PLANET OF THE APES”. We’ve also 
been using new paints which held up 
well in the water. We brought these two 
two new products along because we 
anticipated problems on this location 
— and thank God both of them worked. 

It’s been more than ten years since I 
started the first of the “PLANET OF 
THE APES” films and a lot of improve¬ 
ments in makeup have resulted from 
the basic trials and tribulations we en¬ 
countered in making those pictures. 

A lot of unusual teeth have been 
worn in motion pictures, going back as 
far as the original “HUNCHBACK OF 
NOTRE DAME” and “THE PHANTOM 
OF THE OPERA”, but I have been very 
fortunate in being able to devise an 
upper and lower articulation of animal 
fangs, as will be seen in this picture. 
They have clasps so that they can be 
snapped onto the upper and lower 
teeth and they are actually feline or 
animal in appearance. They have that 
sinister grin quality and everything. I’ve 
never seen this done before and I’m 
proud of the result. These teeth distort 
the mouth of a human enough to make 
it animal, yet it is in the functioning 
instead of the extension — the func¬ 
tioning of his own lips with a little bit of 
foam rubber over the outside. He is 
actually animating the fangs. They look 
very sinister — as if they could take a 
bite out of you. 

Ordinarily the foam rubber appli¬ 
ances we work with are so delicate that 
they can be used only once and then 
have to be discarded, but we have run 
into another exceptional situation on 
this picture. Certain of the Humani- 
mals have been used much more than 
we allowed for, so that, even with the 
considerable margin of safety that was 
provided, we have been running out of 

appliances. As a result, I’ve found 
myself salvaging appliances, very care- 
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fully washing them in solvent and 
saving them to be used again. What 
made this possible is that there is so 
much animal hair on the faces that we 
were able to cover marginal edges with 
the hair and get away with reusing the 
appliances. 

It was very difficult, even with the 
most careful preliminary planning, to 
estimate how many appliances would 
be needed for each creature. For 
example, we allowed for 28 days of 
shooting with the Lionman, including 
both of his changes. We allowed so 
many days for the 70% animal shots 
and so many days for the 30% animal 
shots. Well, in the actual shooting they 
changed the ratio around because they 
decided that they wanted more 30% 
shots. That’s where we ran short and 
had to reuse appliances. 

The Bullman, who has a full head 
with horns, has had some arduous 
workouts with the tiger. A tiger was 
specially trained to tear off one of his 
bull horns, which meant that we had to 
make a 1/2-inch-thick fiberglass 
helmet with horns on it. One day the 
tiger got to him and bit him on the head, 
but the helmet saved him. The fiber¬ 
glass was strong enough so that the 
tiger’s teeth bounced off of it. 

The protective helmets we’ve made 
have saved several of the other stunt¬ 
men, because the animals on this 
picture don’t play. They may be trained, 
but they’ve got real teeth. When they 
attack they go for the back of the neck, 
because their objective is to break the 
neck of any animal they kill. The other 
day a fabulous young trainer was 
playing around with one of the lions. 
The trainer fell into a pit, but the lion 
caught him, dragged him out and 
started dragging him along the ground. 
The kid said, “Well, I had him under 
control.” But as far as I’m concerned, 
that lion was going to have him for 
lunch. These are uniquely brave guys. 
They get scratched up by the animals, 
the nurse puts a patch on them, and 
there they are — fighting away in the 
next round. 

Three of the Humanimals in the 
picture wear full animal contact lenses 
to completely change the character of 
their eyes. They were made by one of 
our California optometrists who has a 
contact lens factory in El Monte. He was 
the one who made the lenses for “KING 
KONG” and he did a marvelous job for 
us, too. We engaged a local optome¬ 
trist on St. Croix to put them in and I 
had to teach him how to do it. Al¬ 
though he’s a top doctor in the Virgin 
Islands, he had never had an assign¬ 
ment like this before. He was willing to 
learn and it was simple teaching him. 
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He’s an expert at it now. 
I used to make artificial eyes and 

contact lenses for the Veterans 
Administration many years ago. The 
specifications for the lenses used in the 
film were mine and they have worked 
out very well. The little Hyenaman has 
worn them for sequences in which 
there was heavy fighting and he also 
wore them during his three hours of 
shooting in the ocean. 

It took a great deal of research to 
arrive at the masks and appliances 
which we’ve used in this picture. We 
made many trips to the Los Angeles 
Zoo. We studied animal books from the 
libraries and did research at 20th 
Century-Fox Studios. We went to Ralph 
Heifer’s compound where he had his 
animals quartered and studied them 
there and, in certain instances, we had 
animals brought in for us to study. In 
this way we were able to get a feeling 
for the various animals and study how 
they react facially to certain situations. 

There are certain things you never 
see unless you purposely study them. 
For example, consider the problem of 
contriving a grimace for an animal face. 
We couldn’t get it just by means of the 
animation of a man’s face, because we 
were limited as to how much ani¬ 
mation from the individual himself 
could be transmitted through the 
appliance. We had to build a semi¬ 
grimace into the appliance. This we had 
to find out through studying the animal 
and his moods and his way of 
grimacing and growling. This was the 
input we put into the sculpture of our 
masks and appliances. 

Applying intricate makeup like this is 
very time-consuming, and because 
there is so much hair work, we’ve 
required at least a half-hour more than 
was necessary on “PLANET OF THE 
APES”. We start at 3:00 a.m. for a 7:00 
a.m. call, or 4:00 a.m. for an 8:00 a.m. 
call. This includes 31/2 hours for 
makeup and another half-hour for 
wardrobe. The combined makeup and 
wardrobe operations add up to four 
hours, and we’ve held to that schedule 
all the way through. 

Dan Striepeke, whom I mentioned 
before and who has worked with me on 
projects like this for the last 22 years, 
has been on “THE ISLAND OF DR. 
MOREAU” from its original concept. 
Sometime later, when I needed final 
finish, I brought in Tom Burman, my 
former apprentice. He’s a fine, talented 
young man and I’m proud of him. Both 
of these men have contributed as much 
as I have to this effort, so we will share 
credits on the picture, good or bad. But 
I’m pretty sure that what we’ve done will 
show up on the screen as a good effort. 
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ON LOCATION WITH “MOREAU” 
Continued from Page 860 

suddenly see areas going out of focus. 
The limitations are severe to that 
extent. 

QUESTION: On some lenses the 
aperture scale is so “tight”, so to speak 
— the stop scribings are so close to¬ 
gether — that it’s difficult to effect 
subtle stop changes smoothly. Do you 
have any formula for overcoming that 
problem? 

FISHER: What I usually do is hold the 
aperture ring in my hand and just 
physically sense the amount of hand 
movement that I need, so that if during 
the shot I am unsighted, which I might 
be because we are doing a fast pan or 
track, Tm calculating the movement of 
my hand to where I’m going to end up. 
When the take is completed, I check it 
and I know whether or not I have 
achieved the movement I wanted. In 
many cases, I’ve not necessarily been 
able to see the aperture scale up to that 
point. I may well have done it quite 
blindly, but that’s the gamble, the risk 
one has to take — or not do it that way 
at all. Trying to build up the interior light 
level to a point where you don’t need a 
stop change at all is technically 
feasible, but would be unbearable, 
especially for the actors. 

QUESTION: Each separate feature, of 
course, ideally demands a specific 
photographic style, and especially in a 
period-fantasy film like this such a 
style is indicated. What style did you 
adopt and how did you arrive at it? 

FISHER: Well, you could quite correct¬ 
ly say that this is a Victorian, melo¬ 
dramatic adventure-fantasy of the type 
that I associated in my sort of boyhood 
days with reading what used to be 
known as comic strips. We used to 
have these boys’ papers that captured 
your imagination and whisked you off 
to the realms of fantasy and adven¬ 
ture, in which someone like Robinson 
Crusoe could be washed up on a desert 
island shore. But I realized that what 
we’ve got here is actually a very intel¬ 
lectual subject. We’ve got Dr. Moreau, 
a man who is experimenting in his 
laboratory along quite modern lines — 
experimenting with the grafting of 
genes of animals onto the genes of 
humans. He’s ahead of his time — just 
as H.G. Wells, a fantastic writer, was 
ahead of his time. So I wanted to do 
something photographically that 
suggested a Victorian melodrama, but 
was illuminated in the light of that other 
element. There was a natural contrast 
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to the situation — a sort of jungle 
setting with high sun and bright light, 
and interiors lit by means of oil lamps 
as the only source. I felt that because of 
all this and the story line, I could give 
the photography a kind of romantic 
quality at the beginning of the film and 
then slowly move to a more dramatic, 
more horrific style as the story 
becomes more bizarre and extraor¬ 
dinary and the pace of the film 
quickens. At that point, a complete 
transition has been made from a 
romantic Victorian melodrama to a 
fantasy-horror story. I hope we have 
achieved both elements photographi¬ 
cally and made the transition smoothly. 

QUESTION: From the logistical stand¬ 
point of lighting for this film, what sort 
of units have you been using? 

