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EVERYTHING IN 
VIDEO EQUIPMENT RENTALS 

FROM THE PEOPLE 
WHO BRING YOU 
EVERYTHING IN 

FILM EQUIPMENT RENTALS. 

The world’s finest maintained Motion Picture & Video Tape Equipment. 

camera service center, inc. 
' 625 West 54th Street, New York, N. Y. 10019, (212) 757-0906 



TO IMPROVE 
NEW YORK FILMMAKING, 

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

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

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

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

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

you to visit our 
camera depart¬ 
ment and see why 

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

© General camera corporation 
471 Eleventh Avenue, New York, N.Y. 10018 ■ (2121594-8700 (212) 594-8700 
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“We useTiffen fibers exclusively at Opryland 
Productions. Wve tried others, but 
have always returned toTiffen.” 
Truett K. Smith 

from another and then hoping the ring 
will fit the filter. Tiffen supplies the 
complete package!! 

“The same unique situation applies 
to the TKP-45. It requires an unusual 
rectangular filter in a custom slide-in 
mount. Once again, both are available 
from Tiffen. Since the filter is 
rectangular and obviously can’t be 
rotated, as the circular ones can, for 
desired orientation of a four point 

starburst, Tiffen gives us the option of 
a ‘cross’ or an ‘X’ orientation. 90 Oser Avenue, Hauppauge, L.I., N Y 11787 [516] 273-2500 Telex 96-7748 

“Tiffen optical filters have 
enhanced our television production 
capabilities considerably, here at 
Opryland Productions. 

“We are presently using Tiffen 
filters exclusively in our television 
cameras. VCfe have tried other 
types, but have always returned to 
Tiffen for our needs. 

“We have seven RCA TK-45 
color cameras, two RCA 

TKP-45 cameras, and one RCA 
TK-76 color camera. Each 
camera presents us with its own 
unique filter requirements, and 
Tiffen filters have met each requirement 
successfully. The TK-45 cameras have 

an eight position filter wheel. The filters 
screw into each of the eight positions. 
Tiffen offers filters already mounted in 
the proper threaded mounting ring. There 
is no hassle with trying to buy a filter 
from one company and a mounting ring 

commercials, outdoor commercials 
around bodies of water where 
reflections on the surface are a 
problem, or outdoors where a 
deeper blue sky is desired. The 
polarizing filters are also useful for 
eliminating any undesired 
reflections and glares which would 
otherwise distract from the finished 
product. 

have a complete assortment of 
four, six, eight and twelve point star 
filters to offer our clients. In the early 
days of the four and eight point starburst 
filters, we felt that we should offer 
something different—Tiffen came 
through with an assortment of six-point 
star filters for each of our cameras. 
also use Tiffen’s assortment of low 
contrast, diffusion, and fog filters. Many 
a complexion has been softened in a 
close-up shot by a Tiffen low contrast 
filter. Tiffen’s line of low contrast and 
diffusion filters offer a range great 
enough to take care of any situation. The 
filters are effective and yet subtle enough 
to give the desired diffusion without 
giving any indication that the picture is 
being softened. 

“We use the Tiffen series of Fog 
filters when we want to create a 
“dream” look in our produc¬ 
tions. This 
effect was 
used several 
times on the production 
numbers of the ‘Dolly’ show taped here 
at Opryland Productions. The heavier fog 

filters are especially effective in producing 
this ‘dream’ look. 

also use Tiffen’s polarizing 
filters. These filters are 
very useful when we are 
shooting car 

“Price is of course always a 
consideration in choosing any item 
we purchase, whether it be an 
optical filter or a complete color 
camera system. We have learned, 

however, that it is very easy to be ‘penny 
wise and pound foolish.’ The prices of 

optical filters vary greatly from 
manufacturer to manufacturer. The most 
expensive we have found, are not 
necessarily the best. Tiffen’s prices are 
well within reason—they are not the 
cheapest, but neither do they fall in the 
most expensive group. Tiffen’s lower cost 

means that 
we are able 
to buy more 

Tiffen filters and still 
remain within our budget. 

The Tiffen filters we use have been 
very satisfactory. The availability, 
delivery, reliability, variety, and prices 
make Tiffen our first choice at Opryland 
Productions.” 

Truett K. Smith 
Senior Video 
Engineer TIFFEN 

The first name in filters 

Write Dept., ASC for FREE Professional Brochure & Price List 



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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camera... 

The Aaton 7 LTR 
is versatile, 
rugged, 
and reliable. 

Two Aatons made a trip into the 
Himalayas recently. This BBC shoot was a 
real challenge-150 miles on horseback, the 
rest of the journey on foot, nearly 80,000 feet 
of film shot in the dust ridden Zanskar Valley. 

In Austria, the Aaton has been 
high-flying; Herbert Koller Co. 
have built it into both helicop¬ 
ters and open cockpit gliders- 
the glider installation is shown 
here. 

Not just 
an ultra-quiet 
indoor 



In the National Volcano Park bordering on 
Zaire, a French team did an assignment on the local 
gorillas-here is what Guillermo Escalon reports: 

“We were on Karisimbi and Bisoke volcanoes (15,600 feet 
at the craters); we moved about in the passages left by the gorillas, 
with the cameras in packsacks-you 
can imagine we appreciated how light 
they were. With the gorillas, we had 
to move very calmly; luckily the Aaton 
magazine was a boon-no thumping 
or bumping. In the morning, we had 
to wait for the condensation to diy off 
the lenses set out in the sun before 
we could start work; all the optical 
equipment was opaque with condensa¬ 
tion. Once again-bravo for the camera. 

From there we went to 
Akagera National Park-Savonnah, 
hot, but dry; the cameras made the 
change without a whisper!’ 

The cameraman with his hand on the viewfinder is a gorilla. 

SAMUELSON FILM SERVICE 
27 Sirius Road 
Lane Cove Sydney NSW 2066 
AUSTRALIA 
Tel. 428 5300 

DEDO WEIGERT FILM 
8 Munchen 2 
Rottmannstrasse 5 
GERMANY 
Tel. 529.666/777/888 

RUNE ERICSON FILM AB 
Huvudstagatan 12 
17158 Solna 
SWEDEN 
Tel. 8.83.85.86 

ROLLER - SIMON GmbH 
Ton-Filmtechnik 
Gerateverleih Produktion 
Ungargasse 12.9 
1030 Vienna 
AUSTRIA 
Tel. 0222.754116/726714 

B.E.A.C. 
Av. Constant Montald 57 
Boite 3 
B-1200 Brussels 
BELGIUM 
Tel. 02/7706093 

KINGSWAY FILM EQUIPMENT 
821 Kipling Avenue 
Toronto, Ontario M8Z 5G8 
CANADA 
Tel. 416/233.11.01 

HOLLAND EQUIPMENT BV 
HJE Wenckebachweg 81 
Amsterdam 
HOLLAND 
Tel. (020) 35.07.84 

DAVID BAYLISS Ltd 
1203 Kimberley House 
35 Kimberley Road 
Kowloon G.P.O. Box 9933 
HONG KONG 
Tel. 3.664886 

ARAN Electronics Ltd 
100/a Katsenelson Street 
P.O. Box 1138 
Givataim 
ISRAEL 
Tel. 723353-211563/564 

GEORGES HOFER 
55, rue Moillebeau 
1209 Geneva 
SWITZERLAND 
Tel. (022) 33.06.38 

AATON 
2, rue President-Camot 
BP 104 Cedex / 38001 Grenoble 
FRANCE 
Tel. (76) 42.64.09 
Telex 980459 

I.C.E. Co. 
8/12 Broadwick Street 
London W1V 1FH 
ENGLAND 
Tel. 1/734.05.35 

IMAGE 
Via Arqua 21 
20131 Milan 
ITALY 
Tel. 2/65.25.72 

AATON CAMERAS INC. 
1697 Broadway (at 53rd) 
New York N.Y. 10019 
U.S.A. 
Tel. (212) 541-8181 

SAMCINE ALGA SALES 
122, Champs-Elysees 
75008 Paris 
FRANCE 
Tel. 359.35.33 

FILMFORM 
Rua da Rosa 252.1° 
1200 Lisbon 
PORTUGAL 
Tel. 326880/82/00/17 AATON 



WHAT'S NEW 
IN PRODUCTS, SERVICES AND LITERATURE 

deadline on MOONRAKER. I consider it 
a very important cutting room accessory 
and, on a location picture such as ours, 
its easy transportability has been a real 
asset. My staff have found it excellent for 
syncing up dailies, fitting wild tracks, 
post sync and laying effects and music 
for re-recording.” 

Acmade Picture Synchronizers are 
being marketed in Australia and 
throughout the South East Asian region 
by the John Barry Group with offices in 
Sydney, Melbourne, Perth and in Auck¬ 
land and Wellington, New Zealand. 

In the States Acmade is handled by 
Acmade Technologies Inc., Alan Gordon 
Enterprises Inc., Eastern Editing Equip¬ 
ment and Adolph Gasser Inc. 

Acmade is manufactured by Acmade 
International, Uxbridge, Middlesex, Eng¬ 
land. 

MACHINE SPEEDS 35MM FILM 
EDITING 

The editing of a feature film normally 
takes several months and both sound 
and film editors invariably find them¬ 
selves under considerable pressure to 
meet their very tight deadlines. 

A development that is reducing editing 
time by a substantial amount is the new 
35mm version of the Acmade Picture 
Synchronizer known as the “Compeditor 
35". This motorized editing machine 
incorporates into one unit a viewing head 
and four sound tracks, with one of the 
tracks being disengageable, thus allow¬ 
ing all searching to be carried out on the 
same machine. These models are now 
being introduced on several major fea¬ 
tures in British and French film studios. 
The manipulation of film and magnetic 
sound tapes on these machines is very 
simple and, as a result, the editor is able 
to work at high speed. The unit is rugged 
in construction, yet portable, weighing 
only 19kg. 

Acmade’s Picture Synchronizers are 
already very popular with documentary 
and industrial editors in many countries. 
The development of these 35mm ver¬ 
sions will mean substantial time and cost 
savings for feature film producers and for 
the Pnakers of advertising commercials. 

John Glen, Editor of the new James 
Bond film MOONRAKER, says: “Our 
Acmade Compeditor 35 has been inval¬ 
uable in helping us meet the very tight 

COMPACT 4-INPUT MICROPHONE 
MIXER FROM CINETRONICS 

Cinetronics has developed a new 
compact 4-input microphone mixer. The 
CM-1 operates on two 9-volt batteries or 
external power 9 to 20 volts with ± or + 
ground. The CM-1 also supplies 12 volts 
phantom power for shotguns. All audio 
connectors are standard XLR. Balanced 
inputs have individual low-cut equaliza¬ 
tion -12db at 50 cycles. The output is 
switchable to balanced mike level or un¬ 
balanced line level. Features VU meter, 
line-up tone, battery test and LED peak 
indicator (adjustable). 

The CM-1 Mixer offers completely new, 
non-visual distortion control system for 
one-man camera and sound work. This 
unique system for audio level control 
without VU meter monitoring provides a 
distortion-free output to a film or video 
recorder at a consistent level for best 
audio without utilizing automatic level 
control. 

Unlike many mixers which use an in¬ 
termediate audio stage for a headset 
monitor, the CM-1 processes the last 
audio stage of the amplifier before re¬ 
cording through a clipping circuit which 
induces easily detected distortion in the 
headset circuit only. This distorted audio 
is actually 12dbs before the level at which 
distortion will occur on the tape. By re¬ 
ducing gain until this distortion is not 
heard in the headset, the operator re¬ 
stores his 12dbs of head room before 

audio quality is affected on the tape. 
Size 6.5" x 2" x 3.5". Weight: 31 

ounces. Frequency response: 40Hz to 
18Khz ± 1db. 

Patent pending. 
For further information, contact: 

CINETRONICS, 12231 Roscoe 
Boulevard. Sun Valley, California 91352. 
Tel: (213) 767-4874. 

• 

NEW ISCO CALCULATOR AIDS 
SELECTION OF CINEMA OR STILL 
PROJECTION LENSES 

A new image projection sliderule that 
simplifies calculating image size as re¬ 
lated to projector-to-screen distance and 
lens focal length is now available from 
Schneider Corporation of America, U.S. 
distributor of ISCO Theatre Projection 
Lenses. 

The calculations are applicable to pro¬ 
jection of a wide range of motion picture 
or still formats, from 16mm to 35mm to 
70mm motion pictures plus 35mm slides. 
Developed in a sliderule format, the cal¬ 
culator provides separate scales in 
inches and in metric measurements. 

The calculator will compute picture 
size for any projection distance from 20 to 
300 feet, for any lens from 16mm to 
300mm focal length. Picture size cal¬ 
culations cover the range from 5'x7' to 
50'x70'. A separate “screen area” scale 
permits quick calculation of the square 
area of screens of any size up to 5,000 
square feet, useful in estimating xenon 
watts. Typical aspect ratios are supplied 
in a chart which lists all cinema projection 
formats from 16mm, as well as 35mm 
slides. 

Developed by ISCO of West Germany, 
world leader in the design and manu¬ 
facture of theatre projection lenses, the 
new calculator is now available at 
$10,000 each through authorized ISCO 
Theatre Equipment dealers. For the 
name of the nearest dealer, contact Thea¬ 
tre Products Division, Schneider Cor¬ 
poration of America, 185 Willis Avenue, 
Mineola, NY 11501. 

THE FIVE C’s OF CINEMATOGRAPHY 
EIGHT BIG PRINTING! $20 
The classic definitive text for learning 
and visualizing motion picture and 
television production techniques. 
Postage: USA $1; Foreign $2. CA 6% Tax 
10-Day Trial Offer! Free Brochures! 

Cine/Grafic, Box 430, Hollywood, CA 90028 USA 
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everything from stands to cels 

NCEII 

MODEL 

Alan Gordon Enterprises is now equipped to 
meet all the needs of animation 
cinematographers and artists. 

NEILSON-HORDELL NH 213 AND FAX 
Animation stands used in • cartooning • titling 
• bi-pack printing • rotoscoping • aerial image 
projection. Price (NH 213) $83,600, (ThriftFax 
Animation Stand) $6,522. 

NEILSON-HORDELL 
SPECIAL EFFECTS OPTICAL STEP PRINTER 
MODEL NH 71-00 
• 35mm, 16mm and 8mm • skip frame • beam splitter 
• camera tilt • aerial image projector • electronic auto 
focus. Prices on request. 

SPECIAL EFFECTS CAMERA BY 
NEILSON-HORDELL MODEL 83-00 
• fixed pin registration • fast pull down • bi-pack • 
printed circuit motor, enabling it to run single frame or 
continuously from 30 fpm to 1500 fpm. Prices on 
request. 

NEILSON-HORDELL DUAL SCREEN FRONT 
MATTE PROJECTOR MODEL 26-00 
This unit, combined with the Zoptic lens 
synchronization system, enabled Christopher Reeve, 

. . to leap tall buildings in a single bound” in 
SUPERMAN, THE MOVIE. Price $65,779. 

NCE II ANIMATION MOTOR 
A “Slo-Syn” synchronous stepping motor adaptable to 
most 16mm and 35mm professional cameras for 
animation or time-lapse cinematography. Price (Motor 
and Control Box) $1,250. Camera adaptor prices on 
request. 

Also available are previously owned units 
such as: 
• Acme Model 5 Camera with 75mm lens, 400 ft. 

magazine and Acme Animation Motor (rebuilt)... 
Price: $8,950. 

• Bell & Howell 2709 (rebuilt) with Unit “I” Movement 
and 400 ft. magazine. .. $3,500. 

• 16mm Mitchell with 400 ft. magazine ... $3,650. 
• Acme #104C Optical Printer (16mm to 35mm) 

adaptable to 35mm, 16mm and Super 8mm gauges 
with B&H color additive lamp housing (fully 
reconditioned) and capable of performing all the 
basic optical printing functions required by a motion 
picture lab or optical house. Price: $48,500. 

We also stock a complete selection of 
animation accessories: field charts, peg 
bars, scribes, polarizers and, of course, cels. 

For details, contact: * ■ 

ajanggrijgn enterprises me. (g= =g) 
1430 N. Cahuenga Blvd.. Hollywood, CA 90028 Cahuenga Blvd., Hollywood, 

Telephone: (213) 466-3561 • (213) 985-5500 
TWX: 910-321-4526 • Cable: GORDENT Copyright © 1979 Alan Gordon Enterprises Inc. 
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SAMUELSON 
FILM SERVICE 

LIMITED 

Introducing 

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

SAMUELSON 
ALGACINEMA 

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

SAMUELSON 
ALGA SALES 

122 Champs Ely sees 
75008 Paris, France 
Tel: 359 35 33 

SAMUELSON 
FILM SERVICE 
AUSTRALIA 

(Pty) LIMITED 
25 Sirius Road, Lane Cove 
Sydney 2066, N.S.W., Australia 
Tel: 428 5300, Telex: 71 251^ 

25 Lothian Street, N. Melbourne 
Victoria 3051, Australia 
Tel: 329 5155 

SAMCINE 
SALES 

LIMITED 

303/315 Cricklewood Broadway 
London NW2 6PQ, England 
Tel: (01) 450 4550, Telex: 21430 
Cables: Samcine London 

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

SamueL  
Lighting 

Dudden Hill Lane 
London NW10 2DS, England 
Tel: (01)452 5477, Telex: 21430 
Cables: Samcine London 

THE PRODUCTION VILLAGE 
Samuetson's Mini-Studio Complex in downtown Cricklewood 

The Production Village will come to represent many things to many production companies. As a 
working environment it will be without equal — but its primary role is to be a functional, cost 
effective film and television production tool. No effort has been spared to put at the customer's 
fingertips the widest possible range of production services including those of skilled and 
experienced craftsmen backed by comprehensively equipped workshops. 

SAMUELSON 
GENOP 

(PtV) LIMITED 

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

When it is complete, The Production Village will 
comprise 9 stages varying in size from 185 ft. x 54 ft. 
right down to 42 ft. x 27 ft. 

All stages are equipped with wrap-around 
cycloramas with radiused coves top and bottom and, 
while not sound-proofed in the conventional feature- 
film studio manner, all are provided with red-green 
light systems and are probably quieter than the vast 
majority of places where film is shot 'on location'. 

Every service expected of a studio will be there, or 
at Samuelsons in nearby Cricklewood Broadway: fully 
furnished production offices, rehearsal rooms, crowd 
rooms, cutting rooms, art department, film vaults, 
props storage, scene dock, viewing theatres, post sync 
and effects theatre, stills studio, music and sound- 
effects libraries, equipment test rooms etc. 

Regular Samuelson facilities are available to clients, 
including sound transfer, telephones and telex service, 
Xerox copying, offset litho, and dyeline printing. 

Samuelsons incomparable camera, lighting, sound 
and ancillary equipment is delivered to the 'Village free 
of charge. There are good restaurant facilities, a bar 
and a canteen. 

And, most important of all, there is good and skilled 
labour. The crafts of set construction, painting and 
spraying, engineering and metalwork, plaster and fibre- 
glass work and so on, are well cared for at the 'Village. 

Samfreight are there to handle your freight and 
forwarding, and the London Chamber of Trade and 
Commerce actually has an Export Carnet office located 
in the 'Village to speed you on your way to foreign 
locations. 

The Production Village is only four miles from 
Marble Arch, five minutes from the Brent Cross 
Shopping Centre, six miles from Wardour Street, and, 
like Samuelsons of London, will be a seven-day-a-week 
operation. 

It's a new idea in mini studios- based on the 

IISOIIGL] 
tine Ltd 
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"AUDIO S€RVIC€S CO. 
is n GOOD Pincc 

TO IUORK." 

DWID SCHNEIDER 

14MES LIES (Chip) 

MNDVA WILLIS 

M4NCY S/4LZER 

THAT'S UIHV ITS ALSO A GOOD PLACC 
TO DO BUSINESS! 

R company is the sum total of the people uuho work there. In fact, 
they are The Company. 

People like Marva who keeps everyone happy and David who 
knows the audio rental business inside out. Or Nancy, who types 
with one hand, answers the telephone with the other and greets 
everyone. Then there's Chip who runs the service department and 
gets your equipment out on time. Come visit us in New Vork or 
California, we're a happy company. 

RUDIO S€RVIC€S CO. RND SRL€S C€NT€R INC. 

565 FIFTH RV6NU6 4713 LflNKCRSHIM 8LVD. 
N6UU VORK. N.V. 10017 N. HOUVUUOOD, CRUFORNIR 91602 

(212) 972-0825 (213) 766-5255 
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ECLAIR ACL: 
the rugged reliable quiet camera 

ABC Sports selected three cameramen to shoot 
Bridalveil Falls: All three owned ECLAIR ACL’s. 

ABC Sports Bridalveil film crew: 
cameraman/director— Scott Ransom 
cameramen — Bob Carmichael, Greg Lowe 
Soundman—Peter Palafian 

Bob Carmichael, one of the cameramen 
who climbed the 500 ft. high frozen water¬ 
fall had the following to say about his 

new ECLAIR ACL: 
I bought my ACL after looking care¬ 

fully at every camera on the market. I work 
distant locations, usually with challenging 

environments, often in extreme weather con¬ 
ditions. Eve got to have a rugged reliable cam¬ 

era. That’s the bottom line. The ACL’s lightweight 
design and quick change snap-on magazines are 

essential to getting the action in sports and adventure 
shooting. The new viewfinder is brighter and the LED-7 

exposure system keeps me on top of my exposure situation. 
Get away from the noise of civilization and you discover 
how really quiet the ACL is. But the thing that sets the ACL 
apart is the fact that the multi-speed crystal motor runs 
through even the coldest temperatures. At Bridalveil we actu¬ 
ally got ice build-up on the camera body and it continued 
to function perfectly. ECLAIR ACL is now so well proven 
that it really is an industry standard. 

ECLAIR ACL: the dependable quiet one 

905 IM. COLE AVE., HOLLYWOOD, CA 90038 

U S A. INC. 

TWX: 910-321-4192 Eclair USA LSA 
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“Hoiv do you light the World Trade Center?” 
Cinematographer Arthur Ornitz learned 
to make movies by making movies. He 
loves New York City, backdrop for such 
Omitz-filmed pictures as “An Unmarried 
Woman,” “Anderson Tapes”and “Serpico,” 
to name a few. He credits the joy of 
shooting in New York to some enlightened 
city policies, his oum hard-won expertise, 
and even the products of a well-known 
manufacturer of motion picture film. 

“My brother and I learned still 
photography first.We did everything, got 
to know all sorts of cameras, did 
our own processing, the works. 

“Then another film student and I 
got hold of a 16 mm camera and put it 
in a suitcase with a little hole for the 
lens to stick out, and we made a short 
movie about the city from a dog’s point 
of view. We carried that suitcase 
everywhere, shooting from the dog’s 
eye-level. We put it on roller skates, 
tried things no one else had tried. Our 
film attracted some attention, and later 
we were asked to remake it in 35 mm; 
but for me, it was never as good as it 
was the first time. 

“New York City is one of the 
world’s great movie sets. TV has made 
audiences more aware of reality.They 
quickly sense when something is 
phoney. They want real earthquakes, 
real streets. They really drove us to 
shoot in the streets, and it’s been great, 
because it’s the real thing. 

“New Yorkers take the movie 
business seriously. They assign you 
members of the Tactical Police Force, 
and those officers stick with you. 
They’re paid by the city, not the pro¬ 
ducer. They’re tough guys and sweet to 
work with. There are very few places 
in New York that they can’t clear for 
you to shoot. 

“Eastman color negative II film 
5247 is wonderful for shooting in the 
city. It has a very fine grain, the blacks 
are velvety and the whites hold up. 
When you’re using the city as a 
background for a scene, it’s the lights 
in the distance that count. It’s easy to 
light your scene; just turn on enough 
arcs. But how do you light the World 
Trade Center with its fluorescent bulbs 
and the street lights and the car traffic 
and the neon signs and so forth. 
The sensitivity of 5247 does it for you. 

YLodak.. .Official motion picture consultant to the 1980 

“On a feature film you have to 
have form and professional discipline, 
and you have to play first fiddle to 
the director’s conducting. But when 
you’re doing a film as a student or 
for yourself, then you should really try to 
reach for something. I tell my students, 
‘Whether it’s a new way of looking at 
color or lighting or composition—what¬ 
ever it is—it should have your stamp, 
your signature. It should be your own.’ ” 

If you would like to receive our publica¬ 
tion for filmmakers, Kodak Professional 
Forum, writeEastmanKodak Company, 
Dept. 640.343 State Street. Rochester, 
NY 14630. 

EASTMAN KODAK COMPANY 
ATLANTA: 404/351-6510 
CHICAGO: 312/654-5300 
DALLAS: 214/351-3221 
HOLLYWOOD: 213/464-6131 
NEW YORK: 212/262-7100 
ROCHESTER: 716/254-1300 
SAN FRANCISCO: 415/928-1300 
WASH., D.C.: 202/554-9300 
© Eastman Kodak Company, 1979 

Olympic Winter Games. 
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VIDEO LENSES 

The most popular location production 
television cameras fall into the category 
known as ENG/EFP, respectively ‘Elec¬ 
tronic News Gathering’ and ‘Electronic 
Field Production’. These cameras in¬ 
variably employ the popular 2/3" Plumb- 
icon® or Saticon® type tubes. The latest 
generation of these cameras has 
achieved the size, weight and portability 
of the most compact 16mm cameras and 
thus an analogy between the 16mm film 
format and the 2/3" EFP camera should 
prove interesting. 

The 16mm camera aperture is .292" x 
.402" or 7.4mm x 10.2mm which yields 
an image diagonal of .497" or 12.6mm. 
Since this diagonal is approximately 
1/2", one would naturally assume that 
the 2/3" tube video format was actually 
larger than the 16mm negative area and 
that lenses used with these 2/3" televi¬ 
sion cameras would cover a wider angle 
than the same focal length lens on a 
16mm camera. These assumptions are 
quite incorrect. Despite its 2/3" name, 
the target area of the 2/3" format is actu¬ 
ally 8.8mm x 6.6mm yielding a diagonal 
of 11mm, slightly under 1/2". Thus the 
2/3" television format is slightly smaller 
than the 16mm film format although the 
aspect ratios are identical (1.33:1). 