FISHER: In that area, we have been 
very well equipped, really. I was in 
Spain shooting a picture and I had to 
make a kind of long-range assessment 
as to what lighting equipment we were 
going to need, based on sketches. 1/1/e 
ended up with a complexity of equip¬ 
ment provided by F & B/Ceco, the 
camera equipment company, which 
sent us a big trailer outfit with two 750- 
amp generators. So we had 1,500 
amps, three arcs (plus a spare 
mechanism), plus some 10K’s, four or 
five 5K’s, and a dozen 2K’s (mostly 
quartz lights) — all fairly new equip¬ 
ment and very, very good. Our only 
problem has been with the quartz 
lights, because the heat they generate 
is so great that, when you are working 
in daylight, it demolishes your filters in 
short order. You put a blue filter on a 
lamp and, even though you have to put 
it in front of the barndoors, within a 
half-hour it has deteriorated to the 
point where it is beginning to go yellow. 
I think that’s a problem. The temper¬ 
ature of these lamps — the 2-kilowatt 
quartz and the 5-kilowatt quartz — is 
really enormous. But other than that, I 
have no complaints. Like everything 
else the producers did, they provided 
us with the facilities to make the best 
film we could and there have been no 
handicaps. 

QUESTION: I’ve seen all the sets for 
this film and the one that strikes me as 
the most difficult to light is that man¬ 
made cave. Can you tell me a bit about 
that set? 

FISHER: Yes, the cave was a special 
problem which Phil Jefferies had to 
grapple with and overcome. It was the 
set used in what I consider to be the 

most difficult-to-believe part of the film, 
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the sequence in which the “Human- 
imals” (the animals that have been par¬ 
tially humanized) first appear. The cave 
is the place where the rejected Human- 
imals of Moreau’s experiments live, 
and I felt that, by their very nature, they 
would be more effective if they were not 
fully illuminated. Michael York 
discovers the cave as part of his sus¬ 
picious exploration of the immediate 
surroundings of the compound, and his 
first view of these creatures is that of a 
man who stumbles into the cave from 
daylight and finds himself surrounded 
by shapes. I tried to light the sequence 
to convey only an impression of the 
animal forms, because it would have 
been difficult, at that point, to gain 
credibility for a fully lit figure of some¬ 
thing with a man’s form and an animal’s 
face. One had to kind of subdue the 
area around them and simply suggest 
being surrounded by strange 
creatures. I hope I succeeded in doing 
that, so that later on in the film, when 
they emerge into daylight, the audience 
will be persuaded to believe that they 
are what they are. The makeup depart¬ 
ment did miracles in working with those 
faces. 

QUESTION: Did you use much camera 
movement in this film and, if so, was 
the camera on a dolly, hand-held or 
what? 

FISHER: Well, there was a mixture of 
things. In the main sequences, 
especially near the beginning of the 
film, there is not much deliberate 
camera movement, because those 
sequences, as written, are very, very 
stylized. But as the pace of the action 
built up, we adopted more and more 
camera movement. Gradually we pro¬ 
gressed from static observed positions 
to that of panning, to that of tracking 
and, ultimately, to that of hand-held. So 
we’ve used all systems, and we may yet 
finish up with a helicopter. Who knows? 

QUESTION: I’ve observed the second 
unit shooting some tricky stuff with the 
animals. Can you tell me a bit about 
coordinating your shooting with that of 
second unit cinematographer Ron 
Taylor to make sure there was a good 
match with your primary cinema¬ 
tography? 

FISHER: Of course, Ron Taylor was 
working with me as my operator on the 
film until we reached the sort of seventh 
week of shooting, at which point we felt 
that we should form a second unit to 
shoot certain visual elements that didn’t 
involve the principals at all. For the past 
couple of weeks, Ron has been filming 
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elements that tie in directly with what he 
was shooting in the first unit — so there 
is a direct relationship. It was a good 
thing that he was available to do the 
second unit photography, because his 
work can only relate to what he was 
doing as an operator on the first unit. 

QUESTION: In view of the fact that this 
is a period piece, and rather stylized, 
as well, have you been using any 
special filtration to enhance those ele¬ 
ments? 

FISHER: I did some tests in that area 
when we thought that we might shift the 
tone of the film sort of midway between 
sepia and yellow. It’s something that I 
hope to be able to control ultimately 
with the lab in the timing, but apart from 
my normal changes of filtration which I 
do all the time, I didn’t use an overall 
filter on the camera. The negative is 
normal. 

QUESTION: In other words, as I under¬ 
stand it, if there are any filtered alter¬ 
ations for effect, you would prefer to 
have these made in the laboratory, 
rather than try to hold them consistent 
in the camera. Is that so? 

FISHER: Yes, up to a point, that’s true. I 
think that one can control the filtration 
to a certain degree in the camera, but I 
think, on balance, that you have to use 
the lab in conjunction with your own 
work. I think it’s a dangerous step to 
nullify the ability of the lab to recover 
what you are doing, in the sense that if 
you step too far, no one will be able to 
do anything about it. I prefer to work 
with a combination of camera and lab 
work to arrive at my result — but that 
means that there must be a close rela¬ 
tionship between myself and the lab. 

QUESTION: What has your experience 
been in regard to working on this film 
with the local people of the U.S. Virgin 
Islands? 

FISHER: People sometimes speak of a 
certain place as “a gem of an island.” 
Well, this gem of an island is a dia¬ 
mond, because it has a wondeftul at¬ 
mosphere, tremendous character and 
historic towns. It is full of intrigue, full of 
history. It has wonderful weather and 
charming people. They have been 
helpful all the way. Nowhere have we 
met any resistance or any kind of 
resentment — just complete and utter 
friendliness and willingness to accept 
us. We are very grateful for that. I’ve 
worked very hard on this picture — 12 
to 14 hours a day, six days a week — 
but I’ve enjoyed every moment of it. ■ 
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editing room we worked as equals. We 
joined this film for the experience, and 
in that spirit we approached the editing. 
If an impasse occurred, and we 
couldn’t resolve it, then my word was 
final. This rarely happened. For the 
most part, the man cutting a sequence 
was his own boss. All three of us would 
sit down and watch a string-out of shots 
for a particular sequence and make an 
assessment of the damage to be fixed. 
An approach would be decided upon 
which seemed to best protect the actor 
and improve the film. After that, the 
person assigned to the sequence just 
began to work. When he felt ready, a 
first cut of the sequence would be run 
for all three of us. Jon relied heavily 
upon initial impressions during the first 
viewing of a cut sequence. He often 
reminded me that an audience will only 
see a film once, and if we want them to 
understand something, we had better 
make sure they can understand it the 
first time through. In a large measure, 
he was right. 

Dailies were a nightmare. I say 
“dailies”, but I mean “free-for-alls.” The 
entire cast, crew, friends, stragglers, 
lost dogs and unemployed film teach¬ 
ers all dropped in to view our laundry 
and offer suggestions. The editors were 
changed into projectionists in the 
evening. That’s a long story; funny, but 
unnecessary. 

It’s important to explain the condi¬ 
tions under which we worked at dailies. 
First, it was summer, so after the lamps 
were started, the temperature in the 
booth leveled off at 279° F. Second, 
these hand-modified projectors were 
temperamental and perfidious. Third, 
there were never any take-up reels. 
This meant we would have to rewind 
the viewed film onto cores during pro¬ 
jection in order to free some reels for 
take-up. Fourth, the motorized rewind 
system in the booth was permanently 
broken. In addition, the sound system 
had a permanent “rasp” built into it, so 
the signal-to-noise ratio was inverted. It 
didn’t matter very much, because the 
audience only came to laugh at the 
boom shadows, cheer for the missed 
lines and pound on the projection wall 
to get our attention. 

During projection, the editors oper¬ 
ated like the members of a Klingon 
Warship about to engage the Starship 
Enterprise. In other words, we worked 
like madmen, but knew inside that we 
could never hope to win. While one 
projector threshed up its reels of film, 
Jim and I reloaded the other machine. 
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In the meantime, Jon grabbed the 
viewed reels, raced out the door, down 
a hall, up a flight of stairs and into 
another booth with a working rewind 
system. If nothing snapped, he’d spin 
the film onto cores and race back with 
the empty reels. When everything 
worked, we would have just enough 
time to thread the take-up reels and 
punch the change-over button. As we 
started the cycle all over again, in¬ 
evitably, out of the wall would come the 
angry thud of fists and the shout, 
“Frame it up! Frame it up!” 