The 16mm format is approximately 

15% larger in linear dimension than the 
2/3" video field. As a result, a lens of a 
specific focal length will cover/ess of an 
angle on the television camera. In other 
words, to cover the same angle of view on 
both a 16mm film camera and a 2/3" tele¬ 
vision camera, the 2/3" video camera 
should use a lens with a focal length of 
about 15% less than that on the film cam¬ 
era. As an example, a 10mm to 100mm 
zoom lens on a 2/3" EFP camera would 
be roughly equivalent to a 12mm to 
120mm zoom lens on a 16mm film cam¬ 
era. The film cameraman who is begin¬ 
ning to use video should remember, that 
for a given visual perspective, the video 
lens will have to be about 15% shorter 
than one that would be selected for the 
16mm format. 

While on the subject of lenses, there is 
an entirely different philosophy toward 
optics in the video industry. The concept 
of interchangeable lenses and matched 
sets of fixed focal length lenses still en¬ 
joys popularity and prestige in the motion 
picture industry, yet the fixed focal length 
lens is virtually nonexistent in the video 
industry, as is the entire concept of inter¬ 
changing lenses. The typical EFP cam¬ 
era is ordered with a specific zoom lens 
that rarely, if ever, is removed from the 
camera. 

Although these 2/3" video cameras 

are virtually married to a single zoom 
lens they do not suffer from a lack of 
optical versatility. An entire new breed of 
zoom lens, or more accurately zoom lens 
“system”, has been developed for the 
2/3" EFP camera. For an example, Fuji- 
non has recently introduced a 17 to 1 
zoom lens with a range of 9mm to 153mm 
and a maximum aperture of f/1.7. The 
built-in 2x extender converts the lens to 
an 18mm to 306mm for a combined range 
of 9mm to 306mm or a 34 to 1 range. The 
lens weighs only 2.5 Kg. But that’s only 
part of the story. An accessory 0.8x retro- 
zoom attachment affixes to the front of 
the lens creating a 7 to 122mm zoom lens 
with virtually no loss of light and a similar 
1.83x adaptor alters the zoom range to 
280mm. If you have been keeping score, 
the combination of the basic 17 to 1 zoom 
lens with the built-in 2x extender, 0.8x 
retrozoom and 1.83x teleconverter 
covers a range of 7mm to 560mm, a ratio 
of almost 80 to 1. Both Canon and 
Angenieux have similar zoom lens sys¬ 
tems for the 2/3" video format. As men¬ 
tioned earlier, these focal lengths should 
be increased by about 15% when draw¬ 
ing comparisons with 16mm camera 
lenses. 

Lastly, the interchangeability of 16mm 
lenses and 2/3" video lenses between 
broadcast quality EFP cameras and 
16mm film cameras is nonexistent. The 
video lenses will not cover the film for¬ 
mat. Likewise, the film lenses have much 
too short a back focus distance to mate 
with a prism type video camera which 
requires quite large back focus distances 
and correspondingly large rear clear 
apertures. ■ 
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► 
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> 1782 No. Orange Dr. < 
^ Hollywood 28, Calif. 

TABLE I 

PARTIAL SURVEY OF THE LATEST 
2/3" FORMAT VIDEO LENSES 

Manufacturer 
Maximum Zoom 
Aperture Ratio 

Focal Length 
Range 

(basic lens) 

Wide Angle 
Adapter 

Tele 
Converter 

Total 
Combined 

Range 

Angenieux 15:1 9.5mm-143mm 
15mm-225mm 7.2mm-105mm 

1.66x 

40mm- 

240mm 

7.2mm- 

384mm 

9mm-118mm 
2x (built-in) 0.75x 

18mm-236mm 6.75mm fixed 

1.5x 

=80mm- 

177mm 

6.75mm- 

354mm 

Fujinon 10mm-140mm 
2x (built-in) 

20mm-280mm 
0.8x 

8mm-112mm 

1.83x 
=70mm- 
256mm 

8mm- 
512mm 

Fujinon 9mm-153mm 
2x (built-in) 

18mm-306mm 

0.8x 

7.2mm- 

122mm 

1.83x 

=70mm- 

280mm 

7.2 mm- 

560mm 
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CP-I6R REFLEX 

Li OOF«F>OF< ATIOIM 

Technology In The Service Of Creativity 

2037 Granville Avenue, Los Angeles, California 90025 
Telephone: (213) 478-0711 • (213) 477-1971 • Telex: 69-1339 

Featuring a high-quality crystal- 
controlled single/double system sound 
capability that is integral to its design, 
the CP-16R is the quietest, most 
versatile professional 16mm production 
camera ever built. The choice of 16 mm 
cinematographers all over the world! 

Outstanding Performance 

Lightweight, rugged and reliable, 
the “new generation” CP-16R features 
a belt-driven, focal plane-type, high- 
efficiency 170° shutter which delivers 
approximately 10% more light to the film 
plane. (And the elimination of one gear 
pass makes the new CP-16R even more 
silent in operation!) 

Precision engineered and 
manufactured under the strictest quality 
controls, all CP-16R cameras leaving 
the factory are guaranteed not to 
exceed 30 dBA, one meter from the film 
plane. And, if equipped with Studio Rig, 
28 dBA max! 

Widest Range of Production 
Accessories 

The CP-16R is the most versatile 
16mm camera system designed for fully 
professional operation, with the widest 
range of optional important production 
accessories, all designed and 
manufactured by Cinema Products: 

• Studio Rig, with full production matte 
box and professional follow-focus 
mechanism fully adjustable to 
accommodate both zoom and 
prime lenses. 

• CP Orientable Viewfinder, with 7” 
extender for convenient tripod 
operation. 

• Cinevid-16 video-assisted 
monitoring. 

• J-4 Academy Award-winning 
“joystick” zoom control, or J-5 zoom 
control packaged into a special 
handgrip. 

• Crystaslate automatic slating system. 
• Exposure control systems (fully or 

semi-automatic). 
• Fully self-contained single system 

sound recording capability with 
Crystasound built-in amplifier. 

• Comprehensive range of 
Crystasound recording system 
accessories such as: auxiliary mixer, 
pre-amplifier, 3XL-type magnetic 
heads, etc., plus Crystalink wireless 
transmitter/receiver systems. 

• Steadicam™ — the revolutionary 
Oscar-winning camera stabilizing 
system which transforms virtually 
anything that moves into an effective 
camera platform. 

Ease of Maintenance 
The CP-16R has proven itself as 

the most reliable professional 16 mm 
camera with the least downtime. 
Certainly, it is the easiest camera to 
maintain. For instance, the modular 

rugged design allows the entire CP-16R 
drive assembly and complete circuit 
board to be replaced within ten minutes. 
Even under field conditions! 

What’s more, there is an extensive 
network of authorized service centers, 
well stocked with spare parts, located 
throughout the world. 

Reasonably Priced 
For all its sophisticated features, 

the CP-16 R is the most affordable 
quality 16 mm production camera 
available. (And, the shrinking U.S. dollar 
makes CP-16R prices more attractive 
than ever!) 

So be sure to visit your local dealer 
and see for yourself what makes the 
CP-16R the definitive 16mm production 
camera. Ideal for filming 16mm feature 
and theatrical documentaries for 35mm 
blow-up, industrial/scientific films, TV 
commercials and news/documentaries, 
as well as all other applications where 
modern production techniques require 
the ease and efficiency of shooting 
single system sound with the quality 
and flexibility of double system 
sound recording. 

CP-16R with Studio Rig, 
CP Orientable Viewfinder 

and 7" Extender, 
plus J-4 Zoom Control. 

THE DGFINmVG 
SINGLE/DOUBLE 
SYSTEM 
PRODUCTION 
CAMERA! 



SONDOR IS NOT THE ONLY 
MANUFACTURER OF 
MAGNETIC FILM RECORDERS - 
BUT IT’S LONELY AT THE TOP. 

sondor M03-libra Magnetic Film Recorder/Reproducer for 16 mm EBU 3-track standard 

€> sondor 
Being better isn’t easy. 

COUPON: PLEASE SEND ME DETAILED INFORMATION: 
□ SONDOR OMA3 MODEL RANGE □ SONDOR M03a, THE “BIG LIBRA” 
□ SONDOR M03 LIBRA MODEL RANGE □ SONDOR VVP2/OMA3 PROJECTOR/SCANNER 

NAME:  
ADDRESSE:  

SONDOR EXPORT AG, CH-8702 ZOLLIKON/ZURICH, SWITZERLAND 
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HMI and CSI lamps driven from Luxdyne LO-MOD Ballasts 
mean filmmaking without fear of “flicker.” 

Luxdyne Lo-Mod Ballasts overcome the “flicker” problem in normal filming.** Now, use HMI and CSI with . . . 
. . . unregulated generators 
... all normal shutter angles, and 
. . . wild camera motors 

Available for 575, 1200, 2500 and 4000 watt HMI and 1000 watt CSI lamps. 
Luxdyne Lo-Mod Ballasts are supplied to mate with lampheads of all manufacturers. 

Luxdyne also manufactures standard ballasts to operate the HMI and CSI 
lampheads of all manufacturers, at competitive prices. 

High reliability Luxdyne Lo-Mod and Standard Ballasts are both offered 
with a one year warranty covering both parts and labor. 

OEM enquiries are invited for both Lo-Mod and Standard ballast systems and igniters. 

luxdyne 
Corporation 

6650 Lexington Avenue 
Hollywood, California 90038 U.S.A. 

Telephone: (213) 462-7750 

'The following variations in operating parameters have been film tested with the 
Luxdyne Lo-Mod HMI Ballast: input power frequency 60±3 cycles/second; shutter 
angles from 90° to 200°; camera framing rates from 16 to 32 frames/second. All the 
listed variations may occur in any combination, simultaneously, without causing 



S Angenieux Arriflex Arrivox Beaulieu Beyer Bolex Canon Cinema Products Colortran Eclair Bectro-Voice Guillotine Magnt 

WATERGATE SPECIALS: 
AVAILABLE ONLY AT BRENNERS! 

The Perfect Microphone Holders) 
That Solves Those Difficult Positioning 
Problems That Are “Bugging You”! 

MODEL 1 Easy to use .... hard to beat! 

Like a tripod .... only better! 

$29.00 ea. 13 or more $24.00 ea. 

MODEL 3 

quantities 1-12 

Have a short term need for specific cinematography equipment? Brenner’s can 
supply most types of cinematography equipment on a daily, weekly or monthly basis 
at low rates to qualified individuals. Or maybe your needs can be met by the purchase 
of previously owned equipment that is listed below: superior products at a fraction of 
replacement costs. 

Vl/ft. mo/ter Cfxvge. American Expre// CALL OR WRITE: (202) 244-3800 

Please mail me additional information: 
For more information on Motion Picture Equipment, i „ . 
Sales, Service & Rentals, call or write LJ Service □ Sales □ Rentals 

5215 Wisconsin Ave., N.W., Washington, D.C. ^ame 

20015 (202) 244-3800    

> 
3 
co • 
3 

> 

o 

i B R E N N E R ““ 1 
j CINE® SOUND ^ i 
§, Dlv. of Ritz Camera Centers State Zip  | 
< Angenieux Arriflex Arrivox Beaulieu Beyer Bolex Canop Cinema Products Colortran Eclair Bectro-Voice Guillotine Magna 

THE BOOKSHELF 
By GEORGE L. GEORGE 

FACETS OF CINEMA 

Published since 1934 by the Academy 
of Motion Picture Arts and Sciences as 
the Screen Achievement Records Bulle¬ 
tin, its successor, the ANNUAL INDEX 
TO MOTION PICTURE CREDITS is now 
being issued by Greenwood Press, start¬ 
ing with this 1978 edition. It is a complete 
and authoritative record of all films 
shown in the Los Angeles area during the 
covered year, used in determining eligi¬ 
bility for the Academy Awards. Each en¬ 
try, fully cross-indexed, provides all the 
basic production data on the film itself 
and its producer, director, writer, cinema¬ 
tographer, art director, film editor, cos¬ 
tume designer, composer, sound en¬ 
gineer and cast ($125, standing order 
$95). 

A rich and thought-provoking anthol¬ 
ogy edited by Gerald Mast and Marshall 
Cohen, FILM THEORY AND CRITICISM 
assembles a wide range of essays and 
dissertations that permit some 60 con¬ 
tributors to state their stimulating views 
on esthetic, ideological and socio¬ 
economic aspects of cinema (Oxford U. 
Press $25/9.95). 

Michael Malone’s study of male sexu¬ 
ality in films, HEROES OF EROS, is a 
knowledgeable discussion of machismo 
as it evolved from Rudolph Valentino to 
Robert Redford. Numerous illustrations 
emphasize the esthetic appearance and 
the psychological implications of an often 
ambiguous virility (Dutton $9.95). 

In WESTERN MOVIES, a well 
selected collection of informative essays 
chosen by William T. Pilkington and Don 
Graham stress the epic qualities and 
symbolic content of these films as sig¬ 
nificant touchstones of American culture 
(U. of New Mexico Press $13.96/6.95). 

The Canadian film industry during its 
1895-1939 period is surveyed in EM¬ 
BATTLED SHADOWS, a brilliant and 
penetrating study by Peter Morris. His 
utter familiarity with the subject, his en¬ 
gaging style and his extensive research 
make this book a unique historic docu¬ 
ment (McGill-Queens U. Press $7.95). 

In THE WONDERFUL WORLD OF 
DISNEY ANIMALS, the studio’s chief 
animal trainer, William R. Koehler, 
provides a lively and fascinating report 
on the production problems, successfully 
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overcome, of such movies as The 
Shaggy Dog, The Bears and I and Big 
Red (Howell House $10.95). 

Hundreds of movie performers who are 
also recording artists are listed in 
HOLLYWOOD ON RECORD: THE FILM 
STARS’ DISCOGRAPHY compiled by 
Michael R. Pitts and Louis D. Harrison. 
This extensive directory, covering the 
period since the introduction of the mod¬ 
ern LP record, provides essential infor¬ 
mation not available elsewhere in this 
form (Scarecrow $16). 

In HAVEN’T I SEEN YOU SOME¬ 
WHERE BEFORE?, editor James L. 
Limbacher has listed the film/TV pro¬ 
ductions that were later the object of re¬ 
makes, sequels or series in either 
medium. Each entry indicates the releas¬ 
ing company or country, year of release 
and literary source, and covers the 
1896-1978 period (Pierian Press 
$24.95). 

Two new volumes of legal advice have 
been issued by Practicing Law Institute 
(810 Seventh Ave., NYC 10019). Henry 
G. Henn’s COPYRIGHT PRIMER deals 
with the intricate provisions of the 1976 
Copyright Act, as it brought fundamental 
changes to its previous text ($40). 
COUNSELING CLIENTS IN THE EN¬ 
TERTAINMENT INDUSTRY 1979 clari¬ 
fies basic questions affecting the rights 
of directors, writers, technicians and per¬ 
formers in film, television and recording 
($20). 

★ ★ ★ 

CELEBRITY ROW 

The coming to power in Hollywood of a 
younger group of filmmakers and their 
impact on the form and content of movies 
are described in MOVIE BRATS by 
Michael Pye and Linda Myles. Directors 
Francis Coppola, George Lucas, Martin 
Scorsese, John Milius, Brian DePalma 
and Steven Spielberg are credited with 
taking over a demoralized and obso¬ 
lescent movie industry and re-orienting it 
to attract a new generation of spectators 
(Holt Reinhart Winston $12.95/5.95). 

In A SCREEN OF TIME, Monica Stir¬ 
ling protrays the late Italian director 
Luchino Visconti as a modern Renais¬ 
sance man, whose multi-faceted talent 
touched many aspects of the performing 
arts. This absorbing study, superbly re¬ 
searched and compellingly written, 
encompasses Visconti’s work in opera, 
theater and cinema (Harcourt Brace 
Jovanovich $14.95). 

A spellbinding biography of Howard 

Hughes, EMPIRE by Donald D. Bartlett 

and James B. Steele, subjects to a 
searching investigation the “life, legend 
and madness” of the eccentric mil¬ 
lionaire. His involvement in the movies, 
from an auspicious debut with Hell’s 
Angels to the RKO Studios’ debacle, is 
explored at great length with many re¬ 
vealing details (Norton $15.95). 

Intimate secrets and private matters 
are blithely exposed in MARILYN 
MONROE CONFIDENTIAL, a volume of 
indiscretions revealed by the late star’s 
personal maid Lena Pepitone and 
William Stadiem. It unveils, not unsym¬ 
pathetically but perhaps unnecessarily, 
the weaknesses and insecurity of a lost 
and lonely woman (Simon & Schuster 
$9.95). 

Dirk Bogarde offers a new installment 
of his recollections in SNAKES AND 
LADDERS, an urbane, witty and literate 
volume of memoirs that review his life 
and career during the last 30 years (Holt 
Rinehart Winston $12.95). 

Two classical texts of established au¬ 
thority, Vladimir Nizhny’s LESSONS 
WITH EISENSTEIN ($5.95) and Mark 
Evans’ SOUNDTRACK ($6.95), have 
been re-issued by Da Capo Press. 
Nizhny feelingly describes the theories 
of directing and montage that Eisenstein 
taught in his Film Institute classes. 
Evans knowledgeably discusses the 
work methods and personalities of lead¬ 
ing film music composers. 

Some 100,000 performing arts per¬ 
sonalities are listed in Dennis La Beau’s 
THEATRE, FILM AND TELEVISION 
BIOGRAPHIES MASTER INDEX, with 
references to 39 source books for com¬ 
plete biographical sketches (Gale $35). 

A welcome reprint, ALVIN LANGDON 
COBURN, PHOTOGRAPHER: AN 
AUTOBIOGRAPHY offers an opportu¬ 
nity to reacquaint the public with the work 
of a gifted pioneer who died in 1966 at the 
age of 85, leaving an oeuvre of sensitive 
photographs, 69 of which are reproduced 
in this engrossing book (Dover $6). 

Jean C. Pigozzi, in his PIGOZZI’S 
JOURNAL OF THE SEVENTIES, repro¬ 
duces his paparazzi style photographs of 
current celebrities and “in” people, re¬ 
vealing equally their lifestyles and his 
colossal ego (Doubleday $8.95). 

A close associate of Presley, Wanda 
June Hill, in WE REMEMBER, ELVIS, 
pays a moving illustrated tribute to the 
late and still incredibly popular star 
(Morgan Press, 98 Headland Drive, 
Palos Verdes, CA 90274; $17.50). ■ 

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 

SIX 
PLATE 

1 PICTURE 
1 TRACK 

1 PICTURE 
2 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 AND TEXAS: 

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

The Precision 
of Swiss Moven 
is Also in Moti 
Supremely refined,yet unbelievably 
When it comes to creating delicate 
instrumentation, Swiss perfection is 
legend. No less so with the impeccably 
engineered BOLEX H-16 EBM. The 
product of 50 years of Bolex experi¬ 
ence, it achieves a new standard of 

Here’s your chance to trade-in your existing spring- 
^ wound Bolex camera for $400.00 when you purchase 

the fabulous new Bolex H16 EBM Electric with 
automatic power zoom Vario Switar 100 POE 

^ lens. Here’s how it works: We will send you 
' " * r ■j 11 a check f°r f°r any Bolex 16mm 

camera with lens, regardless of age, 
in fair, undamaged condition, im- 

mediately upon receipt of your 
old camera and the Bolex 

U.S.A. guarantee card 
and sales receipt for 

the new EBM/POE. accuracy for 16mm cameras with a 
realistic price. 

To fully appreciate this accomplish¬ 
ment, consider the imperatives of 
professional filmmaking. And how su¬ 
perbly the EBM serves them. 

The First Imperative: Effortless 
Handling. The photo shows a fully 

equipped yet perfectly handheld 
camera—from its one-amp 

battery in the pistol grip to its 
unbelievable 16-100mm f/1.9 

Vario Switar automatic power 
zoom lens with built-in 

light meter. Total weight of 
this rugged, ready-to- 

roam package? An 
incredible 12 lbs. 

Void where 
prohibited by law 

Offer expires 
12/31/79. 

mising Performance. All the 
essentials for professional 
results are gathered here: 

chronometer accurate 
electric film drive, suit¬ 

able for synchronized 
sound with your choice of 

crystal or sync pulse generator. 
A diaphragm presetting device 

that lets you focus and frame 
with full light coming into the 

flickerless reflex viewfinder. And all 
the other niceties that help you refine 
your technique and your results, in¬ 
cluding: variable speeds from 10 to 50 

fps, built-in 
filter slot, automatic 
threading and full rewind. 

The Third Imperative: Adapta¬ 
bility. With its positive-locking large 
bayonet mount and optional C-mount 
adapter, you can attach virtually any 
lens to your Bolex EBM. And for sta¬ 
bility under all shooting conditions, 
choose among our versatile tripod, 
precision-machined monopod, or 

shoulder brace. 
There are two power 
supplies available for 

the Bolex EBM —as 
much power as 
you’ll ever need 
for continuous 

studio or on- 
location shoot¬ 

ing. And with the 
easy clip-on 400 

ft. magazine, your 
film capacity is 

sure to measure up to 
all your shooting 

requirements. 

The Final Imperative: Affordability. 
When we say that you can rig up a 
quite complete system for less than 
half the price of other high quality 
16mm cameras, you may be aston¬ 
ished. So initially were the many pros 
who have since discovered that they 
needn’t spend a fortune to own a sys¬ 
tem which can help them build one. 

We urge you to inspect the Bolex 
EBM carefully before you purchase any 
other camera. And set the perfection 
of Swiss movement into motion for 
you. Bolex...First in sixteen. 

Professional Motion Picture Equipment 
Bolex (U.S.A.) Inc., 250 Community Drive, Great Neck, N Y. 11020 (516) 466-8222 
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NOW GET YOUR 
RELEASE PRINTS 

FROM THE 
LAB THAT INVENTED 

CHEM-TONE 
We’re TVC. You probably know us as 

the lab that developed the fabulous Chem- Tone 
process, and for the skilled care we give dailies. 

You probably don’t know us for some¬ 
thing we consider just as important and do 
equally well: release prints. 

We devote as much attention and effort 
to making release prints of your 16mm and 
35mm films as we do to processing of your dailies. 

How much attention? Whatever they 
need and then some, on as many release 
prints as you need, whether they’re for features, 
TV, commercials, schools or industrial films. 

Call or write today for details. They’ll 
show up in your release prints, for while we 
invented Chem-Tone for negatives, we perfected 
release prints for you. 

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

Onl/tyd! has Chem-Tone 
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AMERICAN 

Active Members 

LB. Abbott 
Lloyd Ahern 
Norman Alley 
Herbert Alpert 
John A. Alonzo 
Murray Alvey 
Gert J. Anderson 
Howard A. Anderson, 
Arthur Arling 
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CL42S Shotgun System 
The CL42S reaches farther and 
rejects more ambient noise than any 
other shotgun of its size ever made. 
Our exclusive line bypass port makes 
it more directional at low frequencies 
so you won’t have to sacrifice fre¬ 
quency response when you use it on 
a boom. Diffraction vanes maintain 
high-frequency directivity to preserve 
uniform frequency response if the 

“talent” gets a little off-mike. 

Phantom or AB powered, the CL42S 
comes complete with windscreen, shock 
mount, carrying case and handle for 
hand-held applications. And it’s rugged. 

CH15S Hypercardioid System 
The CH15S is actually more directional 
than a mini shotgun mike - in a pack¬ 
age that’s only 4 inches long that weighs 
less than 6 oz. Specially designed 
for boom and fishpole use in TV and 
motion picture studios, but equally 
at home wherever working space is 
small and you have need for a compact, 
highly directional microphone. 

Compatible with phantom or AB power, 
the CH15S comes complete with wind¬ 
screen, shock mount and carrying 
case. And, this microphone is rugged. 

The Electro-Voice Warranty 
Electro-Voice backs up these two 
microphones with the only uncondi¬ 
tional warranty in the business: for two 
years we will replace or repair your 
CL42S or CH15S microphone, when 
returned to Electro-Voice for service, 

at no charge - no matter what caused 
the damage! 

We can do this because we build 
these microphones to meet our stan¬ 
dards for performance, ruggedness 
and durability. We accept nothing less, 
and if you’re a professional, buying 
a professional quality microphone, you 
shouldn’t either. 



Perhaps not since “2001” has a science-fiction (science-fact?) 
feature so stunned audiences with its dramatic impact—while 
utilizing the art and technology of the cinema to the utmost 

The fascinations of deep space 
provide a cinematic challenge which 
director Ridley Scott meets with astonish¬ 
ing results in 20th Century-Fox’s futuris¬ 
tic suspense thriller, ALIEN, utilizing 
some of the most innovative and spec¬ 
tacular effects ever filmed. Produced 
with breathtaking imagination by Gordon 
Carroll, David Giler and Walter Hill, the 
screenplay by Dan O’Bannon plunges 
the viewer into a maelstrom of terror and 
suspense. 

Academy Award winner Jerry Gold¬ 
smith has contributed a brilliant score. 
Associate producer is Ivor Powell, visual 
concepts consultant Dan O’Bannon, 
Director of Photography Derek Vanlint, 
production designer Michael Seymour, 
editor Terry Rawlings, costume designer 
John Mollo, and art directors Les Dilley 
and Roger Christian. 

Based on a story by O’Bannon and 
executive producer Ronald Shusett, it 
tells of seven astronauts—five men and 
two women—working on the Nostromo, a 
battered commercial space-tug, far away 
in space and time, who encounter an 
awesome galactic horror. The character 
revelations which occur in a desperate 
attempt to combat this mysterious force, 
give rise to seven extraordinary perform¬ 
ances from the film’s stars—Tom Sker- 
ritt, Sigourney Weaver, Veronica Cart¬ 
wright, Harry Dean Stanton, John Hurt, 
Ian Holm and Yaphet Kotto. 

In filming ALIEN, director Scott worked 
closely with a team of artists and crafts¬ 
men to evolve a totally original concept of 
space. The Nostromo is a gigantic space 
vehicle, towing a series of three vast oil 
refineries, rather like a huge intergalactic 
truck, with three levels or decks. 

The A level houses the astronauts’ liv¬ 
ing area, mess room, computer annex, 
infirmary, linking corridors and most im¬ 
portantly, the spectacular operational 
bridge where, amidst a veritable tech¬ 
nological wonderland, the seven crew 
members sit at their individual leather 
seats navigating the space-tug. Produc¬ 
tion designer Michael Seymour points 
out that the operational bridge on the 
Nostromo is probably the most tech¬ 
nologically detailed and authentic scien¬ 
tific movie set ever constructed. 

The astronauts are surrounded by forty 
variously-sized television screens show¬ 
ing computer readouts, technological 
and navigational information, maps and 
views of the space area outside. From a 
production viewpoint, this information 
was fed to the screens via a special intri- 
Continued on Page 810 

(LEFT) The seven astronauts (five men, two women) who crew the Nostromo, a battered commercial space tug, convene at the spaceship’s 
mess table. (RIGHT) Ripley (Sigourney Weaver) tends Kane (John Hurt), who lies in a coma following a startling attack by an alien creature 
from a distant planet. (BELOW LEFT) The astronauts explore the sculptured surface of the definitely “unearthly” alien planet. (RIGHT) 
Technicians and actors converse prior to a take. 

BEHIND THE SCENES OF “ALIEN** 



The Nostromo, having parked in space the refinery it was towing, extends its claws prior to landing on the alien planet from which strange 
radio signals have been emanating. The main model of the Afostromo measured eight feet in length (which represents 800 feet in the story). 
In the film, the refinery that is being towed is one and one half miles across. Special techniques made it possible for the camera to track to a 
closeup of the model craft and actually show the astronauts moving about inside—all in one continuous shot. 

(LEFT) A view through the port of the Afostromo as it prepares to land on the alien planet. (RIGHT) Startling view of the skeleton of an alien 
creature manning what appears to be a huge gun of some kind. (BELOW LEFT) With edgy awareness the astronauts make their way across 
the tortured surface of the alien planet, seeking the source of the mysterious radio signals they have detected. (RIGHT) Stunned by the 
sight of a gigantic derelict spaceship, they prepare to enter vents in its side. 



"ALIEN" AND ITS PHOTOGRAPHIC CHALLENGES 
Lighting a gigantic spaceship with low-ceilinged, four-walled sets 

By DEREK VANLINT and many special effects—plus the vast terrain of an alien planet, 

Director of Photography ca,,ed *or methods that were out-of-the-ordinary, to say the least 

My involvement as Director of Photog¬ 
raphy on ALIEN came about as the result 
of direct contact with its director, Ridley 
Scott, over a period of years, working on 
advertising films. 

My experience with feature films was 
very limited. I’d done a couple of small 
pictures (which I’d rather not talk about), 
but ALIEN was to be my first big feature. I 
had been asked to do features many 
times before, but had always walked 
away from them, based on the money 
difference between director/cameraman 
on commercials and the money they offer 
European cameramen to do American 
films. However, Ridley is a very talented 
guy and a very graphic director and has 
always been fun to work with. Since he 
was to be involved, I knew from the word 
go that the picture would end up looking 
nice and that it would do me no harm 
whatsoever to be involved in it. 

I’m not a technical cameraman. I’m 
very much a “put it up, look at it and light 
it” person. I can’t go into vast detail about 
how I pre-plan this and pre-plan that. In 

ALIEN the way everything looks is the 
result of discussions with Ridley—how 
he felt about the visual aspects of certain 
scenes, the lighting style that was dic¬ 
tated, the particular mood of the moment 
in relation to the sets that were involved. 

The sets and corridors were all built 
with very low ceilings. They were four- 
wallers, so that meant lighting through 
grills or hiding lights or having in-shot 
lamps. I think the look of the film is due to 
the nature of the sets, plus the fact that I 
could light with non-conventional equip¬ 
ment-such as 747 aircraft lights, 
“panic” lights, a certain amount of neon 
and fluorescent units, and a great deal of 
special effects light. 

We did very limited tests, unfor¬ 
tunately, on fluorescents before we 
started shooting, and we could have 
done with starting two weeks later than' 
we actually did. The Construction Man¬ 
ager, Bill Welch, asked for the picture to 
be put back two weeks, but because of 
bookings and distribution schedules we 
had to go ahead on the date that had 

One of the huge spaceship sets for ALIEN under construction at Shepperton Studios in 
England. (BELOW) A segment of the extremely complex and tightly packed operational 
bridge set, constructed on a raised platform. The enormous, incredibly intricate sets at 
first intimidated the author, for whom ALIEN was his first big feature, but, as he says, 
“Once you turn on that first light, they’re just like any other sets—only bigger.’’ 

been set. This did create some problems 
for me in that I had to have three crews on 
at once throughout quite a good part of 
the picture—rigging, de-rigging and pre¬ 
lighting. I suppose a lot of people have 
experienced that. 

It was a big challenge but, fortunately, I 
had a good Lighting Gaffer, Ray Evans, 
who gave me excellent support. The two 
giants in England, Samuelsons and Lee 
Lighting, were very, very helpful to me, 
knowing that it was my first feature, and 
they did come forward with quite a few 
suggestions in terms of equipment and 
lighting that would go into certain re¬ 
stricted spaces. 

Ridley had done one feature before, 
THE DUELLISTS, which had received 
quite good notices and, as a result of that 
film, he got ALIEN to do. I think producers 
are basically nervous at the outset about 
schedules and getting finished on time, 
so for the first three weeks or so, until 
they saw things on the screen, it was all a 
bit nervy. After the first three weeks, 
when I think the people back in America 
realized that the picture had a good style, 
things eased down a bit. Not having 
experienced big features before, I don’t 
know whether this kind of feeling prevails 
on every picture, but I found it a bit more 
nerve-wracking than doing commercials. 

The governing factor in establishing a 
lighting style for ALIEN was the require¬ 
ment that there be three levels of light— 
the ship before people came out of deep 
sleep, a working level of light for the ship 
while the people were active, and then 
when the ship goes bananas and all of 
the conventional light sources are going 
out, one had to create the impression that 
the illumination was coming from explo¬ 
sions, panic lights and things like that. 

I’m a reasonably low-light photog¬ 
rapher under normal conditions, but I had 
to work at even lower levels for the neon- 
lit scenes. In addition, there were the low 
ceilings, close walls and high percentage 
of camera movement to be taken into 
consideration. We were also using two 
cameras during most of the picture, 
shooting our crosses at the same time— 
so, whereas I normally key from 3/4 
back, it was virtually impossible to do this 
with the two-camera technique — 
especially since we were shooting ana- 
morphic and had to worry about keeping 
lights out of the shot. One had to be able 
to sort of cheat lights through grids and 
use practicals that actually existed in the 
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shots, but most of the time there was the 
necessity of overriding the fluorescents, 
because of the problems we all expe¬ 
rience with mixing fluorescent and nor¬ 
mal incandescent light. 

I found a reasonable balance level be¬ 
tween the ordinary warm-glow fluores¬ 
cents and putting something like a half¬ 
blue on the incandescent lights and 
using a very gentle gelatine, like an 81B, 
to knock out a little of the blue. But dim¬ 
mers and things like that helped tremen¬ 
dously on the incandescent lights. The 
flames from flamethrowers held close to 
faces were, I suppose, a bit unpleasant 
for the artists, but they were very, very 
good about it. 

For the planet sequences, where they 
touched down looking for the source of 
electrical impulses that the spaceship 
was receiving, I used a couple of search- 
lights and a light that has become 
lovingly known in England as the “Wendy 
Light”. It was designed by Bill Chitty and 
built by Lee’s for David Watkin to use in 
lighting the night exteriors for HANOVER 
STREET. This merely meant that I could 
cut down on the number of lights needed 
to light H Stage. Several people were a 
bit wide-eyed when they saw how few 
Brutes I had on the stage for lighting the 
whole thing, but the effect worked quite 
nicely. The searchlights gave me the 
possibility of playing them on long shots 
and I don’t think anyone notices too much 
that I panned them around a bit. 

Just to kind of define the Wendy Light: 
It is a whole series of quartz bulbs made 
up in four panels. I seem to recollect 
something like 81 bulbs per panel, times 
four, and it had to be pulled up on chains. 
It’s a pretty impressive light and it blew a 
lot of peoples’ minds when they saw it 
going into the studio. As I’ve said, it was 
designed as an exterior night light and I 
think they lit three streets with it in one 
mean go on HANOVER STREET. For us 
this light really was a great time-saver. 
When you are working basically with only 
three lights on a huge set it does make 
life easier than when you have a whole 
series of Brutes that can keep getting into 
the shot. 

In addition to ALIEN being my first 
big feature, it was also my first real expe¬ 
rience with the anamorphic format, and it 
took a few days for me to get used to it. At 
first I hated it, because I like to box my 
lights in very, very tight to people—and 
because of the nature of the lights I like to 
use and the particular style I work with. 
However, after a few days I got used to it 
and loved it. Frankly, I found it very dif¬ 
ficult, when I went back to the com¬ 
mercials, to get used to the smaller for¬ 
mat. It’s a bit like an Englishman who 
goes abroad and drives on the right-hand 

side of the road; it seems to be more 

Director of Photography Derek Vanlint (behind camera) having built a thriving career as a 
combination director/cinematographer of commercials, had generally shied away from 
photographing features, but agreed to tackle ALIEN at the request of director Ridley Scott, 
with whom he had often worked. (BELOW) The name of the game in photographing ALIEN 
was “Mood”, which Vanlint generally achieved through low-key, three-quarter backlight¬ 
ing. 

difficult to get used to driving on the left 
when he goes back to England. At least, 
that’s been my experience. 

There was a great deal of discussion 
prior to the start of filming about light 
levels and the synchronization of the TV 
monitors that were spaced all around the 
ship, in the mess area and through the 
corridors. Very early on I suggested that 
we should shoot the picture at 25 frames 
rather than 24, which would put us in a 

kind of automatic sync and save us mess¬ 
ing around with shot widths. It would just 
be a question of bar lines. I think there 
was no problem at all where the PVSR 
camera was concerned. We were using 
the PVSR mainly and, at times, the Pana- 
flex. I forget the reasons why we seemed 
to have to wait to get rid of bars and 
things, but all-in-all, it was quite efficient. 
One or two times, when the spaceship 
was blowing up, we did go out of sync 
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(LEFT) Adding the finishing touches to one of the most bizarre props ever seen on film—the fossilized skeleton of a grotesque alien 
manning a huge, gunlike mechanism. (RIGHT) The camera crew prepares to photograph the weird form from a low angle. (BELOW LEFT) 
Moving in for an eye-level shot. (RIGHT) Actor Yaphet Kotto shown in a corridor of the spaceship that seems to extend to infinity. 
Photographing him against dark, low-key backgrounds presented its own special challenge and called for a greater degree of hard light for 
tonal separation. 

with it, but we knew we were out of sync 
and left it that way, because with the run¬ 
ning bar line in the middle of the picture, it 
helped accentuate the panic and chaos 
that were going on in the ship, and that 
things were not as they should be—so it 
was quite a useful graphic. 

Throughout the picture we had two 
operators. Ridley operated principal 
camera and I operated second camera. 
We tried to work out all sorts of tracking 
dev'ces to get through the corridors with 
their limited widths and sharp bends, and 
we had a really sweet guy come in and 
demonstrate the Panaglide, but we felt 
that within our time limitations it would 
take us too long to get used to it, and we 
really wished to operate the cameras 
ourselves. 

For our pre-title sequence, we did put 
tracks down and used a Fisher dolly. It 
looked quite nice. But most of the other 
movements were too fast or too wide to 

use tracks, so a lot of hand-holding was 
done. Most of the hand-holding, espe¬ 
cially the panic stuff, was shot by Ridley, 
who’s a bit more physical than I am and 
quite good at running backwards. He fell 
on his seat a few times, but generally it 
worked out quite well. 

We had originally pre-planned 
a general set lighting for quite a good 
part of the spaceship, in order to avoid 
taking time to light each setup indi¬ 
vidually. I had worked it out with Ridley 
and Mike Seymour, our Production De¬ 
signer, that with certain light panels and 
with selected sections of the ceiling cov¬ 
ered in plastic, we would use quite a lot of 
overhead light coming down to blend with 
the floor light. However, it didn’t quite 
work out the way we planned, because 
the actors, while very, very good, were 
laid-back types who tended to work out 
where they were going to stand and how 
they were going to make exits. More 

often than not they ended up in very 
muddy areas, and the way we hoped it 
would work —speeding through with 
one-set lighting—just didn't happen. I 
think it was a slight pot dream on our part 
to begin with, because it could never 
work for us that way. 

Another factor that had to be consid¬ 
ered was that we had a black actor 
(Yaphet Kotto) in the cast, and one obvi¬ 
ously had to bring the light up on that sort 
of skin and use reflective light. It was a 
slightly harder quality of light than I 
usually like to use, but it was very, very 
necessary—especially in low-light 
areas. 

Once again, being sort of new to fea¬ 
ture filming, I was absolutely intrigued by 
the matte shot kind of developments that 
were taking place on H Stage. I had a 
section of the derelict spaceship 100 feet 
across by 30 feet high which, once we 
Continued on Page 806 
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The lighting style adopted by Derek Vanlint for photographing ALIEN bears no relationship to that which he had characteristically used on 
commercials—heavy diffusion and lots of tracing paper in front of lights. For ALIEN he simulated natural sources and used more hard 
light. Basically, three different levels of light were required: (a) the ship interior as it looked before the astronauts came out of deep sleep, 
(b) a working level of light for the ship when the people were active, (c) bizarre and unconventional lighting (much of it keyed by explosions) 
when the ship goes “bananas” and starts to blow up. ALIEN marked Vanlint’s first real experience with the anamorphic format, which he 
hated at first (because he likes to work his lights in close), but soon learned to love. 
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THE FILMING OF "ALIEN” 
The director of ALIEN talks about the hundreds of problems involved 

By RIDLEY SCOTT in taking an essentially fantastic idea and making it real on-screen 

Director 

When, as a director, you are offered a 
project like ALIEN —or any science- 
fiction film, really—it is an offer to start 
with and becomes a confrontation after¬ 
wards. The problems gradually emerge, 
and on ALIEN there were many, many, 
many of them. People ask me, “What is 
the single individual problem you had the 
most difficulty with?” 

There wasn’t one. They were all diffi¬ 
cult—and if you had let one of those prob¬ 
lems slide by without solving it, a weak¬ 
ness in the impact of the film would have 
been the result. 

I want to emphasize that I don’t think of 
ALIEN as an “effects” film. It’s not. I had 
decided in advance that it wouldn’t be an 
effects film, in the usual sense of the 
term. I think there is a danger in that sort 
of designation. All too often what people 
refer to as “effects films” won’t stand on 

their own, because of weak story or weak 
characterizations. I felt that ALIEN 
should be primarily a film with a story 
about seven real characters—and that 
this would be the strength of the film, not 
the effects. 

Now, it so happens that you can’t do a 
film like ALIEN—which does involve 
effects—without making sure that they 
are going to be up to the standard set by 
STAR WARS, CLOSE ENCOUNTERS 
and the Big Daddy of them all, 2001: A 
SPACE ODYSSEY. One has to try to 
reach that level. The best thing that hap¬ 
pened to Nicky Adder and his effects 
team was having a strong story and 
characters who were very strong. These 
elements were essential to creating a 
“real” film. 

As for the problems—there were thou¬ 
sands of them, all happening together, 

For Ridley Scott ALIEN was his second feature directorial assignment, the first having 
been the critically acclaimed period film, THE DUELLISTS. At the Royal College of Art in 
London, Scott made his first film, a short called BOY ON A BICYCLE. After completing a 
design scholarship in New York, he returned to London and joined BBC-TV as a set 
designer and television director. 

but I feel that we had probably the best 
outfit I’ve worked with in ten years of 
film-making. They had the kind of relia¬ 
bility of someone saying, “Yes, I’ll make it 
work by such-and-such a date.” And, 
Bingo, it happens! That’s pretty rare, but 
they were an absolutely amazing outfit. A 
lot of them were sort of artists in their own 
right, even though they were dealing with 
equipment and things like that. There’s a 
kind of free-thinking in Nicky Allder’s 
mind, for example. You can see him piec¬ 
ing together the problem you have pre¬ 
sented him with. Then he’ll say, “Oh, 
yes—I can use a little bit of this and a bit 
of that.” I found him ordering 12 memories 
for a tracking dolly he had devised him¬ 
self. He thinks in very simplistic terms: “I 
want 12 memories—one for pan and tilt, 
one for diagonal right, one for diagonal 
left, etc.” There is that great simplicity 
that one usually finds in the great artists. 

In the beginning I didn’t quite know 
what I was going to be letting myself in 
for, because I’d never gotten involved 
with effects before. I had never really 
-been a science-fiction fanatic, although I 
felt that at some point I would like to have 
a shot at such a subject. 

When the script was offered to me, I 
went to Hollywood to meet the producers 
and discuss changes and budget. The 
proposed budget was $4,500,000, which 
was impossibly low for that particular 
movie. In London we had been doing a 
kind of cost breakdown of the script and 
had estimated the budget at about 
$13,000,000, which was far too high for 
20th Century-Fox. I used to be an art 
director, so I had the tedious task of 
storyboarding the film, which took five or 
six weeks, while everybody else was 
budgeting along behind. We came down 
eventually to $8,500,000 and went for¬ 
ward from there. 

The project seemed to gather 
momentum very quickly. Even while we 
were still budgeting and there was a sort 
of on/off feeling, we were talking to cast 
and things like that, because an impos¬ 
sible starting date—only four months 
off-had been established. That was 
ludicrous in terms of preparation, espe¬ 
cially since we were trying to press-gang 
the best people, who were already sort of 
semi-involved with something else. But 
getting the best was absolutely the key to 
making the film. 

The storyboard I did was essential, be¬ 
cause the whole thing has an abstract 



spirit of intention until somebody sits 
down and says, “Physically we are going 
to do this and we are going to do that and 
it will look this way.” You can’t budget on 
an abstract basis—which means that, in 
the very early days, you’ve got to get very 
specific about howthings are going to be. 
For example, it helps tremendously if the 
effects man knows how a sequence is 
going to go. He is able to very carefully 
structure around that, knowing what 
things he can legitimately hide. 

Once we had done the overall, sort of 
general storyboard, there was then 
drawn a storyboard for each day of shoot¬ 
ing. That day-by-day planning added up 
to a four-inch slab of storyboards. It was 
just huge. Drawing it all out like that is 
very tedious, but necessary in the sense 
that while you are drawing you are actu¬ 
ally helping yourself think. It’s like a 
writer with a problem who, by doodling, 
can focus his attention and get things 
flowing. I’ve seen voluminous story¬ 
boards on KING KONG and THE HIN- 
DENBURG, both of which relied much 
more on opticals and mattes than our film 
did, but they certainly simplified matters. 
In ALIEN there were no mattes or opticals 
or cheating—just pure physical effects, 
which seems to be the best way of 
achieving reality. 

To explain my method for choosing a 
crew, and particularly the cinematogra¬ 
pher, I have to backtrack a bit in my own 
career. I came out of BBC television 
where I had been doing drama series and 
drifted into advertising. I had found tele¬ 
vision quite frustrating because there 
were so many people involved in the mak¬ 
ing of it that it eventually drove me mad. 
You could never quite get to the point of 
visual perfection that one wanted to 
achieve. Also, working with tape, it was 
almost impossible to get a satisfactory 
result. Even if you are shooting for televi¬ 
sion, you’ve finally got to go to film in 
order to get something that is really suc¬ 
cessful. Ten years ago I entered the tele¬ 
vision commercials field, which was then 
relatively new in England. I worked in it 
for a year as an art director, then started 
getting offered advertising commercials 
to direct. 

At that time—10 years ago—I had a lot 
of trouble dealing with what I call 
“traditional feature cameramen” because 
they underestimated the whole field of 
advertising film. They would, therefore, 
just do it and walk away from it. I found 
myself having to hire feature cameramen 
who weren’t particularly interested and I 
got very frustrated by this. I then came 
across a couple of guys who were new to 
the field. One had been a rostrum cam¬ 
eraman (Frank Tidy) and the other (Der¬ 
ek Vanlint) had been a still photographer 
with a studio in Soho, but wanted to get 

Director Ridley Scott (foreground) and Director of Photography Derek Vanlint (behind 
camera) had often worked together previously on commercials. Scott began to direct 
commercials after leaving the BBC. With his own company he was responsible for 
approximately three thousand commercials, but was always sure that he would be direct¬ 
ing feature films eventually. 

involved with film. 
I suddenly found it much easier work¬ 

ing with these cameramen because I 
didn’t have the huge pressure of a very 
experience feature cameraman who was 
trying to employ a very heavy, big feature 
shooting technique. I liked a more natural 
approach to lighting for the sake of 
realism. 

So I’ve worked with Frank Tidy and 
Derek Vanlint for 10 years and we’ve got¬ 
ten to know each other very well. All this 
time, while making advertising films, I 
had it in the back of my mind that I would 
at some time be doing feature films, and 
the people working with me have, in a 
funny sort of way, come along the same 
route. Frank Tidy photographed my first 
feature, THE DUELLISTS and Derek 
Vanlint, of course, photographed ALIEN. 

In evolving a visual style for ALIEN 
(most of the action of which takes place 
inside the spaceship), there were certain 
special problems. If you are dealing with 
conventional rooms—whether they be 
Napoleonic or modern-day New York or 
whatever—you have a definite place that 
your light source is going to come 
from —normally your windows or the 
lamp on the table. In this instance there 
were no such sources. 

I originally had the idea of lighting 
everywhere at once, so that I would have 
total freedom of movement through the 
corridors of the spaceship. It was a big 
set and I wanted to avoid the process of 
setup-by-setup shooting—which finally 
is the best way, actually. I loved the way 

“2001” looked, but we didn’t want to emu¬ 
late it by going high-key with a lot of over¬ 
head light coming through ceilings filled 
with plexiglass. We wanted our lighting to 
be very directional and, for the sake of 
the mood of the story, rather low-key, 
gloomy, melancholy, depressing. 

So we made up a section of set and 
started experimenting. We got into a ter¬ 
rible tangle of variations because I 
wanted to use some tube [fluorescent] 
lights, but mixing them with tungsten 
Continued on Page 808 

Scott is praised by his colleagues as a 
director of unlimited imagination, an inno¬ 
vator who gets deeply involved in all 
phases of film-making. 



Color still from “The Deer Hunter” filmed by Vilmos Zsigmond with HMI light. 

HMI Light. It’s Efficient Daylight. 
HMI light is daylight—it’s 5600° Kelvin right from the 
source. Besides the convenience of daylight without blue 
filters and without fading, OSRAM HMI lamps offer the 
filmmaker and his crew excellent efficiency. 

Here is one measure of HMI efficiency. An OSRAM HMI 
1200 watt source provides about the same lumen output as 
a standard tungsten-halogen 10K, filtered to daylight. 
Whereas the WK typically needs 90 amps, an HMI 1200 
watt fixture can be plugged into ordinary house current. 

Gnlike tungsten-halogen, HMI bulbs convert most of their 

Macbeth 
Sates CorperatSen 

Subsidiary of OSRAM Corp. 

PO. Box 7062 
R.D. #3 Jeanne Drive 
Newburgh, New York 12550 
Toll Free: (800) 431-9980 
In New York (914) 564-6300 
Telex: 926467 

energy into light, not heat. That’s why films made largely 
with HMI fixtures generally require fewer fixtures, smaller 
generators, less cabling and lower transportation costs. 
Consequently, there is less “Set-up” time required and re¬ 
duced production costs. 

OSRAM HMI lamps are available in 200,575,1200,2500, 
and 4000 watt configurations. Floodlights and fresnels 
made by a number of manufacturers are available at rental 
houses everywhere. For free technical information check 
with us at our toll-free number. 

ACADEMY AWARD CITATION 
The inventors of the OSRAM HMI 
bulb, Dr. W. Block and Dr. B. Kuhl, 
were honored by the Academy of 
Motion Picture Arts and Sciences with 
a Citation for Technical Achievement. 

Photo from “The Deer Hunter” copyright 1979 by Universal City Studios, Inc. 



Where to find 
HMI Lights 

(Partial list) 

• Fixture Manufacturers 
L.T.M. Corporation of America 
21200 Nordhoff Street 
Chatsworth, CA 91311 
(213) 998-6026 
Cine-Mobile 
11166 Gault Street 
No. Hollywood, CA 91605 
(213) 764-9900 
Mole Richardson 
937 N. Sycamore Avenue 
Hollywood, CA 90038 
(213) 851-0111 
Strand Century, Inc. 
5432 W. 102nd Street 
Los Angeles, CA 90045 
(213) 776-4600 
Strand Century, Inc. 
20 Bushes Lane 
Elmwood Park, N.J. 07407 
(201) 791-7000 

• Bulb Distributors 
Barbizon Electric Co. 
426 W. 55th Street 
New York, NY 10019 
(212) 586-1620 
Victor Duncan, Inc. 
200 East Ontario 
Chicago, IL 60611 
(312) 321-9406 
Victor Duncan, Inc. 
2657 Fondren Drive 
Dallas, TX 75206 
(214) 369-1165 
Victor Duncan, Inc. 
32380 Howard Street 
Madison Heights, MI 48071 
(313) 589-1900 
Preferred Distributors 
1114 North Sycamore Avenue 
Los Angeles, CA 90038 
(213) 461-4201 

• Rental Houses in L.A. 
Acey Decy 
(213) 766-9445 
Cine-Mobile 
(213) 764-9900 
Cine-Pro 
(213) 461-4794 
Cine-Video 
(213) 464-6200 
F & B Ceco 
(213) 466-9361 
Keylite Rental Corp., Inc. 
(213) 848-Iite 
Leonetti Cine Rental 
(213) 469-2987 
P.S.I. 
(213) 469-2704 

Macbeth 
Sales Corpenatien 
A DIVISION OF KOLLMORGEN CORPORATION 
R D #3 Jeanne Drive • Newburgh. New York 12550 
(914) 564-6300 • Toll free (800)431-9980 

QUESTIONS & ANSWERS 
(Inquiries are invited relating to cinematographic problems. Address: 

Q. & A., AMERICAN CINEMATOGRAPHER. P O. Box 2230. Holly 

wood. Calif. 90028.) Q\ am constructing a Super-8 op¬ 
tical printer from bits and 

pieces. After consulting Raymond 
Fielding’s special effect cinematog¬ 
raphy manual, it stated that for a 1:1 
copy ratio for any optical printer it is 
best to use a 103mm f2.8 lens. Is it 
possible to use this type of lens on 
just the process camera and have no 
lens whatsoever on the printer or 
would this induce grain on the dupe 
negative afterwards? A When selecting a lens for an opti¬ 

cal printer there are certain basics 
to consider. 