Then one day, the editors were 
asked to form an additional photog¬ 
raphy unit. There was no other way to 
keep the shooting schedule within 
reason. As a result, the dailies became 
merely infrequent, Herculean events. 
To this very day, I am frustrated that at 
no time could I ever sit down with the 
director and evaluate dailies properly. I 
am told that the dailies helped to boost 
the morale of the crew, but for me, they 
were a complete waste of time. Later, 
the only time we could spare for dailies 
was in the morning at the lab. These 
viewings, of course, were without 
sound. A week or so later, if we found 
the time, everything would be synched- 
up and we’d realize that the takes we 
had been so fond of the week before, 
proved to be the very ones with 
Hiroshima running over the dialogue. 
Of course, by this time, the primary 
photography unit was on to a new 
scene, and had no time to spare. All we 
could do was add the shot to our 
growing list of material for the addi¬ 
tional photography unit. As a result, the 
editing fell further and further behind. 
All things must end, and so did the 
shooting stage of ‘‘FRATERNITY 
ROW”. Finally, we could afford to spare 
ourselves some time for the job we 
were hired to do, editing. 

Our next weeks were filled with little 
deaths as we sought to make the film 
come alive. We stretched this, to save 
that. We shortened a perfect moment 
to hide the hell out of an awful one. We 
robbed, faked and cheated lines. We 
argued with mythical audiences; when 
they began to argue back, we would 
call it a day. Each evening, as we drove 
the lumpy streets of Los Angeles on our 
way home, Jim and I would create vast 
metaphysical fogs as we probed the 
depths of the film. Each morning, I’d try 
to impress Jon with the truth and 
beauty of our conclusions. He’d laugh 
and say that if the film didn’t keep 
moving, the audience would hate it. If 
they hated it, the film wouldn’t make 
any money. And if it didn’t make any 
money, it would never be seen. 
Anyway, as I said, Jim and I had great 
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conversations. When I see the film now, 
I’m reminded of the countless car rides 
we took, but, for the life of me, I can’t 
exactly remember what it was we talked 
about. I do recall checking my face in 
the rearview mirror to see if I could still 
talk in sync. 

We all discovered an important truth 
about editing rooms. Namely, that the 
floor is a great provider. No matter what 
system I devised, the shot I wanted was 
always on the floor. The only time it 
wasn’t on the floor was when I looked 
there first. I don’t know how the normal 
cutting room floors are, but ours stead¬ 
fastly maintained a sticky layer of used 
splicing tape. Anything touching that 
floor stayed put. It was not uncommon 
to observe an important series of cuts 
arrive from the floor accompanied by a 
host of mylar tape. If you failed to notice 
them going into your Moviola, you were 
very aware of them when they came 
out. After awhile, particular slugs 
became like old friends. 

At some, presently indistinct, date a 
complete cut was obtained and eval¬ 
uated. The next step has been called 
the polishing of a motion picture. That 
sounds like rubbing an apple on your 
shirt before biting into it. In our case, 
moving toward a final-cut was more like 
a wrenching. For example, we decided 
to eliminate the original first and last 
scenes from the film. These were the 
only moments that had featured any 
actors with readily recognizable names. 
I felt very insecure as I watched my 
hands toss Cliff Robertson into the out 
bin. 

(There were a basketful of sound 
problems that plagued us at this point. I 
don’t mean the score, because the 
score was excellent and extremely kind 
to our scenes. I mean the sound effects. 
I think that one or more of the editors 
presently appear on the soundtrack in 
a major portion of every single scene of 
this film. After stepping on cornflakes, 
pounding each other, giggling, rus¬ 
tling, milling, murmuring, running up 
steps, snapping fingers, digging holes, 
and on and on, I began to wonder why 
we didn’t just shoot the whole thing 
MOS in the first place. In fact, we 
became so attached to certain sounds 
that, at the mix, it was painful to be 
forced to favor story-line dialogue over 
a hard-won background shuffle. With¬ 
out the tireless help of Tom Joachim in 
recording effect after inane effect, the 
film would have been much the poorer 
in sound. 

By this time, Jim Gauer had returned 
to Berkeley to pick up the pieces of his 
much-delayed degree work. The rest of 
those connected with the film had long 
ago written it off as another of those 
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good but now dead ideas. Only Jon and 
I were left to finish the film. Scenes 
began to resist us as we fought to 
shorten it from two hours and ten 
minutes to 100 minutes. It was around 
this time that Jon became so starved 
for levity that he would tell a joke to his 
Moviola and then run a laugh track 
after the punchline. At one point, in 
desperation over delays, Jon ran his 
laugh track behind the death se¬ 
quence that climaxes the film. I can’t 
tell you how iconoclastic we felt laugh¬ 
ing at the result. Still, these were the 
kinds of things that kept our spirits up 
and allowed us to carry the film to its 
conclusion. 

When Paramount Motion Pictures 
agreed to purchase our film they also 
allowed us to make the final cut. It is, I 
think, unusual for editors to have as 
free a hand as we had. I’m not sure, but 
I suspect that we will never have such 
freedom again. We presented our final 
version to a Paramount representaitve 
and were told simply, “No changes. Go 
to final mix.” The ease with which the 
words were said amazed me. They 
were the best news I’d heard in way 
over a year and a half. 

The decisions in the final mix were 
my own. As always, though, Jon Torp 
had excellent advice. I think the most 
complicated reel we mixed had six¬ 
teen sound tracks and a few loops to fill 
in as needed. On an average, we ran 
about ten reels deep in sound. Jon and 
I are aware, perhaps more than anyone 
else, of the number of problems in the 
tracks that no one could fix. I can only 
say that we were blessed with suffi¬ 
cient time and superlative mixers. It’s 
hard to believe how much help a good 
mixer’s ears and fingers can give to a 
flawed sound track. Jay Harding, our 
dialogue mixer, covered a vast multi¬ 
tude of sins. 

It takes a lot of expert help to bring 
anything like a feature-length motion 
picture to fruition. It’s easy to forget 
about the help when the release print is 
running on the screen and everything 
appears to work so effortlessly. There’s 
a voice inside that wants to say, “That’s 
mine. I was really the secret one who 
did it all!” It’s important to remember 
that this voice is untrue. No one person 
ever makes any one film. I was part of 
the whole. Whether we all got along, or 
not, is immaterial to the fact that with¬ 
out the other people, this project, like 
so many others, would still be on paper, 
in a drawer. If this film does well, it’ll be 
because everyone pulled some weight. 
If the film does poorly, it will in no way 
affect our accomplishment. It will only 
mean that fewer people will be aware of 

it. ■ 

all under one 
umbrella 

MOTION PICTURE 
EQUIPMENT 
SPECIALISTS 

the BRENNER CINE-SOUND organization 
covers every aspect of Cinematography equip¬ 
ment. Under our umbrella we have a unique 
team of personnel and services, backed by 
many years of expertise related to Sales, 
Service, Rentals and Repairs. 

■ Whether your requirements are: Cameras, 
Lenses, Motors, Magazines, Tripods, Power 
Supplies, Lighting, Editors, Meters, Projectors, 
Tape Recorders or Screens BRENNER CINE- 
SOUND has it in stock with product names 
such as: 

Angenieux Eclair Neumann 
Arriflex Electro-Voice O'Connor 
Arrivox Guillotine Oxberry 

Beaulieu Magnasynch Permacel 
Beyer Maier-Hancock Re vox 
Bolex Miller Sennheiser 
Canon Minerva Shure 
Cinema Products Moviola Spectra 
Colortran Nagra Sonorex 

Zeiss 

For more information on Motion Picture Equip¬ 
ment, Sales, Service & Rentals, call or write 

5215 Wisconsin Ave., N.W., Washington, D.C. 

20015 (202) 244-3800 

BRENNER 
CIIME®SOUIMD 

Div. of Ritz Camera Centers 

Please mail me additional information: 

□ Service □ Sales □ Rentals 

Name  

Address  

City  

State Zip  
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Tekhifilm? 
The complete 16mm film lab 
that gives personal service 
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. 

Sarny’s 
B&H 70DR w/16mm & 25mm Switar & 

75mm Yvar Used $ 387.00 
Canon Sound Scoopic. Model #200 

single-sound system Like New $2177.00 
NPR 16mm. 12-120 Angenieuxw/Perfectone 

motor, zoom. 400' mag.. 2 cases + extras 
Mint  $8750.00 

B&H Jan 16mm sound. w/Cinema$cope 
lens and remote Used $1387.00 

Stellavox SP 7 w/neo-pilot head, nicads & charger. 
case. 1 year factory warranty  New $2487.00 

Spectra Combi II  New $ 157.00 
Elmo ST 800 Sound Projector  New $ 249.00 
Elmo ST 1200 HD Sound Projector .... New $ 457.00 
Beaulieu R16 Auto w/12.5 & 75 Ang. Grip 

1000mm battery, charger  Like New $1489.00 
Beaulieu R16B body UsedS 689.00 
BeaulieuR16ESbody  UsedS 589.00 
Beaulieu4008ZMII6x66 UsedS 687.00 
Beaulieu 4008ZM 8x64  Used $ 450.00 
Beaulieu 5008S w/Ang. 6-80  New $1487.00 
Switar 10mm Rex mount  Used $ 187.00 
B&H 16mm sound projector "Specialist'' 

Used   $ 367.00 
Zeiss Moviescop   Brand New $ 189.97 
Kodak K100 16mm Camera with 25mm FI.9. 

Clean   $ 267.00 
Angenieux 12-120 w/built-in auto- 

diaphragm   Clean $1297.00 
ColorTran outfit. 3-650 watt lights. 

3 stands, barndoors, scrims, cases and 
6 lamps  Like New $ 497.00 

Macro Kilfitt "C" mount  Like New $ 147.00 

Sarny's Camera 
8451 Beverly Blvd. 

Los Angeles, CA 90048 
Telephone: (213) 653-1090 

LIONS AND TIGERS AND 
PRACTICALLY EVERYTHING 
Continued from Page 859 

older and when he crashed through the 
skylight and fell into all that fire, it scared 
him a bit. He came down and hit a fire 
bag where they had flames coming out 
right in front of the camera. He knocked 
it right into the camera and immediately 
headed for the corner. You couldn’t vis¬ 
ibly see any singed hair, but you could 
smell it a little bit. Once we got him out¬ 
side he was fine. The cameraman came 
out worse than anybody else. 

Bit cats like to run and they like to 
jump on you. For example, I’ll be walk¬ 
ing down the road with my little lion and 
I’ll see him start to prance, wanting to do 
a little running and jumping. If I look at 
him, he can tell by my expression 
whether it’s okay for him to do it. If it’s 
not okay, he just starts walking again. 
But if I let him, he just cuts loose and we 
go for a run. Then he jumps on me and 
we fall and tumble. He’s an attack- 
trained cat and this is what he does the 
best. 

When I want a cat to chase me, I start 
running. That makes him hot to catch 
me, so I let him catch me. I’ve outrun a 
tiger for a short distance, but I’ve always 
had water to jump into in order to get 
away from him. Cats get very frustrated 
when they can’t catch you, so I always 
let them do it. I’ve found that a cat that 
doesn’t get a chance to wrestle always 
wants to jump on you. I let my cats jump 
on me almost any time they want to. If 
we aren’t doing anything in particular, 
they’ll just jump on me. Then I’ll push 
them off and we’ll go walking down the 
road together. 

All of this is reinforced play, and 
you’ve got to let them play. As far as 
practicing this sort of thing is concerned, 
you start with a small cub, because it’s 
easier that way, and then you build up to 
the larger cats. If you start out with a big 
cat, you can get the everloving stuffing 
knocked out of you, because they just 
don’t know how powerful they are. 

I started working with animals in a 
nursery. I began by training elephants 
and chimps. Then Ralph Heifer hired me 
and taught me almost everything I know 
about cats. But I like my elephants. 
They’re just so crazy with what they do. I 
had an elephant that I took out of the 
barn to water every morning. Out in the 
field, all the way to the watering hole, 
she would go around me in a big circle, 
just dancing and prancing, with her ears 
flopping, her trunk up roaring and her 
tail spinning around like a little kid, be¬ 
cause she was so glad to see me. 

Elephants are very affectionate ani¬ 
mals. ■ 

BACK by 
POPULAR DEMAND 
The smoothest, most versatile fluid head 
available for the professional cinema¬ 
tographer, featuring 360° tilt and 360° pan. 

Manufactured by and available from 

PEARSON PHOTOGRAPHICS 
10530 Burbank Boulevard 

North Hollywood, CA 91601 
Telephone (213) 769-7929 

Optasound 
Professional 

Cassette Recorders 

The Optasound 116R Synchronous Self- 
Resolving Tape Recorder can serve as your 
prime or backup unit. Recorders weigh 
less than four pounds and measure only 
5Vz" x 9Ve' x 2V2" and enable filmmakers to 
shoot 400 of 16mm professional quality 
sound on a single side of a C-30 cassette. 
Optasound is available in three models: 
Crystal Sync Model 20275, Professional 
Pilotone Model 20175 and Digital Sync 
Pulse Model 20075. Write for prices and ad¬ 
ditional information. 

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

Telephone: (213) 466-3561 • (213) 985-5500 
TWX: 910-321-4526 • Cable: GORDENT 
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Specialists 
for the optical house 
and animation studio 
-nationwide field repair service 
-new and used optical printers 

and animation stands 
-“liquitech” wet gate 
-computer systems 
-stepping motor drives 
-ultrasonic cleaners 
-additive lamps 
-registration devices 

Full sales and service 
available in Europe 
695 Main Street 
New Rochelle, N.Y.10801 
(914) 235-2720 
HansJaggi 
Pat Mathison 
Ed Willette 

Steenbeck and Kem rentals 

New York ■ Boston 

THE CREATIVE PRODUCER IN 
THE HOLLWOOD MARKET 
Continued from Page 837 

and on into the advertising and mar¬ 
keting of the film. So, in the sense of the 
classic producer role, the independent 
producer today is carrying on all 
phases of motion picture production. 
This is opposed to someone who is 
what you could term a studio line 
producer, which is basically a person 
brought in at the time that a film 
commitment is given or when a screen¬ 
play is already developed, who will 
supervise the physical production — 
and the skills for that are towards 
physical production. 

My job, the way I look at it, is far 
more creative, in the sense that I am in 
from the inception of the idea through 
to the final answer print and beyond 
into advertising. As far as breaking in to 
the feature film business today is 
concerned, I’d say there has never 
been a time when it has been more 
difficult — mainly because there are 
fewer films made, both in terms of tele¬ 
vision and feature films, than there 
have been in the past. Nor has there 
been a time when it is more promising, 
because I think we are all aware of the 
futures that will exist in our business 
when other markets are established. 
Basically, we are in a transitional phase 
where we are caught between anti¬ 
quated marketing systems, distri¬ 
bution systems, and so forth, in feature 
films, and some new technological 
breakthroughs which will be in the form 
of subscription television, large-screen 
television, and all sorts of video home 
entertainment devices which are not 
available today, but which will provide a 
market for the theatrical film or the 
entertainment film. 

Also, in television, we are in a stage 
where such things as “ROOTS” have 
proved that the audience is willing to 
accept a far more varied kind of enter¬ 
tainment than the networks them¬ 
selves had ever imagined. The half- 
hour series, the hour-series, I think, will 
be replaced to a large extent with what 
is called the “limited series”, and this 
does not mean that we are going to be 
subjected to years of dismal best¬ 
sellers presented by NBC. I think it will 
take a few years for some of the lesser 
experiments to shake themselves out 
and some of the more promising ones 
to come forward. 

I also look towards a time when 
regionalism will reassert itself in tele¬ 
vision. I think what is happening in 
public broadcasting today is indicative 
of what is going to happen eventually 
with the major networks, and that is 
that the ability of local stations to pro- 

IN 
SAN FRANCISCO 

Adolph 
Gor/er 

SALES 
SERVICE* RENTALS 

SCREENING ROOM 
16MM-35MM 
with INTERLOCK 

COMPLETE RENTAL DIVISION 
STEADICAM UNIVERSAL 

For CP-16R or RCA TK-76 Cameras 

Distributor for ACMADE 
■ 

GRIP TRUCK 
MOSSTAGE 

CUSTOM CABLE SYSTEM 
Write for Details 

Rdolph 
Goz/er 

181 SECOND STREET 
SAN FRANCISCO, CALIF. 94105 

(415 ) 495-385 2 

The book that takes the 
mystery out of movie making 

LOW 
BUDGET 

FEATURES 
A “HOW-TO” HANDBOOK FOR 

INDEPENDENT PRODUCERS 

Packed with up-to-the-minute information on: 

• Film Financing • Organization * Script 

Breakdown • Production Boards • Shooting 

Schedules • Cost Estimating • Union Contracts 

• Talent Contracts • Equipment 

• Crew Requirements 

and hundreds of other topics PLUS — 

Source Directory 
Craft Dictionary 

and 

27 Page Sample Budget 
(Completely Worked Out) 

$20.00 (Plus Tax in Calif.) 

SEND CHECK WITH ORDER TO 

WILLIAM 0. BROWN 
P.O. BOX 2641A • HOLLYWOOD, CA 90028 
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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. 

KLM AssochKzsJnc 
Cinemonta Steenbeck Sales / Rental 

11810 Charen Lane West Coast 

Potomac, Maryland 20854 (213) 931-6151 

(301) 299-7259 Telex 64249 

WANTED 
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. Vowell, P.O. Box 4891 
North Hollywood, Ca. 91607 

RENT 
YOUR 

AUDIO EQUIPMENT 
from 

UNIUERSAL 
RECORDING 

AUDIO IS QUR ONLY 
BUSINESS 

75% of Rental Fees is applicable 
towards transfer & mixing time. 

Send for FREE Brochure and Price List. 