First, the focal length of the lens should 
relate to the size of the frame or film for¬ 
mat. For example, in 35mm professional 
optical printing a lens of approximately 
100mm has been adopted as a standard 
for unit magnification (one-to-one) copy¬ 
ing of the 35mm theatrical film format. 

Second, there should be no sacrifice in 
lens resolution or sharpness in order to 
gain in exposure speed. Therefore, a 
flat-field “process” type lens made espe¬ 
cially for copy work should be chosen, 
and this lens usually is of a slower speed 
than a standard camera lens. 

It now follows that for Super-8 optical 
printing, a high grade 16mm camera lens 
of approximately 25mm focal length 
should be satisfactory, if a process lens 
cannot be found. A series of f-stop tests 
should be made to determine the proper 
setting for optimum sharpness in the 
copy. 

The lens is usually mounted between 
the projector and camera free of both; 
thus giving greater flexibility for size and 
position manipulation. You can consider 
the camera as photographing the frame 
in the projector aperture, or that the 
image is being projected on to the raw- 
stock in the camera. It means the same 
either way. Frame size in the duplicate 
would not be affected in either situation. 

LINWOOD DUNN 

Q\ am going to help a person make 
a film in which there will be 

some interior shots in a gym. The 
camera would be mounted on a dolly 
because he wants to “dolly in” from 
probably 30 ft. to a closeup. 

I am going to use an old Bolex 16mm 
with a 25mm lens and a separate view¬ 
finder. Starting the “dolly in” from 30 
ft., how can I be sure to keep the sub¬ 
ject framed properly in the finder? 

The scene will be subdued lighting. 
The film will be color negative 7254 
ASA 100. Can I take a meter reading 

based on 200 ASA and have the lab 
boost it 1 stop? What I am trying to do, 
I think, is to have a small lens opening 
in subdued lighting so that I can 
“dolly in” without having to follow 
focus. Alt appears to me that you are asked 

to do a complicated shot with 
equipment that was not designed for 
such use. You do have a parallax prob¬ 
lem. You could previously line up the 
camera for the closeup and note the 
amount of displacement in the finder. 
When filming the scene you would have 
to gradually allow for parallax displace¬ 
ment as you move in to the closeup. Also, 
you should change focus as you move in, 
otherwise the lack of proper focus will be 
apparent. 

I presume the lighting will all be over¬ 
head. Therefore, it would be advisable to 
mount a small 100-watt lamp above your 
lens to supply some fill light as you move. 

You can have the lab boost the devel¬ 
opment time to gain exposure. It is ad¬ 
visable to shoot a few separate test 
scenes with the available light and have 
them developed by the lab at different 
forced times to determine the correct ex¬ 
posure. 

As the end result is the answer, 
perhaps it would save your friends money 
to rent a reflex 16mm camera for the time 
you are filming. CHARLES CLARKE Q\ have in my possession a “Uni¬ 

versal” brand, hand-crank 
35mm motion picture camera. I am try¬ 
ing to date this make of camera as to 
when it was manufactured and/or the 
years it was in use. Also, is there any 
interesting history behind it? A The camera pictured in the photo¬ 

graphs you sent was a war baby 
from World War I. First manufactured in 
1914 in Chicago, Illinois, it enjoyed some 
popularity in its early years, mainly be¬ 
cause of the unavailability of competitive 
equipment. 

The camera continued to be sold until 
1920, but parts were manufactured up 
until 1928. This piece of equipment filled 
a need, but the pros who could afford to 
bought more expensive equipment also 
being made in this country. This outfit 
sold for $300; the tripod was extra. 

Between two and three hundred of 
your model were sold. The camera came 
with a Bausch & Lomb 500mm lens. The 
magazines were made of metal and could 
hold 200 feet of film, which seemed to be 
a popular length at the time. 

KEMP NIVER 
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OUT-OF-THIS-WORID PRODUCTION DESIGN 

By MICHAEL SEYMOUR 
Production Designer 

Carefully avoiding any conscious imitation of illustrious 

predecessors in the science-fiction genre, the designer and 

his team create fantastically imaginative visual elements 

I suppose the most interesting chal¬ 
lenge of designing ALIEN was the fact 
that one wasn’t working from any real 
reference, in a sense. It was not like one 
was trying to recreate a medieval castle 
or a Georgian house. We were dealing 
with something which, as yet, doesn’t 
really exist, so there was a certain 
amount of “fiction” in this science-fiction 
exercise. At the same time, what every¬ 
body in the group tried to do was create a 
sort of reality, so that, hopefully, the 
audience would actually believe that they 
were aboard this spacecraft. 

We tried to create a sort of intergalactic 
supertanker aboard which people lived 
and worked and slept their way from one 
galaxy to another for maybe four or five 
years at a time, collecting ore and oil and 
minerals, potentially for huge profits. But 
basically they lived on this craft and main¬ 
tained it. At the same time, they relaxed 
into an easy sort of casualness, as 
people might well do on that kind of trip. 
Their clothes were sort of casual and 
they were all a tiny bit greasy and they 
had relaxed relationships with one 
another. 

The ship itself had to tend to reflect all 
of this. There were levels of it that were 
kind of dirty and greasy and we hoped 
that the audience would feel that they 
were in a dirty old engine room where 
there was steam escaping and that, by 
doing all this, we could present a sort of 
believable environment. 

We were also trying to convey the idea 
that the spacecraft was a very huge piece 
of machinery which, in turn, was towing 
an even larger piece of machinery behind 
it, consisting of a vast collection of der¬ 
ricks and oil refineries and such. With 
that in mind, we set about creating our 
own sense of geography—a sort of 
three-deck ship. The top deck was the 
place where they lived, slept, ate, were 
doctored, and from which they piloted the 
ship. The control room was located there. 
That was the first level, and it added up to 
a very elaborate composite set. 

The next level was supposed to be one 
of general technical maintenance, in the 
sense that the engine room was there 
(where two of the characters spent much 
of their time). 

The third level was a different kind of 
maintenance area which contained a sort 
of garage full of space vehicles. There 
was also a compartment into which one 

Shown under construction is the enormously complex “A Level” (top deck) of the inter¬ 
galactic space-tug Nostromo, housing the astronauts’ living quarters, mess room, com¬ 
puter annex, infirmary, linking corridors and operational bridge. It was built on a large 
Shepperton Studios stage as a single composite set, because the intention was to do a 
number of long tracking shots down the corridors, arriving at various areas along the way. 
It was like a maze and, once inside, visitors sometimes had difficulty finding their way out. 

Perhaps the most bizarre set was this full-size section of the derelict spacecraft found by 
the astronauts on the alien planet. At its center is the fossilized skeleton of a grotesque 
creature seated behind a weird contraption that appears to be some sort of gun. It is soon 
after this discovery that the astronauts have their too-close encounter with the ultimate 
horror. 
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Production design sketches for the derelict spacecraft by Swiss artist H.R. Giger. Because 
director Ridley Scott and Michael Seymour had seen his work and much admired it, they 
invited him to become involved in the whole concept of the alien creature and its spacial 
environment (including the spacecraft). It was important that the alien itself and the world 
in which it existed be as remote as possible from what humans would create. This involved 
the construction of many models of all sorts before the right combination was achieved. 

of the hydraulic legs of the ship was 
folded. 

As I say, we had to sort of create this 
sense of geography for ourselves in 
order to provide an orientation for work¬ 
ing with it, but I wondered, as I viewed the 
final film, whether the audience, not 
really conditioned to our sort of thinking 
about it, would see the geography quite 
so clearly. 

Having decided on those elements, we 
tried to produce within the set a very de¬ 
tailed and complicated feeling that one 
was inside a piece of extremely ad¬ 
vanced technology. We built it as a large 
composite set, because the intention 
was to do a number of long tracking shots 
down the corridors, arriving at various 
points like the mess hall, the auto dock 
area, the hyper-sleep area (where we 
first see the characters wake up) and the 
bridge, which was a really complicated 
place where they were all sitting. 

We built it as a four-wall set, and it was 
a complete set once you got inside it. 
People who came onto the stage from the 
outside saw a lot of wood and bits and 
pieces, as with all sets—but once they 
got inside they often couldn’t find their 
way out. It was like a maze. 

The filming of ALIEN was a very inter¬ 
esting and exciting challenge and we all 
worked very closely together on it. Ridley 
Scott, as a director, is a great innovator 
and, as such, he demanded a sort of 
innovation from all of us. We all found 
ourselves, in a sense, stretching out un¬ 
expectedly in directions we hadn’t even 
thought about—of necessity, but right¬ 
fully so. 

Ridley, cinematographer Derek Vanlint 
and I worked very closely together. We 
had a constant exchange. I was con¬ 
cerned with Derek’s problems and he 
was concerned with mine. I was espe¬ 
cially cognizant of his lighting problems 
and we had many discussions about 
them. I would say to him, “We’ve de¬ 
signed the set this way and this way, but I 
have allowed, hopefully, for several fea¬ 
tures that will be helpful in lighting.” And 
he would say, “That’s very good, but it 
would be marvelous if you could manage 
to do so-and-so . . .” So we would work at 
exchanging suggestions. 

Ridley is a bundle of ideas and he 
spouts off about them to everyone who 
works for him. It was a very good exer¬ 
cise, and it didn’t just extend to us three. 
There was, of course, the special effects 
group —marvelous people to work 
with—and everybody else on all levels. It 
was a very animated, hard-working, 
close-knit group of people and, in that 
sense, ALIEN became a very exciting 
project. 

It was like an organic growth. We 
began with one set of ideas and let it grow 

into others. We allowed it to grow and 
grow so that it was a constantly evolving 
thing. I mean, if we were still shooting, we 
would have evolved even further, but 
there had to come a halt. It was a very 
exciting way of working. 

In approaching the filming of ALIEN we 
were very concerned about avoiding any 
clear or direct influence from previous 
space productions. We took the trouble to 

show ourselves 2001: A SPACE ODYS¬ 
SEY a couple of times; we saw STAR 
WARS and CLOSE ENCOUNTERS 
each a couple of times, and such things 
as SILENT RUNNING. Ourobjective was 
to avoid as much as possible any clear 
reference to any of them. Of course, this 
was difficult, because there are certain 
factors, certain idioms of supposed 
Continued on Page 804 
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Why it makes sense 
to use Anif lex Service: 

Regular preventive maintenance 
is important. So is doing it right. 

__ _ Reputation 
Protection 

V Ve’re in the service busi¬ 
ness to back up the cameras 
we sell. It’s in our best interest 
to provide the best Arriflex 
service in America. 

We’re part of 
the worldwide ARRI 

organization. 
Arriflex Corporation is a 

subsidiary of Arnold & Rich¬ 
ter in Munich, where the cam¬ 
eras are made. Some of our 
technicians were trained there. 
Their technical advisers regu¬ 
larly visit our facilities. They 
keep us up to date on specs 
and techniques. 

We work only 
on Arriflexes. 

Practice makes perfect. 
All we know about is Arri¬ 
flexes—and nobody knows 
more. All Arriflex parts are 
numbered and on a computer 
list. And we’re in daily Telex 
contact with the Factory. 
That means efficiency. Gener¬ 
ally, service takes ten working 
days. By appointment, two 
days. In an emergency, back 
the same day. 

We use exactly 
the same equipment 

as the Factory. 
At our facilities in New 

York and California, we have 
tools specially made for us by 
the people in Munich. They 
use the same special tools to 
assemble a new camera. We 
use them here to reassemble 
an overhauled camera. 

Checking critical relationship between 
claw and register-pin on 16mm ARRI 
movement. Tolerance is 0.0004 inch. 
Screen image is magnified ten times. 

What does the word 
“Overhaul” mean? 

When we use that word, 
it means we completely dis¬ 
mantle the camera. We even 
submerge the empty housing 
in a special cleaning fluid. 
Then we reassemble the cam¬ 
era, checking each part and 
installing a new one if neces¬ 
sary. In terms of specs, it’s 
then the equivalent of a brand 
new camera. 

The more often you 
service, the less often 

you buy parts. 
Not all service work re¬ 

quires an overhaul, of course. 
But regular cleaning and 
adjustment make the moving 
parts last much longer — and 
labor costs less than parts. 

How much does 
service cost? 

It’s hard to pin down. 
Some people quote a lower 
hourly rate than ours, and 

then may bill you for a longer 
time. As a sales and market¬ 
ing company, we don’t make a 
profit on service labor. We 
back up the cameras we sell — 
and we pay our very good 
technicians what very good 
technicians get. 

There is 
no such thing as 
bargain service. 

Why did you buy an Arri¬ 
flex in the first place? Partly, 
confidence in its reliability. 
Now it’s service time. How 
much is confidence worth? 

Cutting compound? 
Mix oil and dust. 

“I rent cameras mostly 
to people who make com¬ 
mercials” says ARRI dealer 
Denny Clairmont. “They 
shoot in helicopter-blade 
windstorms, ocean salt spray 
and desert dust. They mount 
the camera on a car and drive 
it down a dirt road!’ 

“Dust mixes with the oil 
and grease in the camera to 
form a cutting compound! If 
you want to grind down a 
metal moving part, that’s the 
way. Bumping along the road 
isn’t good for a precision in¬ 
strument, either!’ 

“In my experience, 
though, Arriflex parts will per¬ 
form like new indefinitely — i/ 
you keep them clean? 

ARRI 
ARRIFLEX CORPORATION 

One Westchester Plaza, Elmsford, New York 
10523. (914) 592-8510. And 600 N. Victory 
Blvd., Burbank, Calif. 91502. (213) 841-7070 

In Canada: ARRI/NAGRA Inc., 6467 Northam, 
Mississauga, Ontario L4V 1J2. (416) 677-4033 
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ACMADE JOINS FORCES WITH 007 
MOONRAKER EDITOR JOHN GLEN SAYS: "Our Acmade Compeditor 
35 has been invaluable in helping us meet the very tight deadline on 'Moonraker.’ 
I consider it a very important cutting room accessory and on a location picture such as ° 
ours, its easy transportability has been a real asset. My staff have found it excellent for 
syncing up dailies, fitting wild tracks, post sync and laying effects and music 
for re-recording. 

John Glen with his Compeditor 35 in the Boulogne Studios in Paris 
during editing of "Moonraker." 

“Thank you John for giving ACMADE the opportunity to join your great team.” 

ACMADE TECHNOLOGIES INC. ALAN GORDON ENTERPRISES INC. ACMADE INTERNATIONAL 
10 West 66th St. #11-A 1430 N. Cahuenga Blvd. Oakside, Oxford Road 

New York, New York 10023 Hollywood, Calif. 90028 Uxbridge, UB9 4DX 
12121 362-5414 (213) 466-3561 Middlesex, England 

Tel: Uxbridge 36313 

EASTERN EDITING EQUIPMENT ADOLPH GASSER INC. 
630 Ninth Avenue 181 Second Street 

New York, NY 10036 San Francisco, CA 94105 
(212) 586-4890 (415) 495-3852 



SPEfiMl VISUAL iFFIflS FAR"Illi (UNfiSRBE-AIRPSRI 79" 
By ABE MILRAD 

Supervisor of Special Visual Effects 

How a recently developed method of controlled motion photography 

that adds a new dimension of realism to film-making was used to 

shoot thrilling sequences of the supersonic Concorde under attack 

The energy of the Universal Studios 
Special Effects Facility is contained in a 
huge converted warehouse in North 
Hollywood, California. You often walked 
in before the sun had cleared the sur¬ 
rounding mountain peaks and left the 
building with the moon well established 
and you hadn’t been aware of the on¬ 
going life transition outside. You lived in a 
self-contained world and wondered, 

“Where did the last twelve hours go?” 
Only your mind and muscles knew where 
it went. It went into a microcosm of action 
and, in retrospect, you compared it to a 
beehive. A beehive with its close to one 
hundred technicians, cameramen, 
modelmakers, editors, production assis¬ 
tants, designers, engineers, etc., with 
one common thing in mind: a team effort 
to get the final optical composite out. 

When you look at a finished scene with 
its beauty and complexity, you wonder 
how it consumed all this energy. But the 
fact is that it did, and deservedly so. 

It is hard sometimes to visualize in 
color while you’re surrounded by four 
walls of black duvateen. But this is, in 
fact, the heart of the facility—the four 
stages, each manned by its own crew of 
dedicated artists who interpret their tal- 

Uoncorde model is suspended from a rig 
allowing for simultaneous changes in roll, 
pitch and yaw attitudes, as well as rotation 
and arc movements. 

(ABOVE LEFT) Camera operator Alex Funke and Abe Milrad discuss programing details for a controlled motion move of Concorde model to 
be seen in THE CONCORDE—AIRPORT ’79, a Jennings Lang production for Universal, directed by David Lowell Rich and photographed by 
Philip Lathrop, ASC. The Mitchell camera is mounted on a gear head driven by stepping motors. (BELOW LEFT) The huge “chicken coop”, 
specially designed to provide sky fill effect (and weighing 250 pounds) is maneuvered into place by the skillful crew. (RIGHT) Smoke 
behind a fan, against a black background, was used to create a speed frame of reference of fast-moving clouds in front of the plane. 



ent through lenses driven by computers 
on non-real-time photography. Here is 
where it all begins and the optical 
department is where it all comes to¬ 
gether. In between is a mixture of talent, 
heartache, disappointment, and laugh¬ 
ter—but above all, the pride in being part 
of what will eventually end up on the 
screen. 

THE CONCORDE-AIRPORT 79 was 
the most difficult assignment I have had 
in my 14 years as a filmmaker. When I 
graduated from film school, I had no idea 
that someday I’d be almost completely 
dependent on an electronic computer to 
finally interpret the look of a scene I had 
designed. Unlike the freedom you have 
filming the special effects involving a 
space-science-fiction film, where any¬ 
thing you suggest visually will be ac¬ 
cepted, in working on a real airplane 
chase sequence you are constantly 
pressured by the pre-established visual 
knowledge of the audience. 

After the great success of the special 
effects for STAR WARS by John Dykstra 
and CLOSE ENCOUNTERS by Doug 
Trumbull, whom I consider to be a genius 
and with whom I had the privilege of 
working, the use of the motion control 
system has become a crucial vehicle in 
this field. In spite of its sophistication, the 
motion control puts out only what infor¬ 
mation is fed into its computer, so that, 
again, the human talent becomes an in¬ 
visible interpretation through it. Working 
in special effects is like walking in a mine 
field. It demands absolute concentration 
and study. If you take your mind off it for a 
split second, it will blow up on you. 

There are four major visual effects se¬ 
quences in the story with which I had to 
contend. The first one in priority involved 
a pirate F-4 Phantom jet armed with four 
heat-seeking air-to-air missiles. The jet 
leaves the French coast flying at a very 

low altitude to avoid radar detection. It 
first skims the hills, then flies 75-100 feet 
above the water to intercept and shoot 
down the Concorde on its way to France. 
That is immediately followed by a 26- 
scene chase sequence between the 
Concorde and the Phantom jet. 

The next sequence was to establish 
the menacing black drone missile. The 
capability of the fatal warfare missile is 
displayed at the testing site of the in¬ 
dustrialist by launching an orange 
remote-controlled target plane, which is 
then shot down by the programmed 
drone missile. This was to show that in 
spite of the maneuvers by the target 
plane, it could not escape the drone mis¬ 
sile and is eventually hit. 

The third sequence involved the at¬ 
tempt by the villain to shoot the Concorde 
down by diverting a drone missile from its 
Continued on Page 818 

Special Effects Director of Photography Peter Gibbons and Abe Milrad discuss the 
background for a fly-by shot in order to determine the key light position. After 14 years 
as a film-maker, Milrad, who started to build model airplanes at the age of 12, had the 
opportunity to combine his airplane model hobby and camera craft on this motion pic¬ 
ture. 

(ABOVE) The elegant Concorde model at its first attitude for the “falling leaf” spinout 
sequence. (BELOW) Cinematographer Pete Gibbons and Abe Milrad look on as assistant 
cameraman Chuck Schumann adjusts the electronic controls for maneuvering the Con¬ 
corde model through its intricate gyrations. 



Super Cine Varotal 

Cooke 
Varota' 

Cine Varotal 

Cooke Varo Kinetal 

Cooke. 
Definition of quality. 

At Rank Taylor Hobson we re extending the 
range of Cooke Zoom lenses. 

But whichever Cooke zoom you choose you'll 
get pin sharp pictures right to the edge of the field. 

Two Cooke Varotals 
The Cooke Varotal is available as a 35mm 

and 16mm lens. It's the finest resolution 35mm zoom 
lens in the world. It's the 'fastest' 16mm zoom lens you 
could choose - which is why it's ideal for low light 
level location work often needed when shooting film 
for television. 

Cine Varotal and Super Version 
The Cine Varotal is the sharpest 10:1 35mm 

zoom lens in the world. Ideal for location work. The 
new Super Cine Varotal is the special version for 
special effects. 

In other words - undetectable special effects. 

Cooke Varo Kinetal 
The only zoom lens to give you 35mm 

professionalism from 16mm film. 
All of them match up with the new generation 

of film emulsions. All hold focus throughout their 
zoom ranges. And all are ruggedly built to take the 
full range of attachments favoured by the world's 
lighting cameramen. 

Cooke is the name for optical image quality. 
And you'll be hearing more news of new Cooke 
zoom lenses from Rank Taylor Hobson. 

RAIMK TAYLOR 

Rank Taylor Hobson, P.O. Box 36, Guthlaxton Street, Leicester LE2 OSP, 
England. Telephone: (0533) 23801. Telex: 34411. 





A FORMULA FOR CREATING AWARD-WINNING TV COMMERCIALS 
A volatile director/cinematographer team talks about the methods 
used for garnering top honors in the competitive commercials field 

With millions of dollars in sales riding 
on TV commercials, every national 
advertiser strives to hire the most cre¬ 
ative and skilled agencies, directors and 
cinematographers. Yet, each year, cer¬ 
tain advertising campaigns rise above 
the rest, launching new products, and 
helping established brands become 
firmly entrenched. 

Many of the spots produced by New 
York City-based director Bob Giraldi 
have established themselves in the latter 
category. In less than eight years as a 
television commercial director-producer, 
Giraldi has garnered more than 150 major 
awards, including an average three to 
five CLIOS per year. In 1978, Giraldi 
commercials, including the “Lite Beer 
from Miller" series, earned seven CLIOS. 

Giraldi’s track record is made even 
more phenomenal by two other facts. 
First, he produces more than 100 
commercials a year, an almost unheard- 
of pace. Second, unlike most of the top 
directors, he has worked with just one 
cinematographer, Eddie Barnett, for more 
than six years. 

American Cinematographer’s corres¬ 
pondent sat down with both Giraldi and 
Barnett during a break in shooting a spot 
in the financial district headquarters of a 
major New York City bank. The two men 
shared their thoughts on the making of 
their favorite commercials. 

QUESTION: What is it about the Bob 
Giraldi style that makes his com¬ 
mercials award winners? 

GIRALDI: When I think of the top 

directors in the field, I am the only one 
who does not have a style. After we are 
given a creative concept from an 
agency, Eddie, and I, and everyone on 
my staff go to work to see how we can 
make that piece different from everything 
we have done before. We may work all 
day to get the lighting, direction, or 
choreography just the way we want it, 
and then one of us will come up with an 
idea that works, and we will start over. 

QUESTION: You’re able to remain 
fresh without a constant influx of new 
people to your organization? 

GIRALDI: We do add new people all the 
time, but the backbone of my staff-my 
partner Phil Suarez, Eddie, Dick Ashe, 
my assistant director, and Danny Kir- 
shoff, my property master, have all been 
with me six years or more. That is some¬ 
thing of a unique situation in this industry. 

QUESTION: Charlie Chaplin worked 
with Rollie Totheroh for decades, but 
today directors seem to change 
cinematographers frequently. What 
makes you two different? 

BARNETT: The situation is even more 
unusual because Bob and I are both 
strong-willed, volatile people with a 
strong creative urge. I joined Bob when 
Giraldi Productions was formed be¬ 
cause I wanted to get away from table 
tops into doing the dialogue and 
reality-oriented spots Bob specializes 
in: 

QUESTION: How did you each get into 

television commercial production? 

BARNETT: Cinematography seemed to 
me to be a perfect marriage of my tech¬ 
nical and creative interests. It was a lot 
more appealing than many other 
careers. I put together my own curricula 
at NYU until I had learned enough about 
filmmaking to try and break in. I met Bob 
on my third job, and we clicked. 

GIRALDI: I began as a commercial artist 
and designer, moved into print adver¬ 
tising as a creative director, and was 
lucky enough to work with Young & 
Rubicam, and Jerry Della Femina during 
their rapid growth in television commer¬ 
cial productions. After I directed two 
award-winning campaigns-for H. R. 
Block and WABC Eyewitness News-1 
decided I had found my calling and 
phased out my print work. 

QUESTION: If your work doesn’t have 
a specific style, what does tie it to¬ 
gether and brand it as a Bob Giraldi 
production? 

GIRALDI: I like reality-1 never do table- 
tops or fashion work for that reason. 
Probably my commercials emphasize a 
human quality, above all. Rather than try 
and sell the product, I sell the people, 
and let their connection with the product 
rub off favorably on the sponsor. 

QUESTION: Could you give an exam¬ 
ple? 

GIRALDI: The Miller Lite beer series is a 
good example. We used Bubba Smith, 
Don Carter, and then George Stein- 
brenner and Billy Martin just before and 
after their feud. We placed them in hu¬ 
man, humorous situations. These people 
were not actors, but when Bubba Smith 
tore the top off that can, you would have 
thought he did it every day. A lot of my 
commercials are not exactly what they 
seem to be. Two examples come to 
mind. For the Chemical Bank 
“Neighborhoods" series, we present a 
series of vignettes that seem to be can¬ 
did shots of a variety of neighborhood 
activities. Yet, each of those scenes was 
carefully choreographed. The second 
spot was a promotional piece we did for 
WLS-TV in Chicago. There were some 

touching moments featuring a blind, el¬ 
derly couple, and I think the only reason 
the actors didn’t earn a CLIO of their own 

Director Bob Giraldi (center) instructs one of his actors in how to get off an elevator. Giraldi, 
who produces more than 100 TV commercials a year, winning three to five CLIO awards 
annually, is proud of the fact that he has no specific directorial style, but strives to make 
each assignment different in approach from everything he has done before. 



was that the judges probably didn’t 
realize they weren’t blind. 

QUESTION: Tell us more about those 
two commercials. 

GIRALDI: For “Neighborhoods,” we 
wanted to capture some of the chemistry 
of the different neighborhoods of New 
York City Della Femina brought us a 
one-minute storyboard that called for 
shooting in locations all over the city in 
two days. It is a long trip from Flarlem to 
the lower east side. We had to carefully 
work out the logistics to allow shooting in 
three or four locations each day for two 
days. 

QUESTION: You choreographed 
neighborhood activities all over New 
York? 

BARNETT: Yes. Festivals, street parties, 
games. Yet, the philosophy of the 
commercial was that the viewer was 
eavesdropping, or looking at the scenes 
through binoculars. 

QUESTION: Watching the goings-on, 
rather than part of them? 

BARNETT: Right. I used a Panavision 
camera and lenses from 14mm to 
600mm. I also used Eastman color nega¬ 
tive II film 5247, which we use for most of 
our work. 

QUESTION: You certainly didn’t get a 
feeling of distance with the wide- 
angle lens, did you? 

BARNETT: We tried for a long-lens look 
even when we used the wide angle. I 
think you can cut back and forth from one 
lens to the other with no difficulty if you 
know what you are doing. 

QUESTION: What techniques do you 
use to make one lens compatible with 
another? 

Director of Photography Eddie Barnett, the only cinematographer Giraldi has worked with 
during the past six years, gives some last-minute instructions to one of his assistants. 
(BELOW) The lobby of a large New York bank was used to film several scenes for a recent 
commercial. A Panavision camera off to the left is rolling for a take of a typical counter 
transaction. 

BARNETT: We maintained continuity of 
movement from scene to scene. I use 
less filtration on the longer lenses. We 
have got a fast 300mm Panavision lens 
that is extremely sharp. We can use that 
with footage shot with shorter lenses just 
by building up the filter packs of the 
shorter lenses. Fog filters make the 
shorter lenses look as if they are shoot¬ 
ing through the same amount of atmos¬ 
phere as the long lens at a greater dis¬ 
tance. We used regular fog filters, not 
low-contrast glass-it makes the image 
too mushy. We are not into heavy effects. 

GIRALDI: Right. Eddie comes up with 

footage that is tasteful and pretty, but not 
so blatant that the film comes first and 
the concept second. 

QUESTION: How did you light the 
“Neighborhoods” series? 

BARNETT: We tried to choose the time of 
day for each location where we wouldn't 
need any lighting at all. We took a few 
cards, but I don’t think we used them. 
The color negative has enough speed for 
situations like that. Even “pushed” one 
stop, I think the colors and grain are 
about the same. When I first used the 
film, I thought it was too sharp, but then I 

changed my mind. 

QUESTION: What was that? 

BARNETT: I began to see that what 
Eastman Kodak Company had given us 
was like a bowl full of marbles: they are 
all there if you need them. What I do 
when I shoot is decide what effect I 
want, and then take away a few marbles 
to achieve it. I use filters, lighting or other 
techniques to bring the sharpness down 
to where I want it. I discovered it is a lot 
easier to do that than to put in resolution 
that isn’t there in the first place. 
Continued on Page 830 
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DU ART..THE FILM LAB BEHIND 

Most filmmakers will agree that 
a large measure of “60 MINUTES” 
success is the crispness of visual 
interviewing and reporting. 
Precise editing. Superb picture 
quality. 

These superlative results didn’t 
come easily. 

Du Art is proud to be the film 
lab behind this outstanding 
television magazine. The 
excellent picture quality is 
directly attributable to the use of 
film and our unique computerized 
timing and printing facility. 
Unlike most labs, we no longer 
notch or tab or physically handle 
the film. It is almost as simple as 
pushing the right buttons on our 
exclusive computerized equip¬ 
ment. Additional changes, 

revisions or whatever can easily 
and quickly be made by 
instructing the computer’s memory 
to make any required changes. 

Servicing a program like “60 
MINUTES” is, of course, much 
more than ultra sophisticated 
equipment. We have experienced 
and dedicated people who know 
film, film processing, and how to 
use Du Art’s unique facilities. 
And it all happens - so very 
beautifully week after week - 
despite tight deadlines. 

Du Art is very proud of what it 
does. And we’re very proud that 
“60 MINUTES” exemplifies what 
can be done in film television 
production and relies on Du Art 
to play a vital part of this 
magnificent effort. 

- DU ART. w 
FILM UBmiOmtS, UC. 1^^ 

DuArt Film Building 245 West 55th Street 
New York, N.Y. 10019 (212) PL 7-4580 
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“I want to stay ahead of my 
competition.That s why I bought 
computer animation equipment 
that doesn’t have any.’! George McGinnis, Image Factory Inc. 

The Cinetron 1100 can do 
more for you than any other 

The Cinetron 1100 
computer animation 
equipment made by 
anyone. Anywhere. 

It lets you create 
stacks, strobes, tubing, slit-scans, even isometrics. 
And it does it all fast and easy. 

It has an electronic motor with up to 14 
speeds plus rewind and anti-strobe adjustments. 
It even has automatic moves. You simply show it 
where to start and stop. 

The Cinetron 1100 gives you inverse sine, 
logarithmic, level and exponential speed tapers. 
This exponential taper lets you match the speeds 
of different zooms, on or off center, automatically 
and gives you the most life-like acceleration and 
deceleration of anything on film. 

The Cinetron 1100 also 
gives you smoother fades 
and dissolves than you’ve 
ever gotten before. 

Two of the three peg 
tracks will hook up on 
command. So you don’t 
need long backgrounds 
or planning to the point of 
hook up.The 1100 will 
sense the hook up point 
you indicate and reset 
the track, making the 
proper background over¬ 
lap automatically. 

The 1100’slistof 
capabilities just goes on 
and on. It even under- 

few 

stands English. No computer programming is necessary. 
It saves you time and you can meet schedules you never 

could before. You’ll also 
be able to devote more 
time to creativity than 
you could in the past. 

The Cinetron 1100 is an assistant that never 
makes a mistake. It’ll do exactly what you tell it to 
and never misunderstand you. 

Why do you get so much more from the 
Cinetron 1100 than from other computer animation 
equipment? Because besides designing and manu¬ 
facturing computer animation equipment, Cinetron 
uses our equipment the same ways you do. We do 
animation. From cell animation and graphics to 
titles and mattes. And we deal with die same 
problems you do. So when you call Cinetron with 
a question, chances are,you’ll speak with 
someone who can answer it. 

There’s another advantage to our using the 
equipment we make. It gives us the chance to work 
the bugs out. We test every capability of our equip¬ 
ment for up to two years before we even make it 
available to anyone else. So you get gear you can 
count on. And if something should go wrong, you 
can count on us to make it right. 

People all over the country—with CBS, I.F. 
Studios, Edstan and The Optical House to name a 

have come to respect and rely on 
Cinetron Computer Animation 
Equipment. 

IT ' you need any computer 

(404) 448-9463 and we’ll 
talk. We’d suggest you 
check us out against our 
competition first, but when 
you find out what they offer, 

you’d learn we don’t have any. 

Cinetron Computer Animation Equipment. 
The best you can buyUntil we make something better. 

Cinetron Computer Systems, Inc./67001-85 North/Norcross (Atlanta), Georgia 30093. 
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TRflCKMG SHOTS IHSIDEII HlOVinfi RUTOfflOBILE 
A fanciful script about a couple trapped inside their car 

leads to the development of a simple, but ingenious, piece 

By TOM FREI of equipment for filming required car-borne dolly shots 

FIGURE 1—This is the basic track in its most primitive form. (BELOW) FIGURE 2—The track 
extension has been added here. The front support piece has two bolts coming out of the 
bottom, with nuts concealed in the wood. When the track is positioned in the car, bolts can 
be adjusted so that the extension is precisely level with the main track. 

I recently had the opportunity to work 
on the film AUTO-MATES, written and 
directed by Gary Walkow, in which all the 
shooting was done inside an automobile. 
The story involves a young couple who 
find, upon returning home from a short 
trip, that they cannot leave their car. Not 
inclined to break the windows (which only 
open a few inches), the two characters 
seem to accept their fate complacently, 
and are consigned to a world of gas sta¬ 
tions, drive-up food services, and drive-in 
movies. The characters’ existence be¬ 
comes a series of journeys to and from 
their driveway; they return home only so 
they can leave it again. We are with them 
from the beginning as they discover, and 
learn to live with, their predicament. The 
film is essentially a fantasy about south¬ 
ern California. 

Gary Shusett, director of Sherwood 
Oaks Experimental College, saw the 
possibilities for this script and decided to 
use it for the school’s independent film 
project, the Sherwood Oaks Film Col¬ 
lective. Gary Walkow would direct the 
film, and the crew and equipment would 
be assembled through the school. 

All shooting would be done inside the 
car, thus integrating form and content. 
Because the car was often in motion 
there would be no way to utilize a large 
crew. Also, a small crew would be less 
likely to draw attention while shooting “in 
the field”. Consequently, besides the 
director, the crew consisted of two cam¬ 
eramen (myself and Ira Eichner) and our 
production manager, Mary Mann. Sound 
was covered by the director, or simply run 
unmonitored on shots where the camera 
saw too much of the car interior to ac¬ 
commodate anyone but the actors and 

(LEFT) FIGURE 3—In another view of the track with the extension, one can see the forwardmost position of the camera. (RIGHT) FIGURE 
4—Here, with Director Gary Walkow behind the camera, the track spans the rear armrests, allowing for the execution of lateral camera 
moves. 



(LEFT) FIGURE 5—With Gary Walkow and C.M. Heard we see the canopy disguise covering the front eighteen inches of the track, which 
would otherwise be visible to the camera when its 10mm lens is pointing towards the windshield. (RIGHT) FIGURE 6—When the camera is 
moved forward—in this case, into a profile of the driver—the canopy is pushed forward towards the dash. 

(LEFT) FIGURE 7—This drawing (not to scale) shows the track with the canopy disguise in place, and the camera block in a retracted 
position. (RIGHT) FIGURE 8—The camera block pushes the canopy forward. The small block of wood on the front of the cameramounting 
block engages the back of the canopy to prevent it from falling over the front end of the track. 

the cameraman. The cast consisted of 
the two main characters (played by 
Geraldine Bartlett and Patrick Kuhn), and 
one actor who played all the small parts 
(gas station attendant, ticket taker at the 
drive-in, etc.). 

The car chosen for the film was a 1963 
Oldsmobile Starfire, owned by Mr. 
Shusett. It seemed to embody a basic 
value (especially of that decade) in 
automobile design: a machine built not 
only as a means of transportation, but an 
artificially created environment; an ex¬ 
tension of the body, designed to isolate 
one from one’s surroundings. Its features 
included power steering, electrically op¬ 
erated windows, and a small servo-motor 
in the AM radio to locate stations auto¬ 
matically. The interior was blue and 
chrome. The car’s uncompromising size 
afforded plenty of interior space to ac¬ 
commodate shooting. 

To lend a visual excitement to the film, 
Continued on Page 825 

FIGURE 9—A Bolex is mounted on the small block for use in the single-frame sequences. 
The tape measure made possible to move the camera the same distance each time a frame 
was exposed. When the film was projected, the camera appeared to be moving at a normal 
tracking speed inside the car, while the images beyond the windshield flashed in rapid 
succession on the screen. 



The Film\kult. 
Our heavy-duty, light weight ICC case 

At last, an ICC case that can take it. Made of highly durable 
structural polymer material, it's ruggedly designed to withstand heavy abuse 

in shipping and handling. Yet the Film Vault is light weight— 
about 50% less than old-fashioned metal carriers. Stackable either horizontally 

or vertically, there's never a problem with rusting, scratching 
or denting shut. And it's always easy to open; never any prying with a screwdriver. 

In the most popular size, for 3-reel shipping and storage. E 
For more information, please write or call. flSQI 

46 Passaic Street, Building 52, Wood Ridge, N.J. 07075 (201) 933-9125 
Chicago (312) 942-1950 ■ Dallas (214) 634-7774 ■ Hollywood (213) 851-7532 ■ New York (212) 541-6464 

A wholly owned subsidiary of Williamhouse-Regency, Inc. 



II TV executives don't make decisions based on their own sense of showmanship. 

They make decisions based on fear born in the fierce competitive climate. )) 

If the most influential 
people in television 
weren’t in our last issue- 
they were reading it. 

Norman Lear, one of the most outspoken pro¬ 
ducers in the business, didn’t pull any punches when he 
spoke out in the pages of EMMY last January. 

Neither did Grant Tinker, Lee Rich, or David 
Gerber. 

EMMY magazine won't pull any punches either. 
We'll be as irreverent and controversial as the people we 
cover. The people in television. 

Every time you read EMMY you’ll learn some¬ 
thing new. Something you wouldn’t get anywhere else. In 
fact, the one thing you can always expect from us is the 
unexpected. 

You’ll read articles that will provoke you, stimu¬ 
late you, and give you insight into the inner workings of the 
industry. 

You'll be taken back to the golden age of television 
through a continuing series on the great shows like Your 
Show of Shows, Playhouse 90, and The Twilight Zone. 

You’ll also read regular roundtable discussions 
with the writers, producers, directors, and executives who 
make and shape television. And we’ll have investigative 
articles, book reviews, and provocative essays. 

So, if you're in television... want to be in televi¬ 
sion ... or simply want to know more about it, subscribe to 
EMMY. 

We’re going to inform, entertain, and infuriate a 
lot of important people. 

This is what you can look forward to in future 
issues: POWER! Who Has it in TV? How Do They Use 
It? □ A Thinking Man's Guide to SEX on Television □ 
The Erotic Woman’s Guide to Thought on Television □ 
Prime Time Violence: What the Censors Miss □ Execu¬ 
tive Sweeps: Fear and Trembling at the Networks □ The 
Docudrama Pro and Con □ Merchandizing the Gospel: 
Religious Broadcasters □ Hitchcock on TV: Lessons 
with the Master of Suspense □ Up and Coming: The 
Hottest People in Town □ The Electronic Stump: Can¬ 
didates Gear up for 1980 □ Secrets of Agency Packaging 
Deals □ Rating the TV Critics: From Bad to Worse □ Ten 
Best Commercials of All Time □ Life in a Sitcom Factory 
□ Guide to TV Schools □ It’s the best thing on television. 

The Magazine of the Academy of Television Arts and Sciences. 
— — "n 

Pick up EMMY for 12 dollars. 15 dollars foreign. 

Send me 1 year (4 issues) of EMMY Magazine. I have . 
enclosed $12.00 for delivery in the U.S. —$15.00 for ■ 
delivery outside the U.S.—$22.00 for overseas air- | 
mail delivery. 

Name  I 

Address  i 

City State Zip  ■ 
Occupation  ■ 

• EMMY Magazine 
I 4605 Lankershim Blvd. 
^lo. Hollywood, CA 91602 We cannot bill directly. 

Make check or money order payable to ATAS. Or 

 Bill my Master Charge # Exp  
 Bill my VISA Card ft Exp  
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FILMING LONDON'S EAST END ON A SHOESTRING 
On a sentimental film-making journey back to his birthplace— 

London’s colorful “other side of the tracks”—the author finds 

gy STANLEY MINDEL ^^t while you sometimes can go home again, it’s never the same 

What do William Penn, Geoffrey 
Chaucer, Captain Cook, Lord Grade, 
Thomas Jefferson’s mother, “Jack the 
Ripper” and this author have in common? 
We were all either born, or were long-time 
residents, in the East End of London. 

When I am asked where I come from 
and mention the East End I get an in¬ 
quisitive look as if I am mentioning an 
area that is at the end of the earth. The 
reply is often, “I have heard of the West 
End; is it near there?” It has no con¬ 
nection whatsoever. Certainly, when 
compared with the West End, with its af¬ 
fluence, fine apartment buildings, exclu¬ 
sive stores and theaters, the East End’s 
ongoing struggles with poverty are out¬ 
lined sharply. 

I do ramble on when attempting to de¬ 
scribe the East End, especially with its 
wealth of history—plus dropping the 
names of its most famous residents. At¬ 
tempting to give a true description of the 
area is another story. When Jack London 
visited the area in 1903 he said, “No more 
dreary spectacle can be found on this 
whole earth than the whole awful East 

End . . . Everything is helpless, un¬ 
relieved and dirty”. 

But still his words cannot portray an 
actual picture. Hence, I decided to make 
a documentary film on the area, showing 
as many facets as possible. 

The first seeds of the idea came when I 
was a film student at UCLA. Being a 
screenwriting major, I didn’t have to make 
a film known as a “Project Two” for pro¬ 
ductions majors. But is was something 
that I had to get out of my system. The 
film was purely a labor of love. The most 
important tool of my task, as it is for all 
filmmakers and other craftsmen, is 
knowledge. I took two cinematography, 
three editing, a sound recording as well 
as two journalism courses and, perhaps 
most important of all, a course in writing 
for the non-fiction film. I must admit that 
my long career as a still photographer 
and photo-journalist didn’t hurt a bit. 

At the UCLA Motion Picture School, 
cameras and equipment could not be 
taken out of the state, nor could one have 
use of them for a long period. I purchased 
a Bolex-H 16 for $50 complete with three 

Middlesex Street (Petticoat Lane) in London’s East End at the height of its outdoor market 
hustle-bustle. The market extends well to the left of this photograph, providing a long pan 
shot for the author’s film. Note that each stall is topped by a trellis, so that a tarpaulin can 
be thrown over it in case of rain. 

lenses, two of them useless. Initial tests 
proved this, as well as revealing that the 
camera was running too fast. I took the 
camera to Paillard and by this time I was 
wondering if I had got such a great bar¬ 
gain. Technicians at Paillard didn’t ad¬ 
vise any servicing but adjusted the speed 
selector and taped it down. Next step 
was to scout the pawn shops of Los 
Angeles to find a 12.5mm and a 75mm 
lens to accompany the one good lens on 
the camera. I was in luck. I found the 
lenses at bargain prices even though the 
cost came to more than I paid for the 
camera. The next piece of equipment to 
be looked into was an exposure meter. I 
located a used Spectra Combi minus the 
pertinent slides. Photo Research of Bur¬ 
bank drilled the new slides and checked 
out the meter. 

I planned to leave Los Angeles as soon 
as the Winter Quarter was over at UCLA 
and take a leave of absence, as I in¬ 
tended to return to UCLA to do the post 
production. My stockbroker and other 
“experts” advised me that the time was 
right to unload my two hundred shares of 
Columbia Pictures stock at ten dollars a 
share, as they wouldn’t go anywhere! 
This was to help finance the film. 

I took the minimum amount of equip¬ 
ment possible. The balance of the 
equipment would be rented. The camera 
rental would be rather expensive, so 
naturally this went along with two still 
camera, recording tape, 20 100-foot rolls 
of ECO (since film is rather expensive in 
Britain), plus my bible: The American 
Cinematographer Manual. Fortunately 
the equipment and my luggage were not 
weighed at the airport. This, however, 
caused problems on my return when the 
rules changed, allowing a passenger two 
pieces of “free luggage.” My main con¬ 
cern was that my film not be X-rayed and 
this was requested. 

A shooting script should have been 
written, or even a form of storyboard 
planned, before leaving —but being 
somewhat of a procrastinator, I kept it all 
in my head. I knew what I wanted. 
Perhaps it was all just as well that the 
script was not written because of my first 
day of reconnoitering the location, I felt 
that a prepared script would have been 
down the tubes. In the course of seven 
years since my last visit the area had 
drastically changed. Thomas Wolfe’s 
quote “You can’t go home again” rang 
true. Gone were the establishments that I 
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wanted to include in the film, such as the 
Dutch-Jewish patisseries, and Barnett’s 
butcher shop with its floor piled with 
sawdust where they served piping hot 
salt beef (corned beef) sandwiches to the 
now almost non-existent London Docks 
which were in the process of being 
demolished. 

At this point I realized that I had to do 
some re-thinking. Too, I was thanking my 
lucky stars that I had not written the full 
script. I did it the hard way: shot the foot¬ 
age, edited and wrote the script into the 
finished footage. The film encompasses 
seventeen subdocumentaries showing 
the different facets of East End life and its 
history. 

I arrived on April 4th, 1977 and parked 
myself at the International Student’s 
House in the West End just twenty min¬ 
utes away from my locations on the tube 
(subway). Three weeks later, on a Friday 
afternoon, the sun came out! I shot a 
couple of rolls, well almost, before the 
sun went in again for another three 
weeks. This footage was mainly a test to 
see if my Bolex had stood the journey 
well. The camera is a difficult one to use. I 
had to take into consideration each time 
whether I had the correct viewfinder for 
the lens, and whether the filter was on? I 
used a pocket rangefinder for measure¬ 
ment—and then there was the spring 
drive motor. A lot of winding for a twenty- 
odd-second spurt—and the biggest bug¬ 
bear of all, parallax, especially on close- 
ups. Before I finished shooting the two 
hundred feet the sun went in . . . for 
another three weeks! 

I took the rolls into Reed Colour Lab for 
processing and a work print. Everything 
was fine, except that my hand was not 
steady enough and a tripod was defi¬ 
nitely needed. The biggest hassle of the 
shoot was the weather. Not so much rain, 
but poor light. It runs into a series of grays 
from medium to black. The European 
photographers are at a great dis¬ 
advantage if they depend on natural light. 
One is apt to taking filming for granted in 
Southern California, not often appre¬ 
ciating the almost constantly available 
sunlight. 

I filled in the time by working. Fortu¬ 
nately, by virtue of being a dual national, I 
had no problem with work permits in Brit¬ 
ain. When the light was light gray. I 
worked on my “still” black and white 
photography, the stills that supplement 
this article. When there was no sign of 
good light I decided to shoot interiors. 

First among these was what I consid¬ 
ered one of the highpoints, The White¬ 
chapel Bell Foundry. The foundry is 
perhaps the world’s oldest small busi¬ 
ness. No one is quite sure of its age, but it 
is at least four hundred years. The foun¬ 
dry is noted for its castings of Big Ben, 

the Great Bell of St. Petersburg and the 
original casting of the Liberty Bell. I went 
to see Mr. Hughes, the current owner, for 
permission to film. He told me that B.B.C. 
Television had been there just two weeks 
previously and had completely disrupted 
the place. The men could not get on with 
their work and “we have a two year back¬ 
log of orders.” I told him his establish¬ 
ment would be interesting to American 
audiences and would make a big hole in 
my film if it were not included. I saw the 
documentary the B.B.C. had made later 
that summer on television. It was abso¬ 
lutely awful. It consisted mainly of Mr. 
Hughes’ talking head, cut off from the 
middle of his forehead. 

Mr. Hughes asked how many on my 
crew? I told that it would be a one-man 
crew. He agreed to the shoot, provided 
that I did not hinder the men working. He 
told me the next casting would be at two 
o’clock the following Wednesday. “Be 
here!” The first thing that came to my 
mind was that it was the first Wednesday 
in June, Derby Day, and I would rather be 
at Epson Downs for the race. But I 
couldn’t ruffle Mr. Hughes’ feathers and 
agreed. It was the most beautiful day for 
outdoor shooting! 

I rented a tripod with a Miller fluid head 
from Felling and Cross in Baker Street 
near the Student’s Hotel and just twenty- 

three steps away from Sherlock Holmes’ 
supposed residence. The tripod rental 
was nine pounds a day (sixteen dollars). I 
never used a car or taxi for carrying any of 
the equipment. All transportation was 
done by “tube” or bus. The camera, ex¬ 
posure meter and rangefinder went into 
one case, rolls of film into all available 
pockets. I carried a Nikon around my 
neck and the tripod was tucked under¬ 
neath my arm. I could not manage a re¬ 
flector and one was never used. 

I utilized the morning by filming the old 
Huguenot area of Spitalfields. The 
Huguenots settled in the area after the 
revocation of “The Edict of Nantes” in 
1685. They set up a silk weaving industry 
which remained for 225 years. Their cot¬ 
tages still remain, although in a dilapi¬ 
dated state. Filming in this area was 
nostalgic for me, since I had lived in one 
of these old weavers’ cottages as an in¬ 
fant. I attempted to make a montage of 
the French street signs that remained. 
But unfortunately, due to the parallax 
problem on my Bolex . . . 

After a quick lunch in a pub operated 
by a turbaned Sikh I was off to the bell 
foundry. I filmed the complete process of 
bell-making, from the mixing of the clay, 
cow dung and hair for the casting mold to 
the final tuning. There was time to shoot a 
Continued on Page 832 

Capitalizing on the legendary name of “Jack the Ripper”—a local boy who made bad, so to 
speak—this pub changed its name to honor him. It offers its patrons the irresistible 
combination of “the best disco music around, exhilarating atmosphere, and hot and cold 
tempting snacks.” Who could ask for anything more? 
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To shoot Huey landing on sandbank, 16SR 
was wrapped in plastic bags. Camera crew 
shooting inside copter wore army uniform 

so they could be in other camera’s shot. 
Cameramen often shot over machine-gun¬ 
ners’ shoulders. Ejected cartridge cases 

would fly through frame; noise of gunfire 
so close would cause cameramen and 
camera to flinch, adding to realistic look. 

How and why part of 
"More American Graffiti” 

was shot in 16mm 
using the Arrrflex 16SR: 

The Vietnam sequence needed 
a combat footage look. To create that 

controlled illusion called for 
some unorthodox techniques and skills. 