(312) 642-6465 

UNIVERSAL RECORDING 
CORPORATION 

46 EAST WALTON 

CHICAGO, ILLINOIS B0611 

PROFESSIONAL 
UNDERWATER 
PHOTOGRAPHY 

(415) 530-1122 
Al Giddings Enterprise 
12812 Skyline Blvd. Oakland, CA 94619 

gram more than just news and game 
shows, is going to carry over into net¬ 
work affiliates having more indepen¬ 
dence towards programming, better 
shows, regional shows, off-network 
shows. The success of programs like 
“MARY HARTMAN”, for the brief time 
that it was successful; the emergence 
of a show called “TESTIMONY OF 
TWO MEN”, I think it is, which was 
done by Universal, are indications that 
there is a market out there that no one 
has ever touched — so, in the coming 
years, there is going to be a need for 
talented people that there never was 
before, because there is going to be 
more opportunity and I think the one 
thing that I can say to you all this morn¬ 
ing is that the best thing I can offer 
towards working in what is today 
termed the Hollywood film community, 
but which, in a few years, I hope, will be 
just the entertainment film community, 
is the hope that the market will be in¬ 
creasing. 

As far as the best avenues today 
towards entering that market are 
concerned, I would say that the best 
possible way is as a writer, because 
there is always a need for good ideas. 
Unfortunately, there is no way that you 
can really crack into that market as a 
diversion to what you are doing in other 
places. It’s almost essential that you be 
in Los Angeles, that you be involved in 
the industry, that you be getting to 
know how it works, who is there and 
who you can deal with, rather than 
feeling that there is some way to do it 
by mail order. There just isn’t. I’m sure 
that, whatever business you are 
involved in now, you can realize that 
most of what you do is involved with 
people you know, people you’ve gotten 
to know over years of being in busi¬ 
ness, and experience in how to work in 
the business, whatever it may be. The 
same thing is true of our industry. I’d 
say that, except in the case of a very 
few gifted geniuses, it’s very, very diffi¬ 
cult to make any inroads in the busi¬ 
ness if you are not daily involved in it. 
As far as directing is concerned, the 
only thing that the Hollywood studios, 
networks, and even producers seem to 
respect is films that have been made 
that bear some relationship to the kind 
of entertainment films that are being 
done successfully in the industry. It 
does not really impress anyone to see a 
good documentary or a good edu¬ 
cational film or industrial film that has 
been made as a way of showing what 
you can do with a feature film. The 
amount of money is just too great for 
anyone to take the kind of risk on an 
unknown person just coming in with 
something that doesn’t quite convince 
them that they know exactly what they 

#^S:EA 
FILMS 

When you say one lab processes your film "better" 
than another, you're really saying that somebody isn't 
doing their job, because in the lab business there is 
only one way to process, edit, conform, print, transfer,mix, 

or post flash — the rigjit way. At CRT FILM LAB, your 
job is done the rigj]t way the first time which means 
we have the time to concentrate on service. on the 
personal touch. When you call or stop by CRT, you 
talk to the people who actually handle your job. We 
deal with people, their projects, and their problems. 

i Our staff is composed of lob professionals - but 
we've also spent our shore of hours behind the cameras 
so we can speak your language. 

If service and quality are what you're looking for 
in a 16mm lab, write or call for your copy of our new 

catalog/price list. 

- phone- 

919/688-7265 

CPT FILM LAB 
639 WELLONS VILLAGE 

DURHAM, NC 27703 

r EDITING CONSOLES'1 

35mm, 16mm 

For literature call, day or night: 
(800) 821-7700 ext. 815 
In Missouri call: (800) 892-7655 

For other information please contact: 

Twenty-Fourth Frame 
Jp.o. box 530, blacksburg, va. 34060 (703) 3S3-4135, 

angemeux service corporation of California 
13381 BEACH AVE.. VENICE. CALIF. 90291 • (213) 821-5080 

FACTORY SERVICE 

CENTERS 
REPAIRS • PARTS 

ACCESSORIES 
mm m angemeux service corporation of new york 

1500 OCEAN AVE.. BOHEMIA, N.Y. .11716 • (516) 567-2424 

SGAVISIOn 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 

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 

Complete 16mm & 35mm color & b&w 
processing and printing. Eastman COL¬ 
OR Ektachrome processing. Magnetic 
sound striping for 16mm-8mm and 

Super 8 mm. 
V acuumate 

QUEBEC 1085 St. Alexander St., Montreal, Quebec 
FILM LABS Telephone (514) 861 5483 
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Covering FLORIDA 
like the SUNSHINE— 

COMPLETE RENTAL SERVICE 
TTTTTTTTTTTTTTTTTTTTTTT1 

PHOTOMART 
CINE EQUIPMENT SUPPLIERS 
6327 S ORANGE AVE . • ORLANDO. FLA 32809 

Phone (305) 851-2780 

WE BUY 

Film Stock 
Will Consider All l6/35mm Types 

Sealed, Opened and Ends 

TOP CASH 
PLUS 50% OF SHIPPING 

RAFIK (2121473-5851 
814 BROADWAY, NEW YORK, NY 10003 

BOLEX ACCESSORIES 
■ 24-Frame Sync. Camera motor—115V 
■ Var. Speed Battery Camera motor—24V 
■ 400-ft. Magazine w/400' counter in camera 
■ Intervaltimer—Range IV2 sec, to 36 min. 
■ Animation motor for new single-frame shaft 

Write for Bolex Accessory Catalog 

STEVENS ENGINEERING CO. 
P.0. BOX 1605, 

NEWPORT BEACH, CA 92663 

Closed in September 

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 

ROTJZER 

STUDIO 
7022 Melrose Avenue, Hollywood, California 90038 
Request Brochure HC (213) 936-2494 

■ ID ' 
■   ■ 

■ irt ■ 

Lei the PRO S tell you How In Buy a 16mm Sound Projector 

FREE We will send you the arti¬ 

cle which appeared in 
FILMMAKERS NEWSLETTER on buying a 
“Used Projector.” 

HECHT — Box 443 — Ellenville. NY 12428 

FRANK RUTTENCUTTER 

—/ MorioiN PicruRE PhoroqRAphy 

1670 Bennett Ave.. St. Louis. MO 63122 (314) 822-2089 

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 31 st YEAR 

Micro Record Corp. 
487-14 South Ave., Beacon, N.Y. 12508 

can do with a full union crew and a 20- 
day schedule, or whatever it might be, 
and working with a lot of reluctant 
actors. 

As a producer, again, it’s a question 
of my being in the marketplace. Most of 
my work is in selling, is in developing 
ideas, is in anticipating what the market 
might be for ideas, is working almost as 
a literary editor on scripts with writers. 
My background in production, my 
ability to physically produce films is 
probably the least important of all of 
the skills that I have, because there are 
many people around who can physi¬ 
cally produce a film. There are very few 
ideas and the ideas, in the end, are the 
thing that make something worth doing 
or not. So, again, it is a question of 
being involved in the market long 
enough, and getting enough exper¬ 
ience, to be able to anticipate what it 
will need, what it’s about — to have the 
kind of reputation where you have a 
good reception at the networks, at the 
studios — and, as in any game, it’s a 
matter of knowing the players. 

I should like to emphasize the fact 
that distribution is always the most 
essential part of any financing package. 
No bank will loan you money unless 
you have distribution. No studio, no 
financial source with any kind of fiscal 
responsibility would ever get into a 
project if they couldn’t distribute. The 
reason that, in television, very little is 
done on risk capital beyond treat¬ 
ments, beyond buying options on 
books and so forth, is that the net¬ 
works represent the distribution. There 
are only three of them. If you can’t sell 
something to one of those three, you 
are basically out of business. But distri¬ 
bution is absolutely essential. 

I know there are many independent 
features made every year without dis¬ 
tribution, but this is a different busi¬ 
ness than I am in. Making a film on 
three or four hundred thousand dollars 
with a group of local investors and 
hoping for distribution is a very risky 
business. Sometimes it pays off; some¬ 
times it doesn’t. When it pays off — as it 
has in several cases, especially with the 
product shortage that is around these 
days in the theaters — everybody feels 
good about it and the investors are 
rewarded handsomely and it seems 
like a very easy thing to do but if you 
could go to any of the labs in Holly¬ 
wood, you would see shelves loaded 
with unsold films that are sitting there 
waiting either for someone to bail out 
the lab or, hopefully, for the producers 
to cough up what they owe the lab. I 
would say that there are probably more 
unreleased films in Hollywood than 
there are released ones, so dis¬ 
tribution is essential. ■ 

For Professional Equipment in 

PHILADELPHIA, 

O. H. HIRT, INC. 
39 N. 11th St. * Phila, Pa 19107 

(215) 629-8560 

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 

IN THE SOUTH CineMoM?rfz 

Full Production or Grip 
in low-cost fitted Hertz truck 

c^Uaifta Rim Equipn\ei\t Rentals** 

404/325-3676 or 633-4101 

OXBERRY 
Division of Richmark Camera Service, Inc. 

Tel. [212] 585-0730 
Cable OXBERRY, N.Y. 

OPTICAL 
PRINTERS 

LIQUID GATE 

ANIMATION 
& FILMSTRIP 
EQUIPMENT 

516 TIMPSON PL., BRONX, N.Y. 10455 

NEWSFILM ADDS 
COLOR ADDITIVE PRINTING 

with FRAME CUING 

No notches or tabs required. 
Less handling of originals. 
Program changes at any time. 

Scene To Scene Color Correction 
FOR FURTHER INFORMATION 
SEND FOR NEW PRICE LIST 

■I— 

NEWSFILM LABORATORY. INC. 
516 No. Larchmont Blvd. 

Los Angeles, California 90004 

WESTHEIIVIER Company 

mi«s optica Is inserts 

Joseph Wertheimer. 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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ECLAIR 
Repairs and Service 

NPR —ACL 
All Work Guaranteed 
Ecam Company 

1430 N. Cahuenga Blvd. 
Hollywood, CA 90028 

Telephone: (213) 466-7301 

MECHANICAL DESIGN & DRAFTING SERVICE 

Jri< (213) 
469-2984 

Douglas H. Fries 

MOTION PICTURE EQUIPMENT SPECIALITY 
6850 Lexington, Suite 230 Hollywood, CA 90038 

[COMPLETE LABORATORY 

SERVICES & SUPPLIES Jo 
□ 
D 

FILMS, INC. 
332-350 Golden Gate Ave. 
San Francisco, CA 94102 

(415) 775-3664 

o 

a 
a 
a 

Of 16MM / SUPER 8 la 

SHOOTIIIC 
Contact Jim Grattan for 
top equipped crews. Single 
and double system. siiRnnon? 

4606 St. Catherine Street, West 

- Montreal H3Z 1 S3, P. Q. Canada 
PRODUCTIONS (514)932 1463 

GRATTAN 

ANIMATION 
LEARNING xrrs, * 
SUPPLIES, EQO/0 
Mew Mo, 106 C«tAl09*/S£ 
heath productions, inc.' 
1627 Scott Avenue, W. Islip, N. Y. 11795 

CP and FREZZOLINI 
CORDLESS CAMERAS 
COMPLETE OUTFITS C97Qc 
used, reconditioned up 

Includes Ang. 12/120 Zoom lens, 
magnetic recording head, amplifier, 
400’ magazine, battery. 

PHOTOMART 
CINE EQUIPMENT SUPPLIERS 
6327 S ORANGE AVE . • ORLANDO. FLA 32809 

APPLIED ROD LENS 
TELESCOPE CINEMATOGRAPHY 
Continued from Page 829 
tying or spreading the image to accom¬ 
modate cinematography erodes f-stop 
efficiency even further. One works with 
an f-stop of somewhere between f/45 
and f/64. Lighting can be very frus¬ 
trating. 

Magnification at close range pre¬ 
sents other problems that we have 
solved over the years. It’s almost 
impossible to use the rod lens with a 
conventional dolly. Extreme close-up 
tripod shooting, other than typical lock- 
down shots, can result in unwanted 
bumps and jerks on the screen. 

Our solution to this problem was to 
commission a mechanical engineer to 
design and build a special camera 
transport system, so that we could pro¬ 
gram and smooth out our moves. With 
real-time precision, we are capable of 
creating those fluid-like motions which 
have brought our production company 
so much attention these past years. 

Whenever the probe is pressed into 
service to shoot inside and away from 
outside light sources, another lighting 
supply must be used. Our lens is con¬ 
structed with a fiber optic illuminator 
next to the core of the rod lenses. It 
carries a powerful concentration of 
light to the lens tip for tough interior 
assignments and is used in connection 
with a powerful Storz Xenon light 
source. Present experiments using a 
300-watt arc light could provide much 
more light than present systems are 
capable of producing. 

Synchronized strobes help unriddle 
some serious lighting problems on the 
outside and the newer HMI studio lights 
assist in reducing heat, an incan¬ 
descent lamp bugaboo. 

Our system represents an 
investment of $60,000.00 to date and 
with each project, experience and 
practical knowledge expands our 
ability to produce with ease, exciting 
visual experiences for our clients. 

For others on the outside, this sys¬ 
tem is still in its infancy. Like anything 
new in cinematography, imagination 
and inventiveness will support the final 
destination of the rod lens telescope. 
After all, some day The New Macro¬ 
photography and the rod lens may be 
just as common as the zoom lens is for 
filmmakers today. ■ 

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

BEHIND-THE-LENS FILTER HOLDERS 
For Angenieux lenses on all Arriflex 16, Eclair NPR 
and CMS cameras, and for the 25-250 Angenieux for 
35 mm - - in kits with gel cutter, tweezer, spare gel 
container and other convenience features. 

Ask for brochures 

CUSTOM PHOTOCRAPHICS 
P. O. Box 25007, Portland, Oregon 97225 • 503-292-5569 

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 tree brochure 

2 GREAT CINE BOOKS 
By Joseph V. Mascelli, A.S.C. 

FTHE FIVE C’s OF CINEMATOGRAPHY^ 
THE CLASSIC CINE TEXT 

I SIXTH BIG PRINTING $15 Postpaid I 

■ MASCELLI’S CINE WORKBOOK ■ IUp-to-Date Text; Cine Tools, Tables 
& Calculators in BOTH Feet & Metric I 

INCREDIBLE VALUE $20 Postpaid " 

Calif, add 6% Tax. Foreign add $1 per book. 

^10-DAY TRIAL OFFER! FREE BROCHURES!^ 
CINE/GRAFIC PUBLICATIONS 

P.O. BOX 430 HOLLYWOOD, CALIF. 90028 

n r^FIlmLab 
1 rn SERVICE, IIMC. 

FULL SERVICE 16mm. COLOR 
LABORATORY 
• PROCESSING —ECO—EF — ECN II 
• ADDITIVE COLOR PRINTING 
• EKTACHROME SOUND PRINTS 
• ADDITIVE LIQUID GATE PRINTING 
• INTERNEGATIVE —CRl 
• EASTMAN COLOR PRINT 
• EDITING —SOUND SERVICES 
• FILMSTOCK —SUPPLIES 

SEND FOR COMPLETE INFORMATION 
ON SERVICES 

(216) 881-4510 
4117 Prospect Ave. 
Cleveland, Ohio 44103 
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BUY-SELL-SWAP HERE 
STUDIO PRODUCTION EQUIPMENT 

BOLEX SBM body, absolute mint condition, $500. 
(includes extra filter carrier, crank, book, etc.) 4% 
inch B&H F4.5 Teltar lens, “C” mount, $32.50. RCA 
model 416 16mm sound projector, excellent con¬ 
dition, $135. GROSS, PO Box 635, Wisconsin Rap¬ 
ids, Wl 54494. 

ANGENIEUX 9.5-95mm zoom w/Eclair and C 
mounts, lens shade. Mint, $1,350. (213) 396-0563. 

ECLAIR ACL with 4-400’ mags, 2 Arri-BL 1200’ 
mags, Arri-M with 5-400’ mags, GV-16 with 5-400’ 
mags, Angenieux orientable eyepiece (609) 455- 
0337 or (215) 688-9233. 

ECLAIR NPR, used with crystal motor, two 400’ 
mags, Ang. 9.5-95 lens, battery, Ang. orientable 
finder, case (415) 957-1787 or (212) 581 -5474. 

AMEGA — A-1 16mm edge track recorder, 2 A-1 
16mm edgetrack dubbers. All rack mount. 1 cus¬ 
tom control console; 1 Blonder tongue equalizer; 1 
Viking stereo 'A” tape recorder; all necessary 
cables for installation. Excellent condition, All for 
$4,900.(813)371-2360. 

NPR (#3291), orientable finder, Alcan crystal/var¬ 
iable motor, Canon 12-120 macro, 2 mags, BAP bat¬ 
teries and charger, Cine-60 belt, Cody radio slate- 
auto start, filters and cases. Mint cond. $10,500. 
(202) 223-2986 or 223-3145. 

NPR new Alcan crystal, 2-400’ mag, 9-95 An¬ 
genieux, battery, barney, brace. Uher 1000. All like 
new. (617)924-0665. 

BOLEX H16EBM, near new, 17-85 f2 (T2.66) zoom, 
spot meter, custom shoulder stock, 2500 ft. film, 
filters, $1250. (213) 355-9147 eves. 

NEW ENGLISH ACL 400’ MAGS, $1,500. ALSO ACL 
BODIES. PSYCHOMEDIA (604) 733-2854. 

COMPLETE underwater 16mm Bolex H-16 Rex 5 
Underwater light, housing, Vario-Switar Zoom f/3.5 
17-85mm 2'x2’x1.5' transport fiberglass box, other 
extras, $5,300 or best offer. Call anytime (318) 836- 
5321. 

ECLAIR ACL, used with CP crystal motor, two 400’ 
mags, Ang. 9.5-95 lens, battery, case. (415) 957- 
1787 or (21 2) 581 -5474. 

MITCHELL CAMERA 35mm, sell/trade for land, car, 
stocks. (213) 829-2132, 3032B Exposition, Santa 
Monica, CA 90404. 

VEGAS, used Model 55-57 call (415) 957-1787 or 
(212)581-5474. 

SYNC BEEP 1/4 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. 

ECLAIR NPR, 2-400’ magazines, sync motor, 
battery & cases, $5000. (215) 735-5250. 