Bryan Anderson floats 16SR as he follows 
running soldier, for unrehearsed combat- 
footage look. “With the SR’s closing eye¬ 
piece,” he says, “I could begin or end a 

shot like this with my eye at the finder. 
People were at first a little dubious about 
this way of shooting, until they saw the 
rushes. After that, they wanted more.” 

«rp he original blowup was beau- 
A tiful,” says Editor Tina 

Hirsch. “During dubbing, we pro¬ 
jected the workprint on a 25 foot 
screen at Goldwyn. The blowup ma¬ 
terial looked much too good — as 
though it belonged with the 35mm 
footage, especially the multiple- 
image stuff. To make it look authen¬ 
tic, we had to ruin the quality!’ 

Four formats 
More American Graffiti cuts 

back and forth between four visual 
formats. One strand of the story was 
shot with long lenses at 1:1.85. 
Another was shot wide-angle and 
anamorphic. A third is multiple 
images. Those three are 35mm. 

Blown up twice 
The fourth strand was shot in 

16mm and blown up — twice. To 
make that sequence look more dis¬ 
tinct, the footage was first blown up 
to a 35mm CRI and a timed work- 
print made. From that, another neg¬ 
ative was made, optically blown up 
a further 10%, using camera original 
stock to gain contrast. 

Hand-held dialogue 
“Many people think the Viet¬ 

nam sequence is the best in the film” 
says Director of Photography Caleb 
Deschanel. “The gritty quality of the 
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photography makes you really be¬ 
lieve what you’re seeing. The whole 
thing was shot hand-held, including 
dialogue scenes. We kept reminding 
Bryan Anderson and Hiro Narita 
(the operators) that they were under 
fire and in danger!’ 

Grab it and go 
“We needed cameras that would 

let us move fast and help us get the 
best possible ‘combat’ footage. You 
can always degrade the image later, 
as we did — but you can’t improve 
the shot later. We all felt comfortable 
with the SR. It seemed really solid. 
The balance was great. The battery 
was right on the camera, so you could 
'grab it and go. Excellent optics!’ 

One-take explosions 
“When we got to shooting the 

battle scenes and helicopter stuff, we 
would slate the rolls and just get in 
there and do it!’ says Mr. Deschanel. 
“We tried to keep a full mag in case 
things got out of hand, but we often 
ran out anyway. Being able to re¬ 
load quickly helped us a lot — espe¬ 
cially with explosions and difficult 
helicopter scenes!’ 

$2250.00 an hour 
“Things were constantly in a 

big rush’,’ says Writer-Director Bill 
Norton. “The Huey helicopters were 
available to us for only three days. 
In any case, two Hueys plus a Jet 
Ranger for air-to-air at $750.00 an 
hour each ...” 

Crowd scene 
“We shot dialogue scenes inside 

the Hueys, in the air. There would 
be two cameramen (with cameras), 
the soundman, me, the pilot, an actor 
and some extras, all in there at once! 

Combat-footage effect called for low an¬ 
gles from behind troops taking cover on 
ground. Long finder let Anderson walk 
with SR while keeping lens near ground. 

This shot began with Bryan Anderson rid- son made many shots while running. If 
ing jeep fender. When jeep stopped, he camera bounced noticeably, editor would 
followed Senator (civilian clothes) and sometimes put an explosion effect on 
Captain as they ran into a bunker. Ander- soundtrack, opposite the image bounce. 

Hiro Narita testing balance of Shakicam 
used in scene described at right. Observ¬ 
ing in the background is More Graffiti Di¬ 
rector of Photography Caleb Deschanel. 

We couldn’t have done it in 35mm, 
obviously. And the two ground battle 
scenes were shot in one day each!’ 

Unusual style 
“Because of Bryan Anderson’s 

documentary background, he really 
came into his own during the Viet¬ 
nam sequence’,’ says Mr. Norton. “He 
would frequently suggest unusual 
approaches to a scene. Since it was 
16mm, I’d say Go ahead. He got some 
very spontaneous-looking stuff!’ 

Change of pace 
“One of the two 16SRs we used 

was my own camera’,’ says Bryan 
Anderson. “I’ve used it for documen¬ 
taries, industrials and commercials. 
I didn't expect to use it on a multi¬ 
million dollar feature! We were told 
to give it an ‘immediate’ look. That 
suited me. I had a great time!’ 

Wading backwards 
“In one dialogue scene,” says 

Hiro Narita, “Two actors with radio 
mics crouched, talking, in a river — 
and then hurried across it under fire. 
An underwater platform had been 
built so they could wade thigh-deep. 
To get the shot, we waded backwards 
in front of them!” 

Shakicam 
“With the camera on my shoul¬ 

der, it would have been too unsteady 
and too top-heavy for moving in 
water. So we used Caleb’s ‘Shaki¬ 
cam!” (See picture at left.) 

Tightrope walker 
“I held it like a tightrope- 

walker’s pole in front of me’,’ says 
Mr. Narita. “Just above the sur¬ 
face while the actors talked, then 
raising it slowly to waist height as 
we pulled back across the river. 
Caleb guided me from behind. The 
SR with a 9.5mm lens was at the 
right end, the counterbalance on 
my left. Interesting effect!” 

More American Graffiti 
is a Lucasfilm production. 

ARRI 
ARRIFLEX CORPORATION 

One Westchester Plaza, Elmsford, New York 
10523. (914) 592-8510. And 600 N. Victory 
Blvd., Burbank, Calif. 91502. (213) 841-7070 
In Canada: ARRI/NAGRA Inc., 6467 Northam, 
Mississauga, Ontario L4V 1J2. (416) 677-4033 

AMERICAN CINEMATOGRAPHER, AUGUST 1979 795 



THE TWELFTH HHHUAL MOTION PICTURE SEMINAR OF THE NORTHWEST 
Celebrating a dozen successful years, this friendly forum of film talk 

By MARTHA GIES in the Northwest has become one of the most vital events of its kind 
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On June 1 and 2, for the twelfth con¬ 
secutive year, Seattle hosted the inten¬ 
sive two-day information exchange that 
is the Motion Picture Seminar of the 
Northwest. This is the annual event 
which draws an audience of 900 partici¬ 
pants to listen to film professionals who 
work in every capacity—directing, pro¬ 
duction, screenwriting, editing, cinema¬ 
tography, make-up, art direction, lab ser¬ 
vices, suppliers and teachers—from 

areas as diverse as Santa Monica, Miami 
and Holland. 

As is now traditional, the seminar 
began on Thursday evening with a sun¬ 
set dinner and cruise. The speakers— 
this year there were 26—are especially 
invited to this kick-off party which is 
meant to provide an opportunity for par¬ 
ticipants to socialize with the motion pic¬ 
ture professionals who have come to 
share with northwest audiences their 

During coffee break in the foyer of the Seattle Playhouse, seminar participants talk with the 
speakers, with one another and view the exhibits. Because of its popularity, the Seminar 
Committee has been urged to move the event to larger quarters, but they prefer to keep it 
informal and intimate, with direct contact between speakers and audience. 

particular insights and expertise. 
The Virginia V departed at 6:00 p.m. 

for a slow cruise around Lake Washing¬ 
ton. The bar opened immediately and a 
three-piece jazz band consisting of trum¬ 
pet, keyboard and drums began to play. 
Seattle is a city of mountains, trees, and 
waterways, and as old and new friends 
danced and conversed, Mount Rainer, 
the arboretum and the Olympic mountain 
range came into view. A catered buffet of 
salmon and chicken was served on board 
following a classic sunset. When the 
boat docked four hours later, darkness 
had just fallen on a warm June evening. 

The seminar properly begins Friday 
morning at the Seattle Playhouse, on the 
park-like site of the 1962 World’s Fair. A 
continental breakfast is laid outdoors for 
the audience to enjoy during registration. 
Just inside the playhouse lobby, nearly 
30 commercial exhibitors are setting up 
exhibit booths. 

Promptly at 9:00 a.m., Keith Cutler, a 
long-time seminar board member from 
Vancouver, B.C. and this year’s 
moderator, introduced the first speaker. 
While it is not possible to summarize the 
entire two-days’ offerings, the following 
is a distillation of this year’s highlights. 

Susan Shadburne, the multi-talented 
producer and writer who was responsible 
for Claymation, voted the 1978 Best Film 
of the Seminar, described the activities of 
the “Northwest Media Project,” an as¬ 
sociation unique to the northwest, which 
distributes 16mm personal film, pub¬ 
lishes the Oregon film industry pro¬ 
ducer’s guide, along with other publi¬ 
cations, and acts as a clearinghouse for 
information about regional talent and re¬ 
sources. With offices in Portland, Oregon 
and a membership drawn from the entire 
region, the not-for-profit Media Project 
has served as fiscal administrator for 
several grant-funded film projects 
directed by its various members. 

Doug Huse, speaking on “The Role of 
the Agency Producer,” especially 
emphasized the importance of maintain¬ 
ing a single point of view as a project is 
impacted variously by writers, legal ad¬ 
visors, the director and cinematogra¬ 
phers. Huse screened a number of his 
own commercial spots including two es¬ 
pecially inventive spots for Oldsmobile 
and Kellogg’s Cornflakes. The latter 
brought a spontaneous applause and 
Huse remarked wryly that the clients had 
never actually bought it in the end. 

Portland producer Homer Greening, 



(LEFT) Keith Cutler, this year’s moderator for the Seminar speakers program. (RIGHT) Denis Sanders, Academy Award-winning director, 
was the Seminar’s Saturday luncheon keynote speaker. For its always illustrious roster of speakers, the Seminar draws equally from 
film-makers of the Northwest and internationally famed motion picture creators from Hollywood. The guests enjoy the legendary 
hospitality of the local Seattle people. 

always a popular speaker, talked on “The 
World of Northwest Filmmaking.” Green¬ 
ing is one of those highly fortunate pro¬ 
ducers whose reputation now enables 
him to make every film a personal film, no 
matter who the sponsor. His film clips 
included a zany potpourri of underwater 
images, aerial shots, “music” composed 
of waterdrops and the cry of whales, and 
Homer’s own Zen-like poetic compo¬ 
sitions. In a segment from a film about a 
home for disturbed children, Groening’s 
personal signature, the subjective, 
voice-over interview was heard: 

Groening: Are you involved with 
surgery or shock? 

Children’s Home: We don’t do either. 
We do use drugs. 

Groening: Do you think it’s going to 
work? 

Children’s Home: What? 
Groening: This thing your spending 

your life at? 
“Creating the Film from Conception to 

Fulfillment” was writer/producer Tommy 
Cook’s topic. Associate Producer of 
Players, Cook talked explicitly and confi¬ 
dently about marketing a project in 
Hollywood. He especially emphasized 
the studios’ and networks’ need for new 
talent now and described his own per¬ 
sonal formula for presenting a script or 
treatment. 

In “The Role of the Director-Camera¬ 
man,” Lear Levin described and 
screened a short selection of commercial 
work from a long list of prestigious 
clients. Although he has directed over 
$17 million worth of work over the years, 
he spoke most nostalgically about an 
$8,000 job shot in Boston in two days, 
and on which he was given a creative free 
hand and especially liked the people he 
worked with. There is a sincere human 
element in his spots, possibly at¬ 
tributable to his acknowledged pref¬ 
erence for non-professional actors. 

Robert Boyle, long associated with 
Alfred Hitchcock and Norman Jewison, 
spoke on “The Art Director and His Rela¬ 
tionship to the Film.” After showing a ten 
minute, re-edited section of Fiddler on 
the Roof (Boyle was art director), he an¬ 
swered a number of questions on the 
demands of designing for film pro¬ 
duction. This opportunity to question the 
speakers, possible only because the 
seminar board has purposely conspired 
to keep the audience to manageable 
numbers over the years, is in large part 
responsible for the popularity and use¬ 
fulness of the seminar to its participants. 

Following a three-hour break for 
dinner, Friday night audiences viewed a 
pre-selected offering of the “Best in the 
Northwest” films. As always, submis¬ 
sions came from Western Canada, Wash¬ 
ington and Oregon. Eleven short films 
and six television spots were shown. The 
audience voted on the “Best of the Semi¬ 
nar” film and, considering the make-up of 
the corwd, it was a tough competition. It 
was announced the following day that 
RIP VAN WINKLE, a 28-minute clay ani¬ 
mation, upbeat rendition of the well- 
known childrens’ story, was the winner, 
and a one-hundred-dollar prize was 
awarded to Will Vinton from Portland, 
Oregon. 

Saturday morning began with “Getting 
Funds for Independent Production,” the 
published title of Calvin Watson’s talk. An 
eager audience waited through a long 
description of the proposed labyrinthine 
reorganization of the Public Broad¬ 
casting System (PBS) and the Corpora¬ 
tion for Public Broadcasting (CPB) be¬ 
fore Watson got to his point. Watson, who 
is director of television activities for the 
CPB, reassured producers and writers 
that there is an ear in Washington, D.C. 
for quality ideas—and $14 million in 
production funds after October, 1, 1979. 

Ron Olsen of North American Film En- 

terprizes in Eugene, Oregon, speaking 
on “Fourwalling: From Black Gold to Dry 
Hole,” startled amused audiences with 
his candor: “We rent a theater, hit hard, 
move fast and fill those houses before 
word-of-mouth kills us.” A realist about 
the product he’s selling (“These pictures 
aren’t as good as you thought they’d 
be.”), Olsen described the techniques of 
television saturation and quoted as¬ 
tonishing grosses. 

As is customary, Saturday noon 
brought something special. Keynote 
speaker Denis Sanders, who was in¬ 
troduced as the complete filmmaker in 
the tradition of Flaherty and Capra, 
spoke to the group at a large sit-down 
luncheon. Sanders, whose projects have 
ranged from features, to television spe¬ 
cials, documentaries and educational 
films, is a writer, producer and director. 
He has a thorough command of the in¬ 
dustry, speaks in a well-informed and 
down-to-earth manner, and can spon¬ 
taneously calculate cost and marketing 
projections for every aspect of film- 
making. After relating his own beginnings 
in film—he won an Academy award for 
his UCLA thesis film, A Time Out of 
War—he shared a number of valuable 
do’s and don’ts from his wide experience 
in the business. 

After lunch, Ralph Liddle, a doc¬ 
umentary filmmaker from Juneau, 

■ Alaska, presented “From Unemployment 
Check to Cannes,” his own personal suc¬ 
cess story with his new feature-length 
film, SPIRIT OFTHE WIND. Liddle nego¬ 
tiated a one-year option on the rights to 
the life story of an Athabascan Indian 
who is a champion dogsled racer and 
sold the idea to the Indian-owned and 
operated Doyon, Ltd. It is a beautiful film 
(as viewers were to see later that night) 
and has already made enough in ad¬ 
vance minimum guarantees generated at 
Continued on Page 836 
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It takes a rugged filmmaker to be an 
industrial cameraman. And it takes a rugged 
camera to meet his demands. When the heat 
scorches your forehead or the cold numbs 
your fingers, you keep shooting, and so does 
CP-16. 
CP-16 is the tough industrial production 
camera. It’s as versatile as the cameraman. 
When you shoot hand-held, it’s light and fast. 
And for double system sound, the CP-16 is 
quiet enough that you won’t need a blimp, 
even in close quarters. 

When you need it, the rugged CP-16 can be 
serviced in a hurry. With American made 
parts and expert service available from the 
East Coast, the Midwest and the West 
Coast, the CP-16 camera will reduce 
downtime to a minimum. 
If you shoot tough industrial films, you need 
the tough industrial production camera— 
CP-16. And when you need CP-16, you need 
us, the most experienced CP dealers in 
the world, with the full line of CP-16 
cameras, accessories and full factory 
authorized service centers. 

THE CAMERA MART, INC. VICTOR DUNCAN, INC. 
456 W. 55th. Street 200 E. Ontario, Chicago II 60611 (312) 321-9406 
New York, NY 10019 2659 Fondren, Dallas, TX 75206 (214) 369-1165 

(212) 757-6977 32380 Howard, Madison Hgts., Ml 48071 (313) 589-1900 

ALAN GORDON 
ENTERPRISES, INC. 

1430 N. Cahuenga Blvd. 
Hollywood, Calif. 90028 

(213) 466-3561 
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Ires you’ve requested to meet the 

5sure measuring needs of today’s 
fakers. The f-stop meter is, of course, direct- 

fading, and frames per second are locked-in for 
your convenience. 

Naturally, the Cine Special is still a direct- 
reading meter when used for reflected readings. And 
you have the traditional block scale calibrated in V3 

stops, as well as a footcandle scale. 
There’s more, of course. Each feature of this 

meter is the result of over thirty years experience 
serving the needs of Directors of Photography. Put 
this history and experience to work for you! 

LUMICON 
The Lumicon footcandle meter is 

the first choice of gaffers and lighting 
directors. Its clear, uncluttered scale 
shows readings in footcandles only. 
Rugged, accurate, and reliable, it is 
the perfect mate to the Cine Special. 

Distributedby Sfk 
Mill Valley, Cllif. 

824-7888. Ext. A179;TliP 

Associates, 1019 Trillium Lane. 
^Toll-free, outside Calif. (800) 

(800)852-7777, Ext. A179 

Manufac 
Kollmorgen * 

loto Research Division. 
Jurbank, Calif., U.S.A. 
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HIVII...WITHOUT REAR OR RUCKER 

The latest innovation calculated to eliminate the residual flicker of 

HMI lights utilizes electromagnetic rather than electronic elements 
By RICHARD B. GLICKMAN 

Luxdyne Corporation 

INTRODUCTION 

The HMI source is rapidly taking its 
place in the field of professional lighting 
for cinematography, in spite of the fact 
that there are still situations where the 
“flicker” problem has caused serious dif¬ 
ficulties. 

The “flicker” problem stems from the 
fact that the HMI source is an A.C. arc 
and the relationship of light output versus 
time represents a close approximation to 
the wave form of the applied electrical 
current. All light sources operated on al¬ 
ternating current exhibit this effect. FIG¬ 
URES 1 and 2 show an incandescent 
lamp and a standard fluorescent lamp 
(both A.C. operated). 

With the standard reactance type of 
ballasting normally used with HMI lights, 
the light output dips to approximately 
18% of the peak value during each half¬ 
cycle of the applied current. This pro¬ 
duces a “flicker” rate two times that of the 
line frequency. This is the fundamental 
problem relative to the application of 
these sources. FIGURES 3 and 4 show 
the current wave form and the light output 
respectively for a 1200-watt HMI lamp. 

Until now, the main time-related factors 
which had to be controlled in relation to 
one another to prevent the occurrence of 
“flicker”, were: 

a. The camera framing rate 
b. The camera shutter angle 
c. The A.C. power supply frequency to 

the light source 
Currently, the approach to eliminating 

the problem of flicker when filming with 
HMI lights is to utilize one of the following 
arrangements: 

1. Use of power from a power company 
(very stable 60-cycle source), and a 
crystal-controlled camera motor 
(locked at 24fps). With these two 
items assured (very stable power 

frequency and camera framing rate) 
it is possible to shoot at a wide 
variety of shutter angles without 
difficulty. 

2. When using a generator for HMI 
power, the tendency has been to go 
to “crystal-controlled” generators. 
As long as conditions are left un¬ 
changed during a shot, this system 
also will provide a stable 60 cycles. 
In addition, it is necessary to re¬ 
member the 24fps caution, 
(crystal-controlled accuracy re¬ 
quired). It is recommended for these 
test situations that a shutter angle of 
144° be used since this represents 
an area where some tolerance can 
be permitted on the various param¬ 
eters (line frequency and shutter 
rate). 

Under the above conditions, and as 
long as the rules are followed properly, no 
difficulty should be encountered with 
“flicker”. The fact is that many millions of 
feet of film have been shot this way with¬ 
out problem. 

The systems above have validity as 
long as respect is shown for the rules. 
Some test work has indicated that on a 
camera with a 175° fixed shutter, where 
the frequency was allowed to vary ± 1/4 
cycle (even with the camera crystal- 
controlled at 24 frames), an observable 
and objectionable flicker was created. 

Some other approaches to the solution 
of the flicker problem have been dis¬ 
cussed, and in particularthere have been 
promises of electronic inverter type bal¬ 
lasts. These are being represented to be 
extremely lightweight efficient systems. 
So far they have only been shown in 575- 
and 1200-watt sizes, and to the best of 
this writer’s knowledge, there are none of 
them actively in the field other than for 
the test purposes. The most optimistic of 

the suppliers of this type of equipment 
have indicated that 2500- and 4000-watt 
equipment is a long, long way in the fu¬ 
ture. 

LUXDYNE LO-MOD BALLAST 
SYSTEMS 

This is the first new approach to the 
solution of the “flicker” problem, which 
represents inherently rugged, non¬ 
electronic systems. These operate on a 
slightly different principle than has been 
applied in other attempts to solve the 
problem. The Luxdyne systems are 
available for the full range of HMI lamps 
from 575 through 4000 watts. 

FILM TEST 

Film tests have been completed on the 
Luxdyne Low Modulation Ballast which 
show that the system (used with any 
lighting head) allows the following free¬ 
dom: 

a. Power input frequency can vary ± 3 
cycles (57 to 63 cycles test range). 

b. Normal range of shutter angles may 
be used (90° — 200° test range). 

c. Wild motors may be used. In fact, 
any framing rate may be used be¬ 
tween 16 and 32 fps. 

The three variations noted above in 
paragraphs a, b, and c may all be per¬ 
mitted to occur in any combination at the 
same time. That is to say, the frequency 
can vary (±3 cycles/second) while the 
framing rate is wandering (16-32 frames) 
and all of this at any desired shutter 
angle (90o-200°). 

More testing is planned to establish the 
more extreme limits of the system (includ¬ 
ing slow-motion framing rates), and will 
be reported soon. 

HOW LO-MOD WORKS-WHAT IT IS 

Luxdyne Lo-Mod Ballast Systems op- 

(LEFT) FIGURE 1 — Light output of an incandescent lamp. The vertical scale is arranged so that each vertical division is 10% of the 
maximum light output. The lamp appears to modulate to about 83% of maximum at each half cycle of the A.C. (Horizontal scale is 5ms/cm). 
(CENTER) FIGURE 2 — Light output of a standard fluorescent lamp. Same scale as Figure 1. Modulation here is to about 30% of maximum 
light output. (Horizontal scale is 5ms/cm). (RIGHT) FIGURE 3 — Current waveform of a conventional reactance type 1200-watt HMI ballast. 
Vertical scale is 6 amps/cm, showing peak current of approximately 19 amps. (13.8 amps RMS measured). Horizontal scale 5ms/cm. 



(LEFT) FIGURE 4 — Light output of a 1200-watt HMI lamp on the ballast whose lamp current is shown in Figure 3. The vertical scale is 
arranged so that each division is 10% of the maximum light output. This lamp appears to modulate to approximately 13% of the peak light 
output. Horizontal scale is 5ms/cm. (CENTER) FIGURE 5 — Current waveform of a 1200-watt Luxdyne LO-MOD ballast. Vertical scale is 6 
amps/cm, showing peak current of approximately 16 amps (12.8 amps RMS measured). Horizontal scale is 5ms/cm. (RIGHT) FIGURE 6 — 
Light output of a 1200-watt HMI lamp on the Luxdyne LO-MOD ballast (current waveform shown in FIGURE 5). Vertical divisions are 10% of 
maximum light output. Horizontal scale is 5ms/cm. Comparison with FIGURE 4 shows the greatly reduced “off-time” of the light, and the 
reason for the “flicker-free” operation described. 

erate at line frequency. That is to say, no 
attempt is made to change the operating 
frequency of the light. The operating 
principle is that the shape of the current 
wave form is modified to approximate a 
square wave. This results in less “off” 
time for the lamp, with the result that it is 
possible to approach the kinds of modu¬ 
lation levels that are typical of small 
incandescent lamps. FIGURES 5 and 6 
show the current and light output re¬ 
spectively of a 1200-watt LO-MOD bal¬ 
last. 

Strong consideration was given in the 
design of the Luxdyne systems to criteria 
which were felt to be important in the film 
industry and in particular to the questions 
of reliability and ruggedness. The 
equipment must be both mechanically 
and electrically able to withstand a cer¬ 
tain degree of rough handling and abuse. 
In some ways this is as important as ac¬ 
tually overcoming the flicker itself. The 
importance of this point is felt so strongly 
that Luxdyne Corporation offers a one- 
year unconditional parts and labor war¬ 
ranty on their ballasts. 

The technology applied in this system 
utilizes electromagnetic devices for the 
functional elements. These consist of 
iron and copper and are essentially inde¬ 
structible. The avoidance of electronic 
systems with the inherent sensitivity to 
transient phenomena in the electrical cir¬ 
cuits, were a primary consideration in 
approaching this problem. The price for 
this ruggedness and reliability and sim¬ 
plicity is that the Luxdyne ballasts are 
heavier than the conventional type. The 
penalty would seem to average about 
75%. At first this might seem to be a seri¬ 
ous limitation, but on reflection the logic 
of moving these ballasts needs to be re¬ 
examined. Typically the 4kw ballasts in 
the field today weigh betwen 135 and 180 
pounds. These are not, by any standard, 
portable. Examination of the cable sizes 

required for connecting the ballasts to the 
lighting heads, reveals that the cable 
sizes are quite small when compared 
with the lighting units which have been 
widely used in professional photography. 
It is also important to note that the output 
cable is much smaller than the input ca¬ 
ble. 

TABLE I shows the actual current re¬ 
quirement for the head for each size of 
the HMI units forthe cable connecting the 
ballasts to the head. Note that the cable 
size for the 2500- and 4000-watt systems 
can be identical, since the current re¬ 
quirement is actually slightly lower for 
4000-watt than it is for 2500 (the voltage 
for 4kw operation is, of course, slightly 
higher). 

The logical argument, would seem to 
us to be that the ballasts should not be 
removed from the truck which brought it 
to the location. Since the cables are 
small, it seems reasonable to consider 
that the individual cable and its extension 
be run directly from the truck to the light¬ 
ing head. This also keeps the input cable 
to the ballast shorter, since these (120V 
systems) represent the high current 
(large cable size) requirement. 