BOLEX SBM w/o viewfinder, Vario Switar 16-100 
POE lens, MST motor (Rangertone 60 cps signal), 
Nicad battery, aluminum case #455, closeup attach¬ 
ment, C mount adapter, polarizing filter, like new, 
$1200. GELBACO PRODUCTIONS, 22600 King 
Richard CL, Birmingham, Ml 48010. (313) 642- 
0434. 

ECLAIR ACL w/crystal motor, 2-200 mags, 12-120 
zoom, 2 batts, 2 Halliburton cases, custom hand¬ 
grip w/on-board batt mount. Completely rebuilt 
w/guarantee, $6500 or best offer. (213) 660-5292. 

NAGRA SNN recorder with accessories, Precision 
3-gang Super-8 synchronizer, Bolex SP 80 mag¬ 
netic Super-8 sound projector, Sacrifice. (404) 428- 
6361. WHILEY GROOVER, 21 Sessions St., NW„ 
Marietta, GA 30060. 

400 ft AURICON complete sound outfit, camera, 
magazine, MA-11 Filmagnetic amplifier and head, 
Angenieux 12-120 lens, $2,195. 90-day warranty on 
all. Arri 16BL, 12-120, Jensen crystal, case, 1 maga¬ 
zine, recently overhauled, $7,295. GORDON 
YODER, (21 4) 357-3045. 

STUDIO PRODUCTION EQUIPMENT 
ARRIFLEX 16BL, new condition, 10-100 motorized 
zoom, 2 magazines, 2 batteries, 2 custom cases, 
tripod, $9,500. KARL MALKAMES, ASC (914) 723- 
8853. 

ARRI-S, case, 2 magazines, torque motor, peri¬ 
scope eyepiece, 9mm, 25mm, 50mm, matte box, 8V 
wild motor, 8V crystal motor, Universal metal blimp, 
zoom door, all controls with wood case, Nice studio 
package, Very good shape, Package $6500. 1- 
Moviola M-77 flatbed, 2-years old, excellent, spare 
heads, $6500. JULIAN COLE, 3604 Woodmont 
Blvd., Nashville, TN 37215 (615) 269-4546. 

AURICON Conv. by Sol-Lux, 12-120 Angenieux, 2 
mags, heads, MA11 amplifier, power belt, sync 
pulse generator, $1600. B&H Specialist projector, 
$400. HARRIS (41 5) 383-5994. 

NEW Otari MX-5050 Vstr servo with vari-pitch, 
Ampex AG500 full-track in case, University PA 
speakers, rebuilt Altec commercial amplifiers. Fan¬ 
tastic savings. BILL LILLING (213) 874-0560. 

MITCHELL NC with sync and wild motors, 3-1000 ft. 
mags, Scanoptic anamorphic block and 4 primes. 
Excellent condition, $3,500. AETNA LIFE & CAS¬ 
UALTY, Hartford, CT, (203) 273-4027. 

NAGRA IV L mint condition, used on 1 production 
only, case, $1,950. (213) 469-9804, ask for John. 

AURICON conversion, 12-120, crystal power pack, 
Mitchell magazines, $2000. (802) 456-8976. 

BEAULIEU R16 automatic, Angenieux 12.5-75mm 
lens, 200’ magazine, tripod, batteries, case, acces¬ 
sories, $1400. LARRY SEARY (21 2) 424-8335. 

ARRIFLEX 16S/T, latest model, mint condition, only 
2000 feet shot, 3 standard Schneider lenses, wild 
motor, battery belt, 300mm telephoto, case, ac¬ 
cess. Thoroughly checked by Arriflex, not used 
since, $2,450. Additionally available: COMPLETE 
documentary location lighting package, custom 
Halliburton-cased for travel. (213) 469-9804, ask for 
John. 

ECLAIR NPR 2 mags, BEALA motor, battery, and 
cases, $5000. (213) 395-6470. 

BELL/HOWELL 16/35 foot operated hot splicer. 
Good condition, priced to sell, PHILMART VISUAL 
COMMUNICATIONS. 19395 Keymar Way, Gaithers¬ 
burg, MD 20760. (301) 869-4435. 

 SUPPLIES  
BLACK LEADER, 16mm, fresh stock processed to 
4.0+, guaranteed $.026/ft min. order 2000 ft. Com¬ 
plete lab service and supplies. 16mm and Super-8. 
LEO DINER FILMS INC., 350 Golden Gate Ave., San 
Francisco, 94102 (415) 775-3664. 

 MISCELLANEOUS  
72 FILM DAILY Yearbooks (1926, ’28, ’32-’38, '40 
’70). Plus duplicates from 23 years. Best offer. PHIL 
MARTIN, 19395 Keymar Way, Gaithersburg, MD 
20760. 

T-SRIRTS FOR FILMMAKERS. Sixteen popular 
professional film equipment designs. Send for free 
brochure. ALAN GORDON ENTERPRISES INC., 
1430 Cahuenga Blvd., Hollywood, CA 90028. Attn: 
Dept. TS. 

BOOKS on all aspects of Filmmaking, Television, 
Radio/Sound Recording, Mass Communications, 
Broadcasting. Send for free 24-page illustrated 
catalogue: COMMUNICATION ARTS BOOKS, Hast¬ 
ings House, Publishers, 10 East 40th St., New York, 
NY 10016. 

 RENTALS  
CINEMONTA/STEENBECK RENTALS, 8-plate 
16mm/35mm delivered to your premises. KLM 
ASSOC., Inc., West coast (213) 931-6151, East 
coast (301) 299-7259. 

KEM rentals in Hollywood, HORIZONTAL EDITING 
STUDIOS. (213) 461 -4643. 

HOLLYWOOD cutting rooms & editing equipment 
rentals at bargain rates. Also, complete editorial ser¬ 
vices. CRAWFORD EDITORIAL, (21 3) 463-7939. 

 WANTED  
Recording stage Siemens 2000 double projector, 
ALPERT (416) 364-4085. 

WANT KEM UNIVERSAL. 6 OR 8 PLATE. 
PAUL TAYLOR (206) 523-4646. 

WANTED: AMERICAN CINEMATOGRAPHER, 
March 1970, Will pay $30. for issue in good to mint 
condition. JOHN GRISWOLD, 7 Stratton Lane, West 
Simsbury, CT 06092. 

WANT TO SELL YOUR EQUIPMENT? 
Call Fred Yates at Birns & Sawyer, Inc. We need all 
kinds of motion picture equipment — Nagra III re¬ 
corders (any condition), lighting (any type), An¬ 
genieux zoom lenses, etc. Let us know what you 
have. We pay top prices. Call (213) 466-8211 or 
come in. BIRNS & SAWYER, INC., 1026 N. Highland 
Ave., Hollywood, CA 90038. 

WANTED for cash: Angenieux 10x24mm zoom lens 
with reflex finder T3.8 BNC mount. Price and de¬ 
tails please to: EUROSHOOT INC., 2645 Green- 
valley Rd., Los Angeles, CA 90046. 

FILM STOCK, 16/35mm. Will consider all types, 
Sealed, opened and ends. RAFIK, 814 Broadway, 
New York, NY 10003 (212) 473-5851 Collect. 

RAW STOCK FILM NEEDED. Highest cash paid for 
16 or 35mm color negative or reversal film includ¬ 
ing any EF (7240) mag. stripe. FILMEX (filmbrokers) 
(416) 964-7415 collect. 

AURICON CINEVOICE cameras, CM-72A, con¬ 
verted or unconverted any condition. Best prices. 
Call (201) 427-11 60 or (21 2) 594-2294. 

WANTED: PROFESSIONAL Motion picture equip¬ 
ment, 16mm and 35mm, cameras, lenses, lights, 
sound, editing, projection, lab, for outright pur¬ 
chase or consignment. Supply Complete technical 
description and price for immediate reply. Ted 
Lane, ALAN GORDON ENTERPRISES INC., 1430 
Cahuenga, Hollywood, CA 90028, (213) 466-3561. 

WANTED: Elemack Spyder dollies, Worrall gear 
heads. Contact Ted Lane, ALAN GORDON ENTER¬ 
PRISES, 1430 Cahuenga Blvd., Hollywood, CA 
90028(213)466-3561. 

BELL & HOWELL 16mm cameras, motors 24V- 
115V, 400 ft magazine, any accessories or part. 
FASO processing machine, K-100 cameras and 
accessories, any condition. Write to: NATIONAL 
FILM CO., 10302 Kingspoint, Houston, TX 77034. 

 SITUATIONS AVAILABLE  
WANTED — Film editor with at least five (5) years 
experience and with some on-location exper¬ 
ience. Send resume to: P.O. Box 119, 8501 Coles- 
ville Rd., Silver Spring, MD 20910. 

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 camera mechanics and 
optics. VDI offers a complete employee benefit 
package and excellent working conditions. Salary 
commensurate with experience, Call Bob Coleman 
collect in Chicago, (312) 321-9406 or Bob Burrell 
collect in Detroit (313) 371 -4920. 