This approach means that only the 
lighting head (the lightest weight portion 
of the system) and lightweight cables 
need be adjacent to the photographic 
site. The adjustment and movement of 
these units is obviously simplified and 

made easier where the large ballast need 
not be moved around with the lights. With 
properly sized cable, runs of 500 to 1000 
feet are completely practical. 

Further, there is typically some noise 
associated with the ballast. Although 
some of the manufacturers have 
achieved extremely quiet operation of the 
standard units, there is a tendency for 
some buzzing or rattling, particularly in 
the larger size units. As the ballasts age, 
more noise can be expected. This is 
nearly impossible to overcome, based on 
the type of operation imposed on the 
electromagnetics of these systems. This 
represents a further advantage to not tak¬ 
ing the ballast with the light. 

CONCLUSION 

The Lyxdyne approach will permit the 
full realization of the potential for HMI in 
professional cinematography. This, with¬ 
out concern for the time-related parame¬ 
ters, or their inter-relationship, forthe ex¬ 
pected normal range of operation. This 
LO-MOD ballast can allow HMI to be 
brought into full use without fear of flicker 
for cinematographers using the full range 
of professional equipment normal for the 
practice of their art in any available AC 
source, fixed or mobile. 

The Luxdyne LO-MOD Ballast Sys¬ 
tems are made by: Luxdyne Corporation; 
6650 Lexington Ave., Hollywood, CA 
90038; Tel. 213/462-7750. ■ 

TABLE I 
Current Requirements for HMI 

HMI Lamp Ballast Input Lamp Current Lamp Operating 

(watts) Current at 120 (Ballast to Volts 

Volts Head) 

200 3.0 3.1 80 

575 6.0 7.0 95 

1200 12.0 13.8 100 

2500 35.0 25.8 115 

4000 45.0 24.0 200 
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Oldelft makes 
the best even better. 

FLICKER FREE VIEWING. 
Oldelft introduces the OPTICAL CROWN and excellent shadow detail even while 
system to its CINEMONTA flatbeds. The viewing in normal room light. No flicker! 
revolutionary Optical Crown provides a There’s nothing like it. 
distortion free image with no light fall-off 

s- es a 

Cinemonta 

Manufactured by 

Oldelft 
(nv Optische Industrie De Oude Delft) 
Van Miereveltlaan 9, 2600 MD Delft 
Holland tel. (015) 124044/182923 
telex 32384 

COMPUTERIZED COUNTER. 
Oldelft is first to introduce a Computer counter 
for editing tables. Touch a button and the bright 
LED readout instantly displays film length or 
running time. S8, 16 or 35mm at 24 or 25 fps 
in feet and frames, metres and decimetres. 
Multiduty! 

The CINEMONTA Editing Console. 
The superior Film Editing Table that does the 
work. All the work for which it was intended. 
So you can be as creative as you intended.. 
CINEMONTA is the most technically advanced 
console in the world. Efficiently designed. 
Reliable. Even imaginative. See for yourself. 

Imported and distributed by 

KIM Associates, Inc. 
11810 Charen Lane 
Potomac, Maryland 20854, USA 
(301) 299-7259 telex 64249 
(213) 931-6151 West Coast 
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We trim the fat off your watts. 
It’s easy to make lightweight lights. 
The trick is to make them strong as 
well as light. Lowel uses a great deal 
of high-strength aircraft aluminum. 
It’s not only y3 the weight of common 
steel, but stronger and more resilient. 
That’s one reason our equipment is 
so remarkably rugged yet light... with 
an exceptional watt-to-weight ratio. 
Besides being lighter lights, they’re 
also brighter lights.This is because of 
unique reflectors. Years of research 

and testing have resulted in designs 
like our double parabolic and patented 
gull-wing configurations. Reflectors 
with special embossed surfaces for 
optimum intensities and smooth beam 

patterns. You’ll be glad we make high 
performance, durable, lightweight 
systems—all the way to the location 
and back. 
Forequipmentand kits see an author¬ 
ized Lowel dealer. For brochures con¬ 
tact us. Lowel-Light Manufacturing 
Inc.421 West54thSt., N.Y, N.Y 10019 
(212) 245-6744. Telex: 666597UW. West 
Coast: 3407 West Olive 
Ave., Burbank, Ca. 
91505 (213)846-7740 
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OUT-OF-THIS-WORLD 
PRODUCTION DESIGN 
Continued from Page 777 

intergalactic space flight that are un¬ 
avoidable, and it’s hard, in fact, to avoid 
some of the idioms which one is almost 
forced into by the very subject matter— 
but we made a very honest effort to avoid 
this. 

I have great admiration for all of the 
productions I have mentioned. Some¬ 
thing like STAR WARS, which is a very 
beautiful and complex piece of design, 
was, we felt, more cosmetic than we 
wanted. We were trying to approach our 
subject in a much more workaday way. 
Something like “2001”, even after a dec¬ 
ade, stands sort of head and shoulders 
above everything else. That, again, was a 
very austere, very cold piece of design, 
and although we have some elements of 
that in ALIEN, we again tried to avoid 
direct similarities. CLOSE ENCOUN¬ 
TERS was, of course, not directly in¬ 
volved with space flight, although it had 
some wonderfully strange vehicles flash¬ 
ing through the sky—but I think we 
avoided any direct comparison with 
those. SILENT RUNNING was a very 
admirable piece and there are qualities 
about it that are very, very interesting, but 
it was all done aboard an aircraft carrier 
with the sets built into it—which is a very 
clever idea. 

Despite all of our efforts to avoid copy¬ 
ing, I’m sure that inevitably the accu¬ 
sation will be made, because on any 
such ship there will be certain essential 
pieces of equipment—navigational aids, 
communications systems, controls for 
whatever the power sources are. We ac¬ 
cepted the fact that there were these 
requirements and we tried to build a con¬ 

cept for each of them which would look 
realistic to us. 

The bridge, which in the film appeared 
to be perhaps one of the less compli¬ 
cated parts of the set, was in reality a 
very rich and elaborate piece, although it 
was a little difficult to see the geography 
of it. The auto dock was also very rich and 
elaborate. The lower maintenance area 
was very complicated. I mean, they were 
all quite complicated pieces. I think we 
had to use our collective imaginations to 
try to inject some sort of reality into them. 

We didn’t simply rely on our imagi¬ 
nations, however. We were able to get 
some rather interesting research material 
from NASA, from the Aeronautical 
Museum in Washington, which had 
rather detailed pictures of Space Lab and 
assorted things. We also tried to find as 
much as possible in the way of pictures 
and photographs of earlier space vehi¬ 
cles, but none of them were particularly 
large. We had to kind of take elements of 
them and really expand them. We had 
various people working with us who had 
technical or engineering aptitudes and 
they would suggest various possibilities. 
We had some very nice, very clever peo¬ 
ple, all with separate ideas and we 
tended to pool our ideas into making 
them work towards the concept. 

As I’ve said, our sets were four- 
wallers, but in every instance I made sure 
that a set was constructed in such a way 
that we were able to take out at any time 
quite large sections of walls, ceilings, 
whatever—although we tried to avoid 
doing this. Nevertheless, I know that in¬ 
evitably a situation arises where one 
does want to get the camera into a posi¬ 
tion that is impossible without moving 
something, so we designed various quite 
elaborate and complicated ways of float¬ 

ALIEN Production Designer Michael 
Seymour had worked with director Ridley 
Scott on many commercials, considers 
him “the most impressive director I’ve ever 
been involved with.” 

ing sections away, and whenever it was 
required, we managed to do it quite suc¬ 
cessfully. 

When it got to the design of the alien 
creature itself, we had working with us a 
very nice, very interesting, very clever 
Swiss artist named Giger. Because we 
liked his drawings and paintings very 
much, we had him involved in the whole 
concept of the alien creature. We wanted 
him to design an alien creature for us, 
which he did very successfully, and we 

The “A Level” set of the spaceship Nostromo under construction. Mazelike in design, it featured many corridors branching off to various 
areas and was completely four-walled. However, recognizing the potential lighting and camera movement problems of the cinema¬ 
tographer, Seymour, in every instance, made sure that sets were constructed in such a way that they were able to remove at any time quite 
large sections of walls and/or ceilings. This included elaborate ways of “floating” sections away. 



An early rough production sketch for the sequence in which the astronauts, venturing 
forth onto the surface of the alien planet, come upon the fossilized skelton of the strange 
creature manning what appears to be a gun. The final design was much refined over this 
early concept. 

used him to evolve a background for it, 
which included the derelict spacecraft. 
This sort of came out of a discussion 
involving all of us, because we were try¬ 
ing to conceive something which was as 
remote as possible from what human be¬ 
ings would create. We were trying to in¬ 
vent a set of alien creatures and trying to 
imagine what they might have used to 
project themselves through space—the 
huge alien spacecraft. We made all sorts 
of models of it, some of which were spe¬ 
cial effects models. In some sequences 
we did matte shots over short sections of 
the set, on others we actually used 
models and matted further extensions 
onto them. 

The development of the alien creature 
was a very involved sort of operation. We 
decided very early on that it would actu¬ 
ally go through three phases. The first 
stage, when it initially appears and leaps 
from that sort of egg shape and plants 
itself onto the face of the human, is a 
curious, grasping, crablike sort of hand 
creature. We called that first stage the 
“Face Hugger”. 

After that first stage has died and left 
us, we can assume that it has laid its egg 
inside the human character’s chest. So 
the next stage, which is the creature that 
gives birth to itself by bursting through 
the wall of John Hurt’s chest, we referred 
to in our own private language as the 

“Chest-Burster”. 
When you actually see them on film, 

the first two stages are quite clear. The 
third stage (which we called the “Little 
Rascal”) is probably not quite so clear, 
because right up until the very last se¬ 
quence in the film, we only allow the 
audience to see very small parts of 

it—the head and a sort of crouching ver¬ 
sion of the character. We never really see 
it full-length until the last few minutes of 
the film. So we did aim at three progres¬ 
sions, but that was really a sort of gram¬ 
mar for us to work to. 

When we created the final creature, we 
Continued on Page 823 
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PHOTOGRAPHING “ALIEN” 
Continued from Page 770 

decided the actual shape of the ship, 
where the light would be hitting it and 
how the matte artist would build onto it, 
was easy to light because of the nature of 
the surface. We also kept everything wet¬ 
ted down all the time and the 3/4 back to 
back-light that I was using was abso¬ 
lutely emphasized by the water. 

When I first saw the giant derelict vehi¬ 
cle set on the storyboard it frightened the 
life out of me, but once you switch that 
first light on, you find that it’s the same as 
any other set—only bigger. While reading 
the script and seeing the artwork for 
those giant sets on the planet initially 

worried me, the real difficulties were en¬ 
countered in the tight, small setups 
where people moved around a great 
deal—especially since you were cover¬ 
ing them with two cameras and had tele¬ 
vision monitors in the scene to worry 
about. 

I think that in one or two instances I 
could have put in a bit more fill than I did, 
but when I saw Gordon Willis’ IN¬ 
TERIORS it made me feel a lot happierto 
know that there was someone else who 
was coming down to that kind of key. 

During the sequence where the 
spaceship is blowing up, most of the light 
was coming from spinner lights, which 
are like the panic lights that you put on 
top of your car at night if it is broken 

Vanlint (behind camera) prepares to shoot a scene among the deadly eggs in the hold of the 
derelict spaceship. (BELOW) Scenes on the alien planet filled the vast H Stage at Shepper- 
ton studios. Skirted general illumination lights are shown in this photograph, but actual 
lighting for the sequence employed a blend of searchlights and a special unit called the 
“Wendy Light”, a series of quartz lights made up in panels—81 bulbs per panel. It had to be 
hoisted into position on chains. 

A wind machine and other special effects 
paraphernalia top a tall parallel on alien 
plant set. Despite huge sets, ALIEN is an 
intimate story of menace to a small group 
of people. 

down. In fact, they gave me more illumi¬ 
nation than the approximately 15 lOKs on 
trip switches that I had pushing through 
the side of the grill. They never had a 
chance to come up to maximum because 
the grills cut out 60% or 70% of the light, 
and we were also beaming them through 
tracing paper to sort of hide the fact that 
we were using, in fact, packing case grills 
put together. 

For that blowing up sequence I was 
also using what we call “scissor arcs”, 
which are open arcs with two carbons 
coming together and being pulled apart 
manually, without any mechanism at all. 
They are the lights we use for lightning 
effects. They produce just a series of 
flashes, but make a hell of a noise. Dur¬ 
ing that sequence I noticed that Ridley 
used the sound of the scissors arc for one 
of the explosions. 

Photographically, the final look of 
ALIEN, especially in terms of light direc¬ 
tion, bears no relationship to my kind of 
advertising show reel, where I use a great 
deal of diffusion and really go pretty 
heavily into putting tracing paper and 
plexiglas in front of my lights. As far as 
possible, when everything was alright 
aboard the spaceship, I tried to make the 
lighting look as though it was coming 
from natural sources. But when the ship 
was ready to blow up, the low level and 
extreme movements made it necessary 
for me to use more hard light than I nor¬ 
mally use. But this was the effect that was 
required for the mood of the picture, and 
Continued on Page 812 
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THE FILMING OF “ALIEN” 
Continued from Page 773 

lights and an occasional Brute meant that 
you had three different types of light and 
Derek Vanlint was nearly driven mad try¬ 
ing to get the right combination of filters 
to balance everything correctly. It was 
murderous, because even going by the 
book didn’t quite work out. We went 
through two or three weeks of just having 
someone standing in the corridor, chang¬ 
ing the whole combination of lights and 
filters, but we could never quite get a 
satisfactory balance; it was always a little 
off. 

Also, my ideal notion that, by lighting 
the entire set, you could put an actor 
anywhere in it and, with a little bit of flag¬ 
ging, be ready to shoot just didn’t work. It 
started to look as though we were shoot¬ 
ing TV. Both Derek and I were unhappy 
that we just weren’t getting what we 
wanted visually, and also we were tend¬ 
ing to throw away a lot of the niceties of 
the set. So we just went back to normal 
shooting, which was basically: find your 
setup, have whatever bulb combinations 
you wanted for set purposes, but light 
the scene with more conventional 
equipment. Frankly, I prefer that meth¬ 
od—and certainly for a project like this. It 
was better than trying to out-think our¬ 
selves simply to move along at great 
speed. 

To Derek and me—coming from where 
we have come from—the visual aspects 
of a film are terribly important. They’re 
not everything, but they’re a hell of a lot. A 
cameraman ought to be involved in the 
sets, but frequently he isn’t. He often just 
walks in, looks at the set and lights it. But 
Derek was drawn into everything, in¬ 
cluding colors, textures and that sort of 
thing. In the filming of commercials we’re 
used to incorporating everyone into the 
planning process, so that everybody will 
know what everybody else is doing and 
everybody will be working off everybody 
else for the visual aspect of whatever the 
subject is. That’s a honing process, and 
it’s as important to me as the actors and 
the script. 

There is an immense schedule pres¬ 
sure in the making of feature films, but 
the process of feature-making is, by its 
very nature, slow. The more you go for 
quality, I’m afraid, the slower it gets. 
There’s no point to shooting simply to 
stay on schedule. You’ve got to see it 
through the viewfinder, and if it’s not 
there you haven’t got it. That quite fre¬ 
quently can become a nightmare for the 
director as well as for the cinematog¬ 
rapher. 

Making a feature is marvelous, I think, 
but it’s a nightmare while you’re doing 

This photograph is not the usual director-with-camera pose, because Ridley Scott actually 
does function as camera operator as well as director on his films, literally directing from 
behind the lens. He is especially adept at hand-held cinematography. Much of ALIEN was a 
two-camera operation, with Scott operating one camera and Derek Vanlint the other. 

it—a sort of love-hate process. It was that 
way for me and for Derek, as well, on 
ALIEN. I think it’s very important to have 
the sort of relationship with a cameraman 
where you can go into the corner and say, 
“It’s not working today, is it?” You can 
then discuss it quite calmly and find out 
why it isn’t working, what you’re doing 
wrong. It is usually a very private thing 
between these two individuals only. It 
would be frustrating to have such discus¬ 
sions with actors sitting and waiting, but 
I’ve discovered that the best way for me to 
work is not to have the actors near the 
floor at all when I’m lighting. I’d rather just 
have them out of the way, in their dressing 
rooms reading or sleeping, because 
there’s nothing worse than having actors 
standing around and waiting. It drains 
them. You can see the adrenalin falling 
out of them while they are hanging about, 

so we are usually very careful about 
scheduling actors in. 

In the making of ALIEN we were, of 
course, confronted with something more 
than actors. Once you accept a script like 
that, the next question that comes up very 
fast is: What form is the creature going to 
take? In this case the problem was made 
four times as difficult, because the Alien 
changes in varying degrees on several 
occasions. Therefore, you were dealing, 
in this instance, with four different en¬ 
tities. One could argue for months about 
what shapes they were going to be. 

We went and saw visuals of what had 
been done before, where you get the old 
Blob crawling across the floor, or a dino¬ 
saur with claws and bumps and warts, 
and I said, “Oh, God—it can’t be that!” 
But the form that the Alien would take 
Continued on Page 842 
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cate video-centre, with numerous banks 
of circuits and electronic equipment, in¬ 
geniously made up from old aircraft, 
automobiles, radios and television sets. 

“We must have spent thousands of 
pounds on scrap from old jet aircraft en¬ 
gines particularly,” said Les Dilley, co-art 
director with Roger Christian. “And it’s 
paid off handsomely because it all looks 
so authentic.” Dilley and Christian, inci¬ 
dentally, both won Oscars for their work 
on STAR WARS—Dilley as co-art 
director and Christian as set decorator. 
ALIEN costume designer John Mollo 
also won an Oscar for his contribution to 
STAR WARS. 

Walking down a corridor from the 
bridge, one comes to the mess room 
where the crew eat and relax. There is a 
small kitchen area, with various foods in 
powder form neatly capsuled and easily 
identified by tiny models of food, e.g. a 
miniature banana, orange or apple. Un¬ 
breakable crockery is neatly arranged on 
shelves and there is a sink, too, since 
even astronauts have to wash up. 

A stroll down another padded and il¬ 
luminated corridor brings one to the in¬ 
firmary, equipped with drugs, an operat¬ 
ing table which glides out of sight into the 
wall and a full set of surgical instruments 
suspended overhead. 

In another section of A level is the re¬ 
markable “hyper-sleep” area where the 
crew can sleep for extended periods of 
time in flower-petal-like, perspex en¬ 
closed beds. An intersecting lobby 
houses two large, perspex fronted ward¬ 
robe cases, containing spare space suits 
for the crew, complete with helmets and 
other accoutrements. The Nostromo’s 
movements are guided by a remarkable 
computer which the astronauts call 
“Mother” because its official technolog¬ 
ical identification is “MU/TH/UR/ 
6000 . . .” 

Later sequences for ALIEN were 
filmed on the two lower levels of the Nos- 
tromo, built separately on other stages: B 
level, the general maintenance area, and 
C level, containing the vast engine rooms 
plus a seemingly endless network of 
complex machinery-filled corridors and 
the giant “claw room,” into which the 
huge landing claws of the starship retract 
when not in use. 

The basic plan of these complicated 
starship interior sets allows one to ac¬ 
tually walk from corridor to corridor, from 
bridge to mess, from mess to infirmary 
and so on, thus giving the actors and the 
audience the feeling of being inside a 
vast spacecraft, both huge and claus- f 
trophobic at the same time. Says produc¬ 
tion designer Michael Seymour, “We 
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wanted people to have the impression 
that it’s a real place, that it’s more sci¬ 
ence fact than science fiction, and also 
that the whole place is well used, lived in 
and slightly battered after years of ser¬ 
vice.” 

Working with director Scott, special ef¬ 
fects director Brian Johnson and super¬ 
visor Nick Allder were in charge of the 
highly complex and technical work that 
goes into the breathtaking sequences of 
starships hurtling through outer space 
amidst galaxies of stars and planets. 

The main model of the Nostromo 
measured eight feet in length, which rep¬ 
resents eight hundred feet in the story. In 
the film, the refinery that is being towed is 
one and one half miles across. “With our 
special techniques,” says Allder, “we’re 
able to camera-track right through space, 
stars, planets and so on, up to a closeup 
shot of the craft and actually show the 
astronauts moving about inside—and all 
in one continuous shot. 

“We also use the system of ‘rotascop- 
ing’ quite a lot, which involves taking a 
sequence frame by frame, making line- 
drawings, then hand-printed mattes, 
then shooting that in high-contrast, to 
actually create our matte and eventual 
effect. If all that sounds complicated, 
then it is. Except to the ‘sfx’ technicians 
who know exactly what they’re doing.”* 
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PHOTOGRAPHING “ALIEN” 
Continued from Page 806 
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it was vastly different from anything I had 
done before. I was quite pleased with the 
finished result. 

In the communications room of the 
spaceship, where Tom Skerritt talks to 
Mother, there were I forget how many 
thousands of little bulbs covering the 
walls, and the actual color tone was gov¬ 
erned by the bulbs we were using in 
there. They were well down in color tem¬ 
perature—somewhere around 2000°K. I 
came in through the ceiling with some¬ 
thing like a 1000-watt lamp diffused 
through tracing paper and with a half- 
MTA gelatine to keep it kind of yellow, so 
that it looked like the room was lit by the 
actual small bulbs. I put very little addi¬ 
tional light in there, but we did put the 
image from a 16mm projector onto the 
faces of Skerritt and Sigourney Weaver 
while they were in there, in order to simu¬ 
late the reflection from a television 
monitor. It was a piece of film with a few 
numbers on it and a lot of black and 
splashes of varnish. 

For the sequence showing the eggs in 
the hold of the derelict vehicle, we used a 
kind of general light and then put a laser 
across the top of the place and a lot of 
smoke into the set. Then we took the 
camera up and down through the laser 
beam. It was great fun, but I wish we’d 
had a bit more time to experiment. The 
sequence was shot right near the end of 
the schedule when time was short and 
we had people on our backs to get off the 
set so that they could revamp the eggs. 
One of the eggs had a top that opened for 
a hand model to come through with a few 
pounds of liver and a sheep’s stomach 
and things. The special effects people, 
and David Watkins in particular, seemed 
to absolutely thrive on that sort of thing. 

There was a separate egg that we 
played around quite a bit with, trying to 
get the shape inside it to move. We 
bought a hand puppet in rubber with 
claws and we put it on a platform so that I 
was able to get a light underneath it and 
behind it. It frightened the life out of me 
when I saw it in the rushes. 

When we did the chest explosion for 
the first time (the sequence at the begin¬ 
ning of the film that special effects did so 
well) we showed some pretty hairy 
things. It’s the first time I ever had to walk 
out of rushes and, funnily enough, it was 
the footage from the camera I was shoot¬ 
ing. It was just the welter of blood that got 
all over Veronica Cartwright when the 
creature came through the chest that I 
couldn’t take. I went out and was rather 
ill—and I was ribbed quite a bit about that 
for the rest of the picture. 
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I had a very short time before shooting 
started to do tests, but I did very little 
more than test equipment, because the 
sets were not finished until the day we 
actually started. The stuff that I had pre¬ 
rigged, unfortunately, had to be moved 
out because ceilings had to be dropped 
in and there were masses of carpenters 
and painters at work. 

Our first sequence, after the charac¬ 
ters had awakened and come out into the 
cabin of the spacecraft involved tucking 
500-watt and 1000-watt spotlights under 
seats and the poor devils who were act¬ 
ing had to climb over these lamps and, at 
times, must have got their knees very, 
very warm, but they were quite good 
about it. 

The Alien sequence in the escape craft 
I photographed with a CSI spot with a 
dimmer on the front. It was a direct spot¬ 
light to give a general strobe effect. Also, 
if I remember correctly, I was using about 
four of the ordinary strobe flashlights— 
all of them fixed to a kind of very, very 
small stomach dolly to give an out-of- 
sync, random strobe effect. So it was a 
mixture of half-frame exposures and full- 
frame exposures, but not at any particu¬ 
lar time interval. I thought it looked very, 
very good in the escape vehicle when the 
creature climbed out of the wall. It was a 
bit difficult for people to work in, because 
they ended up getting quite dizzy over a 
period of time. I remember that when we 
were setting up in the escape vehicle we 
had to switch them off, because they 
were the principal source and one be¬ 
came very, very dizzy with them. 

Photographing ALIEN was for me a 
unique and challenging experience, but 
also a stimulating one. The audiences 
seem to be responding to the film as we 
had hoped they would, and I’m quite 
pleased with the result. ■ 

The deadly eggs of ALIEN, one of which, 
triggered by eager special effects tech¬ 
nicians, unleashes a lethal horror to 
slaughter the astronauts. 
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A VISIT TO THE FILM INDUSTRY OF CHINA 
A delegation of American motion picture technicians travels to 

China to meet in friendly session with their Chinese counterparts 

By MILTON FORMAN so that they may compare technologies and learn from one another 

It all began with a telephone call from 
Washington, D.C. The message was: 
“The Ministry of Culture of the People’s 
Republic of China invites you to visit 
China as a guest of the Chinese govern¬ 
ment.” 

The group consisted of Sidney Solow, 
Chairman of the Executive Committee of 
Consolidated Film Industries, three offi¬ 
cials of the Society of Motion Picture and 
Television Engineers (headed by Robert 
Smith, President), and myself. Mr. Paul 

Yang of Paul Yang Associates, Pasa¬ 
dena, California, was the coordinator be¬ 
tween our group and the Chinese film 
executives. 

The first two weeks of our stay in China 
included touring three cities: Beijing 
(Peking), Hangchow and Shanghai. In 
addition to a certain amount of sight¬ 
seeing, the group was given complete 
tours through all of the film studios, tele¬ 
vision stations and film processing lab¬ 
oratories in Shanghai and Beijing. Then 

Milt Forman with his immediate hosts: (left to right) Mr. Ti Chih-Chieh, head of Film Bureau, 
Ministry of Culture, Peking; Mr. Ma Shou-Ching, Vice Director of the China Film Science 
and Technology Research Institute; Mr. Ho Chao Chang, Chief Engineer of the Film Bureau, 
Shanghai. (BELOW) Mr. Forman checking the characteristics of a 4KW HMI light made in 
Shanghai. 

the representatives of the SMPTE left 
China. Sid Solow and I were asked to 
return to Beijing for in-depth meetings 
with managers, technicians and en¬ 
gineers active in laboratories, stage and 
equipment design, film production and 
research. 