 DISTRIBUTION  
We need current high quality 16mm films for public 
libraries, universities, public schools and other 
markets. All subject areas considered. Receive a 
greater return for your production through higher 
royalties and aggressive marketing. Check with us 
first!! We are marketing specialists. Send films to: 
COLOUR IMAGES UNLIMITED, INC., 4060 South 
Tamarac Dr., Denver, CO 80237. 

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

AMERICAN CINEMATOGRAPHER 

RATES'. Ads set in lightface type 50<t 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 cover payment to Editorial Office, 
American Cinematographer, P.O. Box 2230, Hollywood California 90028. Forms close 1st of month preceding date of issue. 
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 SERVICES AVAILABLE  
B&H Filmos slotted w/2-holders, $52.50. 3-day 
service. GORDON YODER, INC., 2911 Ladybird 
Lane, Dallas, TX 75220. 

Filming around Hong Kong, Taiwan and Japan. Will 
be leaving August 15, 1977. Any type of assign¬ 
ment. WILLIAM SHAW, 1404 Cortelyou Rd., Brook¬ 
lyn, NY 11 226 (21 2) 282-7627. 

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. 

CALL us for your “ODDBALL” service work, GOR¬ 
DON YODER, INC., (21 4) 357-3045. 

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. 

This 
Publication.... 

is Available in 
MICROFORM 

For Complete Information 

WRITE : 
University 
Microfilms 

International 
Dept. F.A. Dept. F.A. 
300 North Zeeb Road 18 Bedford Row 
Ann Arbor, Ml 48106 London, WC1 R 4EJ 
U.S.A. England 

WHAT’S NEW 
Continued from Page 784 

contain a special ultra-violet inhibitor al¬ 
lowing them to be used with hot, tungsten 
halogen fixtures and making them highly 
resistant to fading. Life expectancy of 
Gelatran is also considerably lengthened. 

“Gelatran is manufactured to extremely 
rigid tolerance specifications to within 51/2 
of a controlled spectral curve. Thus, 
should a customer re-order six months or 
a year after initially buying Gelatran, he 
can be assured of receiving exactly the 
same color,” Coe emphasized. 

Gelatran is priced at $3.33 per 20- by 
24-inch sheet; it is also available in 24- 
inch by 50-foot rolls. A sample swatch 
booklet containing all of the 60 colors and 
light transmission curves is available at no 
charge by writing Product Manager, Ber- 
key Colortran, Inc., 1015 Chestnut Street, 
Burbank, CA 91502. Telephone: (213) 
843-1200. 

CINEMA PRODUCTS WILL CONDUCT 
TWO-DAY “CP MAINTENANCE 
TRAINING SEMINAR” ON OCTOBER 
14-15, 1977, IN LOS ANGELES 

Cinema Products Corporation an¬ 
nounces an expanded two-day “CP 
Maintenance Training Seminar” for work¬ 
ing cinematographers, professional 
equipment dealers and technicians to be 
held at the Cinema Products factory in Los 
Angeles. The two-day event is scheduled 
for Friday and Saturday, October 14-15, 
1977, directly preceding the opening of 
the SMPTE 119th Conference & Equip¬ 
ment Exhibit in Los Angeles. 

According to Ed Clare, Assistant-to- 
the-President and seminar co-ordinator, 
the program will again include a com¬ 
prehensive training seminar for the CP-16 
reflex and non-reflex camera models and 
related accessories, led by Cinema Pro¬ 
ducts technicians Marty Prager and 
Chuck Jackson. As in past years, rep¬ 
resentatives from other equipment man¬ 
ufacturers will also conduct important 
sessions on current practices and de¬ 
velopments in their field. 

One of the main new features of this 
year’s seminar will be a special Saturday 
morning maintenance and repair session 
for STEADICAM technicians. 

For complete information and registra¬ 
tion forms, please write to one of the fol¬ 
lowing people at Cinema Products: to 
Wilbur Russell (if you reside in the United 
States) or to Ray Tamba (if you reside 
outside the United States), c/o Cinema 
Products Corp., 2037 Granville Ave., Los 
Angeles, CA 90025. ■ 

PROFILE 
Continued from Page 800 

mile-an-hour speed limit, which reduces 
the pleasure of Porsche driving, accord¬ 
ing to Len. His wife has a Volkswagen 
station wagon. 

“Once, I tried amateur car racing with 
Porsche, and it was a real thrill,” he 
said. “But not any more. I’m happy now 
with the BMW.” 

Len South stems from an English fam¬ 
ily, though he was born in New York 
City. His father was a stockbroker, and 
Len probably inherited much of his love 
for the sea and for cars from him. 

After his father died, his mother 
brought Len and a younger brother, 
David, to live in California. They settled 
into an early tract home in North Holly¬ 
wood, in 1940. 

A year later, Len took a job at Warner 
Bros, studios in Burbank, in the loading 
room. At the time, he was interested in 
art (drawing) and cameras — in that or¬ 
der. 

The Japanese attacked Pearl Harbor 
not long after, and within a few months, 
Len had enlisted in the air force, as a 
photographer. 

“I first tried to become a pilot, but I got 
washed out in pilot training because of a 
stigmatism in one eye,” he told me. “In a 
way, though, it was probably better for 
me in the long run, that I wound up as a 
fulltime air force photographer.” 

He was assigned to an Army Air Force 
unit stationed on Attu, in the Aleutian 
islands, with a B-25 bomber group. 
They worked alongside a Russian 
fighter squadron which was training 
there. 

Eventually, in 1945, Len South came 
home to California, and an Air Force 
discharge. He was quickly rehired at 
Warners, but this time (because of his 
service experience) he was assigned as 
an assistant cameraman in the special 
effects department. 

And it was there, soon after, that he 
became a friend of Bob Burks, the man 
who launched him on his impressive 
career. 

“I guess you’d have to say that every¬ 
thing in my life has fallen into place, a 
piece at a time,” concluded South, puf¬ 
fing contentedly on a cigar. “And I’m 
sure there are quite a few more pieces 
still to come! ” ■ 

SHOOTING IN 

CONTACT 

ISRAEL? 
ELJAC 

for equipment, vehicles, crew 
etzel st. 3/6 
shapira hill 

telex: rote 341-926 jerusa|em 
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OF* TV NEWS & 
DOCUMENTARY 
PRODUCTION. 
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LW-1G 
now shooting documentaries, 
educational features, 

^ business shorts & 
TV newsfilm 
world-wide. 
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Eastman 
Ektachrome 
7250 film, 
El 400T, 
forced to 
El 3200T. 
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Made In U.S.A. 

/ 

U.S. Patent 
#0277,601 and 

Patents Pending 

i for the improved 
m features of this camera. 

Patent and trademarks 
in the U.S.A. and world-wide. 

For a deal you can’t refuse 
call Jim Crawford at 
(IM. J.20D427-1160 or 
(IM.YC.212) 594-2294. 
Frezzolini Electronics Inc. 
7 Valley St.,Hawthorne,IM.J.07506 USA 
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-999 
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006-007-90038-00042 
MO ALLAN WILLIAMS 
E^TMAN KODAK COMPANY 

6706 SANTA MONICA B1_VD 
HCLLYWGCO* CA 90038 

If you shoot handheld, you need 

•TEADKAAA 
Because with STEADICAM, Cinema Products’ revolution¬ 
ary film/video camera stabilizing system, the handheld 
moving camera finally comes into its own — recording 
dolly-smooth, jitter-free, handheld moving shots with a 
steadiness of image never before achieved on the screen. 

On location or in the studio, no matter what you’re 
shooting — 35mm, 16mm or video — you’ll find that 
STEADICAM greatly enhances the creative latitude of the 
director and cinematographer while effectively reducing 
production costs. 

STEADICAM releases the camera from the constraints 
of dollies, tracks, and heavy camera platforms — permitting 

new kinds of handheld moving shots, capturing action 
scenes with a new sense of realism and fluidity in sweeping 
continuous takes. 

STEADICAM allows the camera operator a freedom 
of movement totally unknown until now. The camera moves 
with the operator as if it were an extension of his own body and 
part of his internal “servo-system;’ constantly adjusting and 
correcting for body motions, whether walking or running. The 
camera seems to float weightless in mid-air and the operator 
guides and controls it with a gentle movement of the hand — 
panning, booming and tilting — while he himself is in motion. 
And STEADICAM turns virtually any vehicle — car, boat or 
aircraft — into an “instant” camera platform. 

The “Universal Model” STEADICAM allows the camera 
to be easily removed and used independently of the system, 
on-the-shoulder or on a tripod. It also permits the use of one 
STEADICAM system interchangeably with any one of 
several handheld 35mm, 16mm or video cameras — an 
important feature for production houses using both film and 
video cameras. 

,   
“Universal Model” STEADICAM system shown with CP- 
modified Arri IIC 35mm camera, CP-16R 16mm camera and 
TK-76 video camera. Other cameras of the same general 
weight class can also be adapted for use with the STEADICAM 
system. For further information, please write to: 

LI COFlF>OFl ATIOfM 

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