Meetings With Film-makers from All of 
China 

What Mr. Solow and I did not know was 
that the Chinese had brought to Beijing 
film-makers, engineers and laboratory 
people from all over China—about 400 in 
all—to participate in the discussions. 
The meetings were divided into two 
groups. Mr. Solow was to work with one 
group—personnel and managers in¬ 
volved in laboratory and associated prob¬ 
lems. I was to work with the other 
group—engineers and technicians in¬ 
volved in stage and equipment design, 
film producers, production planning 
people, cinematographers and repre¬ 
sentatives of the Beijing and Shanghai 
Film Bureaus. 

I do not know the details of what hap¬ 
pened in Mr. Solow’s meetings. He will 
undoubtedly report on this at some later 
time. I do know that he came back to the 
hotel each evening tired, but inspired by 
the vitality, curiosity and knowledge- 
ability of his audience. 

A Tough Schedule of Meetings 

My schedule ran as follows: I was 
picked up at 8:30 a.m. and taken to the 
Peking Film Studio. At 9:00 a.m. promptly 
I opened the discussion with comments 
on a mutually agreed-upon list of sub¬ 
jects. This usually took about two hours 
(which included the time for translation 
by extremely skilled and knowledgeable 
interpreters). Then a break for lunch. 
This was followed by four hours in the 
afternoon of questions and answers. The 
morning session involved more than 100 
men and women gathered in the same 
hall. The afternoon session involved 
about 40 people who met in a small room 
and participated in the questions, while a 
loudspeaker hook-up carried the discus¬ 

sion to the rest of the Chinese group in 
another room. 

All of the sessions were recorded with 
Nagra equipment. We later found out that 
the Deputy Minister of Culture, Mr. Seto, 
listened to the recordings privately and, 
from his comments at the final banquet, it 
was obvious that he was well acquainted 



(LEFT) Sound recording equipment at the Peking Studios, manufactured in China. (CENTER) Arriflex IIC camera being used in filming of 
regional historical drama in the Shanghai Studios. (RIGHT) Arriflex 35BL being used for filming the Peking Opera in Peking Film Studios. 
(BELOW LEFT) Sound mixing equipment manufactured in China. (CENTER) Completely motorized remotely-controlled light, designed and 
manufactured in Peking. The Peking and Shanghai research Departments have independently designed motorized lights. (RIGHT) 
1200-watt HMI-type light being demonstrated to Milt Forman by Mr. Van Chung-fang. 

Milt Forman making the opening remarks during the morning session of one of the series of 
meetings that extended over a period of eight days and covered every aspect of film- 
making. In all, about 400 film-makers, engineers and laboratory technicians from all over 
China were brought to Peking to participate in the discussions. 

(ABOVE LEFT) Two views of the Dye Transfer Film Processing Plant installed in Shanghai by Technicolor of England. (BELOW LEFT) 
Taking a lunch break at the Peking Film Studio. Mr. Wang Yang, Head of the Peking Studio (center); Mr. Ma Shou-Ching, Vice Director of Film 
Science and Technology Research Institute (left) and Milt Forman (right). (CENTER) Scenes from the Peking Opera, being filmed in the 
Peking Film Studios. (RIGHT) Scene from a folk drama, being filmed in Shanghai. 



with what had transpired. 
The film-makers who participated in 

the discussion came from newsreel, 
documentary, science and feature film 
studios, the China Film Technological 
Research Institute, the Central Film 
Bureaus of Shanghai and Beijing, the 
processing laboratories of Beijing and 
Shanghai, and the film studios of Sian, 
Chengtu, Canton, Inner Mongolia, 
Urumchi, Changsa, Nanning and 
Changsun. 

Desire to End Isolation 

The thirst for information indicated by 
the Chinese film-makers was insatiable. 
Among the things they wanted to know 
were: 

Details on how the American studios 
operate. 

The relationship between the major 
studios and the independent producers. 

The relationship between the inde¬ 
pendent producers and the distributing 
organizations. 

Details concerning budgeting and 
planning of films. 

How much attention is paid to pre- 
production, shooting and post¬ 
production? 

How are American film-makers 
trained? 

How do young film-makers get their 
chance to break into professional film- 
making? 

What is the relationship between the 
labs, studios and film producers? 

How are our stages designed? 
Who does technical research and how 

is it done? 
Does the United States government 

support the film industry? 
What is the role of the American Film 

Institute, and what roles do the university 
film schools play in training film-makers? 

What is the level of technology in spe¬ 
cial effects? 

You name it . . . and they wanted to 
know the details. Unfortunately, we had 
no prior notice that all this information 
would be desired. Flad we known, we 
could have brought along slides and con¬ 
siderable documentation. Flowever, 
when we had finished with the discus¬ 
sions, they expressed satisfaction that 
they had received a good overview of the 
state of the art of film-making and labora¬ 
tory processes in the United States. They 
felt that some of our experiences would 
help them make decisions concerning 
their plans for the future. 

Interest in Production Details of THE 
DOVE 

In 1974 I was Associate Producer for 
Gregory Peck in the production of a fea- 
Continued on Page 838 

Chinese television stages are similar in design to standard stages world-wide. This stage 
in Shanghai used battens to raise and lower lights which were made in China. (BELOW) A 
1200-watt experimental HMI-type lamp. Note that it is a bi-post. It is mounted in the firing 
circuit assembly and requires a small lightweight ballast. 

Telescopes (or monopoles) mounted from the upper grid of a film stage in China. The 
telescopes are made out of pressed fiber and are much lighter in weight than the type 
supplied in Europe. The lights have not yet been mounted on telescopes. 



(LEFT) Mr. Yang Chung-fang of the Research Group of Light Sources of the Shanghai Film Studio demonstrated the battery-operated 
dual-HMI-type light. Note the small size of the battery and ballast. (RIGHT) The music and singing for the Peking Opera were recorded on 
the optical track of sprocketed 35mm film then played back on stage during shooting. The performers were filmed as they played in 
synchronization to the music, in standard “playback” fashion. 

(LEFT) Experimental HMI-type lights. From left to right: 4000 watts (non-fresnel), 2500 watts and 1200 watts. Note the small size of the 
ballasts, which are relatively lightweight. All are operated on D.C. and are “flicker-free.” (RIGHT) Solid-state electronics dimmers used for 
the control of lights and dimming in the Shanghai Television Studios. 

(LEFT) A stage of the Peking Film Studio rigged for shooting. Mr. Forman felt that it looked very much like older-type Hollywood stages 
currently in use. (RIGHT) A motorized, remotely-controlled 5KW light. The four barndoors are individually controlled for single and double 
scrims, panning, tilting and precise focus. In addition, the lights can be remotely raised or lowered. They can be controlled for light output 
individually or in groups. 



EFFECTS FOR “AIRPORT 79’’ 
Continued from Page 781 

target plane towards the airborne Con¬ 
corde. This involved 16 scenes that 
demonstrated the evasive maneuvers uti¬ 
lized by the Concorde to avoid being hit, 
ending with the rescue by the two F-15 
fighters which blow up the missile in the 
nick of time. 

The fourth sequence dramatized the 
plight of the out-of-control Concorde 
caused by another attempt devised to 
bring the plane down. This leads to the 
scene which forces the emergency land¬ 
ing on the snow covered Alps. There were 
also 16 tie-in shots throughout the story 

and several fly-bys. 
Because of several other projects in 

the facility, the AIRPORT 79 starting 
date was March 5. Long before that date, 
the model shop was working hard on 
three Concorde models, three F-4B 
Phantom models, one F-15 model, one 
Mirage, and one drone missile. When the 
production schedule was submitted by 
our non-compromising production co¬ 
ordinator, Wini Hervey, it was determined 
that provided that the majority of models 
were finished by April 2, we could start 
shooting on that same day. We had a total 
of 58 stage shots, consisting of 74 stage 
elements. 

I chose three stages of the four—1, 2, 

and 4. With two stages always working 
full capacity, we could average one stage 
element from each stage per day. Each 
stage had to put out 28 elements in 43 
days. Our cut-off date was May 18, thus 
allowing rotoscope and optical 12 days to 
meet our May 31 deadline. 

The tests had to start at the beginning 
of March and all the conclusions drawn 
by the time production started. We had 
major problems to contend with, many of 
them unknown to all of us and they had to 
be solved. Testing is like starting a jour¬ 
ney in the dark and hoping you are on the 
right pass by the morning. 

The first major obstacle we had to 
overcome was the blue spill onto the pure 

(LEFT) Chief Modelmaker Pete Gerard uses lacquer tough-up gun to spray special yellow primer onto the Concorde. (CENTER) Gerard 
uses high-strength filler to bring about subtle changes and repairs on the surface of the Concorde. (RIGHT) Detail wizard Ken Larson 
with a nearly completed Phantom model. (BELOW LEFT) The crisp scribe lines had to be constantly maintained throughout the 
finishing stages of each model. Here Mike Joyce attends to a tiny detail. (CENTER) Every detail was carefully scaled from original 
photographs and drawings. Pete Gerard outlines a landing gear cover flap. (RIGHT) Modelmaker John Curtis installs miniature pilot 
figure in F-4 Phantom model. 

(LEFT) Modelmaker Mike Joyce uses one of many specially made carbide scribing tools to outline a detail on the side of the Concorde 
model. (CENTER) Abe Milrad and Assistant Editor David Hill confer on the syncing of multiple elements to be combined for a compo¬ 
site shot. (RIGHT) Most of the graphite/epoxy aircraft miniature for THE CONCORDE-AIRPORT 79 weighed less than 18 pounds, 
including their hollow steel armatures. 
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(LEFT) Ethylene dichloride is being injected into a seam to bond thin layers of polystyrene to the inside of the cockpit. Most of these 
aircraft models included meticulous detail, even to the pilot’s switches and instruments. (CENTER) The special filming rig mounted 
from the ceiling on Stage Four of Universal Studios Special Effects Facility. (RIGHT) The rig, seen in the mirror on the left hand side of 
this photograph, with its electronic drivers being tested by Assistant Cameraman Chuck Schumann. 

(LEFT) Modelmaker Sean Casey removes cast epoxy Concorde model from rubber glove mold, which reproduces much of the fine 
detail, as well as the exact form, of the original. (CENTER) Color wedges being finalized by Milrad. (RIGHT) Finishing touches are 
applied to sketch of Phantom jet, which will serve as guideline for detail work. (BELOW RIGHT) The final product of all the blood, 
sweat, tears and energy expended: portion of a blown-up frame showing the graceful Concorde speeding through the clouds (with 
nary a trace of yellow or wires). 

white Concorde SST model plane. We 
were limited in the distance between the 
blue screen and the model and, even at 
the greatest distance, had an un¬ 
acceptable blue spill which created a 
problem for the optical composite. 

After endless testing with various color 
combinations, we finally started to get 
some results. We came to the conclusion 
that the Concorde model had to be yel¬ 
low. After color correction using various 
filters, the optical department got great 
results, a pure white Concorde—exactly 
the way the real SST plane looked. A 
major breakthrough! 

At the following production meeting 
when the test results were presented to 
the heads of the model shop, the murmur 
was “a yellow Concorde?” It was hard for 
them to accept the unreal color of this 
beautiful model plane which Mike Joyce 
had labored on for many days and nights 
from its impeccable molding by Sean 
Casey to the most minute scribing de¬ 
tails. But after seeing the optical results 
they had to agree—a yellow Concorde. 

At every stage of testing, we had 
heroes who came up with the right ap- 



proach and one-by-one problems were 
solved. One case was the clear canopy of 
the planes. This problem was resolved by 
the combined efforts of Bob Bailey and 
Tim McHugh. How to shoot the clear 
canopy plane against a blue screen was 
a problem that caused many of us hours 
of sleepless nights. After two weeks of 
testing various surfaces, we found out 
that we were on the right track. Several 
days later, the problems were narrowed 
down and the perfect technique was 

through the various departments—, 
especially through the model shop, 
where my walk-throughs were received 
more like a mother-in-law’s visit. It was 
brought to my attention one day by Peter 
Anderson, the indefatigable production 
manager of the facility, that I made the 
model makers nervous by looking over 
their shoulders. I then took a vow that 
until the effects were done, the model 
shop was off-limits to me. 

I didn’t know how hard it would be not 

to go into the star’s dressing room—in 
this case, the domain of the airplane 
models in the shop—and had to depend 
entirely on secondhand reports. I never 
got used to it, but the models were finally 
finished. 

By the time the first model was fin¬ 
ished, which was the drone missile, we 
had all of its fourteen scenes pro¬ 
grammed on tape and the next day we 
started our first production shot, five days 
before the scheduled start of April 2. 

To choose the right testing approach is 
vital if you are under the time gun—and I 
haven’t been on a production that djdn’t 
have one. On this production it was more 
like a cannon. I realized the size of it 
when walking out from dailies, I ran into 
Executive Producer Jennings Lang. With 
a glorious smile and his authoritative 
voice he said, “Abe, you know I booked 
eight hundred theaters for the August 3rd 
release. Do you think you are going to be 
ready?” Not having the right words on the 
tip of my tongue, I resorted to a smile and 
a nod. I didn’t have to wait a long time to 
find out that my answer wasn’t too con¬ 
vincing and it was made clear to me by 
The Black Tower that the date was firm 
for the premiere. 

The major sequence was the chase 
between the Phantom and the helpless 
Concorde. The director, David Lowell 
Rich, called it the heart of the picture. 
Visually it had to be very realistic in order 
for it to be believable. We all knew it. 
During the pre-production, I had 
screened some forty pictures that had 
flying sequences in them—from WINGS 
which was made in 1926 to THE HUNT¬ 
ERS made in 1958 to AIRPORT 77. I 

(ABOVE) Bob Bailey and Keith White review the final angles to be applied to a Phantom F-4 shot. (BELOW RIGHT) A modified model 
mover called “Bennetron”, which was designed and built by Richard Bennet to support the 20-pound Concorde model, is shown being 
tested by Tim McHugh before the final model will be mounted. Bud Elam was the electronics wizard responsible for all four-stage 
motion control equipment, which drove and repeated the moves of the camera, as well as the model. 

achieved. 
Over and over at meetings I kept insist¬ 

ing that the deadline was nearing and the 
models had to be finished soon. Un¬ 
foreseen problems started to make their 
completion date questionable. The thing 
I feared most was having three stages 
with full crews and no models to shoot. 

At a crucial meeting with Peter Gerard, 
head of the model shop, and David 
Jones, head of design, the fear turned to 
reality. No way would the models be 
ready. In order to save time, I then made 
what was proven to be a most important 
decision. We would pull foam ships that 
would have the same armature as the 
“real” models and do all the programming 
moves with the mockups while the 
models were being completed. 

Since my nervous tension was a “bit” 
above normal, I would walk around 



A worried moment for Abe Milrad, con¬ 
cerned over the Concorde model sus¬ 
pended in mid-air. After the Concorde fell, 
requiring five hours of repair work in the 
model shop, a net was securely stretched 
underneath the model for protection 
against any further mishaps. 

taped the best of each sequence and 
carefully studied the real flying behavior 
of the airplanes. We knew that the back¬ 
ground for the models would be ex¬ 
tremely important to each scene and 
realized that they would have to be 
“choreographed”. Wes Thompson, who 
was in charge of the special aerial back¬ 
ground photography, proved to be a life 
saver with his immediate understanding 
of our needs. He went up endless times 
with the motion control storyboard in one 
hand and his camera in the other. He got 
to be known as “the cloud chaser”. Each 
day we would screen the dailies while he 
complained about his knees and all the 
“G” forces he went through for each shot. 
Although I was very sympathetic to his 
complaints, we both knew that if it was 
not good he would have to go up again. I 
have to say he was the first one to point 
out that better shots could be achieved 
and he finally got all we needed. 

It was important for me to have the 
backgrounds for each scene before the 
shooting would start in order to be able to 
light the model according to its proper 
final background. To achieve the proper 
lighting, which would not only give uni¬ 
formity through all the shots but would 
also give a dramatic look to the plane as 
well, wasn’t easy. Each model had its 
own color combination demanding its 
own special lighting. From the pitchblack 
drone missile to the yellow Concorde, we 
went through a lot of lighting tests. 

Alex Funke makes a final check of the running lights before shooting a scene. (BELOW) 
A multiple-exposure photograph, specially shot to illustrate this American Cinematog¬ 
rapher article, traces the path of the Concorde as it spirals downward in the spectacular 
“falling leaf” sequence, perhaps the single most complex model maneuver in the pic¬ 
ture. 

A huge overhang scaffolding was con¬ 
structed and a special chicken coup was 
designed to recreate an even sunlight ef¬ 
fect across the entire travelling distance 
of the model plane. We had to be very 
careful to match the key light on the 
model to the key light of its background. 

The last scene of the chase, which was 
poetically titled “the falling leaf” by the 
director, needed not only special atten¬ 
tion, but special dedication and produc¬ 
tion testing of its own. One of the se¬ 
quences I taped was a World War I plane 

plunging through the air from the movie 
LAFAYETTE ESCADRILLE, which 
proved to be great study material for me. 
The actual look of this maneuver is a 
combination of several 360-degree ec¬ 
centric rotations of the plane, sometimes 
around a nodal point of its nose and, at 
other times, around the nodal point of the 
tail. What it really is is a dog-leg move 
that changes its pivot point from the tail to 
the nose and vice-versa. To top all this, it 
has to move across the screen, so as not 
Continued on Page 837 
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One of the strangest and most sinister sets in the film is this area inside the derelict spacecraft which appears to be some sort of spawning 
ground studded with evil-looking eggs. Here imaginative design and skillful lighting combine to produce an effect of nameless, impending 
horror, which becomes all too real when one of the astronauts leans close to examine one of the eggs. For sheer originality and dramatic 
impact the effect is hard to beat. 

(ABOVE LEFT and CENTER) The “C Level” (third deck) of the Nostromo, a vast maintenance area, contained a sort of garage full of space 
vehicles of various kinds. (RIGHT) An area of the operational bridge. (BELOW) A bird’s eye view of the full-size section of the derelict 
spacecraft, with its grim inhabitant. The budget of ALIEN was in the neighborhood of $9,000,000, and it is a credit to the producer that 
much of that shows up in terms of production value visible on the screen. 



“ALIEN” PRODUCTION DESIGN 
Continued from Page 805 

actually built this incredible suit—com¬ 
plete with head and mask—around a 
very, very tall African gentleman. He was 
over seven feet tall and we selected him 
because we knew he would have a fan¬ 
tastic stature. By the time we built up his 
feet and added the enormous head, he 
towered nearly eight feet high. 

The great problem with creating such 
monsters is that if you ever allow the 
audience to see them full-length and 
dwell on them for any more than eight 
frames, however technically marvelous 
they may be, they will inevitably give 
themselves away. In the end, the scary 
monster becomes a man in a rubber 
suit—and that’s the problem. So the trick 
is to try never to show the thing as a 
complete entity until the very last possi¬ 
ble minute. Then, if you do show it, you 
show it for as short a space of time as 
possible. It’s an inescapable fact that 
however much clever conception, design 
and technology go into such a creature, if 
you look at it too long, it will look like a 
human being wearing a suit. 

In the final sequence of ALIEN, which 
takes place aboard the escape shuttle, 
we introduced this patient seven-foot 
man wearing an extraordinary costume. 
We introduced him into a section of the 
set, found a space for him, and literally 
built the equipment around him, so that 
he became part of the texture of the wall. 
The girl enters the craft, unaware until the 
very last minute that he is there, and he 
emerges, almost as if he has grown into 
the equipment and is hibernating. 

One of the things that I have always felt 
was most important in this work I do- 
designing sets for films—was that there 
be a good relationship between the 
Director, the Lighting Cameraman and 
the Production Designer. That’s impera¬ 
tive, because no matter how well the sets 
are designed, built and finished, they are 
no good unless they are well photo¬ 
graphed. I think that Derek Vanlint, the 
Lighting Cameraman on ALIEN, would 
agree with me on this. We have had this 
discussion before and he kindly says, in 
turn, that it is no good for him unless he 
has something to photograph. A good 
exchange is absolutely vital. 

Like Derek, I have done a number of 
commercials for Ridley Scott. In fact, I 
worked for two years with his commercial 
production company in London as a sort 
of in-house Art Director, and we did a 
great many commercials together. The 
very first set I built for Ridley was at 
Shepperton Studios (where we shot 
ALIEN) and it was lit and photographed 
by Derek Vanlint. That was five or six 
years ago, so we have a longstanding 

Another area of “C Level” contained a compartment into which one of the spacecraft’s 
hydraulic landing legs can be seen folded. It is in this dripping, cavernous set that one of 
the astronauts meets a horrible fate at the not-very-tender mercies of the alien creature. 
The “geography” of the spacecraft is so well conceived that it is believable on screen as a 
multi-levelled vehicle. 

relationship, you might say. 
Working with Ridley is an enormously 

stimulating experience and he’s quite 
remarkable as a director, I think, because 
his direction encompasses every level of 
the film. His involvement and his interest 
and his incentive extend to everything 
from the sets, to the lighting, to the cos¬ 
tumes, to the props, to the special ef¬ 
fects, to every trick and trade. Everything 
bears his scrutiny. He insists on being 
involved and never dismisses any area to 
anyone. He never says, “Alright, that’s it. 
I’m not interested. That’s your job.” He 

wants to know about everything; he 
wants to see everything; he has ideas 
about everything. He’s a wonderfully 
stimulating person to work with, and I 
must confess that I’ve never worked with 
anyone before or since whose interest is 
so complete and total overthe whole film, 
music and everything. This I find abso¬ 
lutely fascinating, and the only other per¬ 
son I’ve heard of who is perhaps like that 
is Stanley Kubrick. But I’ve never worked 
with him. I can only talk about Ridley, and 
I find him quite the most impressive 
director I’ve ever been involved with. ■ 

(ABOVE and BELOW) Views of the spectacular operational bridge where, amidst a verita¬ 
ble technological wonderland, the seven crew members sit at their individual leather seats 
navigating the space tug. It is probably the most technologically detailed and authentic 
scientific movie set ever constructed. The astronauts are surrounded by forty various¬ 
sized television screens, plus a welter of complex electronic and mechanical equipment. 
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HOUSTON INTL FILM FEST SET FOR 
79 

The Festival of The Americas has se¬ 
lected Houston as its headquarters city 
for its 12th Annual International Film Fes¬ 
tival Competition, Festival President and 
Executive Director J. Hunter Todd has 
announced. Todd continued, “For our 
1979 Festival of The Americas we 
wanted to pick America’s most dynamic 
and fast-moving city. We visited and 
considered more than five metro areas 
and Houston won hands-down. I feel that 
Houston is America’s Renaissance city 
of the eighties, and we want to be part of 
that excitement.” Todd, Founder and 
Director of the prestigious 12-year-old 
event, has won more than 100 inter¬ 
national awards for creative excellence 
from other film festivals. His festival and 
filmmaking background is extensive. 

The Houston International Film Festi¬ 
val (The 12th Annual Festival of The 
Americas) is slated for early November 
of 1979. Todd cited a new, exciting struc¬ 
ture for the re-organized international 
film festival, which includes three main 
divisions: the main competitive section, 
the film market, and Photomax, a trade 
fair (including a major production equip¬ 
ment exhibit and a film-makers’ work¬ 
shop). The Houston International Film 
Festival will place special emphasis on 
the independent film-maker, including; 
feature, documentary, short, TV and 
experimental films. It will de-emphasize 
features of the major Hollywood studios 
(which really do not want or need festival 
involvement) and spotlight new inde¬ 
pendent and foreign feature films that 
deserve special attention. 

Todd stated, “We are going to put 
heavy emphasis on the creative film¬ 
makers who have faithfully supported 
our festivals for the past 12 years, the 
smaller independent producer of fea¬ 
tures, documentary, short and experi¬ 
mental films.” 

All the Festival of The Americas staff¬ 
ers have been with Todd Festivals for up 
to 12 years. They have also assisted in 
the production of the USA sections of 
festivals in Tehran, Cork, Krakow, Cairo, 
Tashkent, and Moscow. This continuing 
operations management excellence as¬ 
sures film-makers and distributors of the 
same superb service and attention. 

The Houston International Film Festi¬ 
val (a non-profit corp.) is sponsored and 
funded by the Houston Film Society, 
Cinema America, The Festival of The 
Americas, and the Houston private 
sector. The operations budget for the 
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1979 event is between 350 and 450 thou¬ 
sand dollars. Members of the Board of 
Advisors include Samuel Bronston, who 
was instrumental in bringing the festival 
to Houston, and J. D. Feigelson, a top 
international award-winning local film¬ 
maker. 

During the November event, The 
Houston Festival will present more than 
fifty new feature films from countries 
around the world, plus special programs 
of award-winning shorts, documentaries, 
experimental films, and TV productions. 
All screenings and other festival events 
are open to film-makers and the public. 
The PhotoMax film production workshop 
will present industry leaders in the fields 
of editing, TV, lighting, cinematography, 
writing, financing, and distribution. Sev¬ 
eral theaters and a major hotel complex 
in Houston will be used as Festival 
Headquarters. 

For information on The Houston Inter¬ 
national Film Festival, The Film Market, 
The Photomax Trade Fair, and Produc¬ 
tion Workshops, plus the complete festi¬ 
val membership and entry kit, send your 
name and address to: J. Hunter Todd, 
President/CEO; Houston Int’l Film Festi¬ 
val; 12th Festival of The Americas; Post 
Office Box 27574; Houston, Texas 
77027. ■ 

CAR TRACKING SHOTS 
Continued from Page 789 
we wanted to avoid the limitations inher¬ 
ent in a film composed entirely of static 
shots. Gary wanted a fluid, moving cam¬ 
era that could complement aspects of the 
characters’ entrapment. As part of a hyp¬ 
notic dialogue sequence Gary wanted to 
start on a frontal shot of one of the 
characters, with the camera then tracking 
back (between the bucket seats) into the 
back seat where it would be shooting out 
the rear window at a dark freeway land¬ 

scape. No static shot could so strongly 
express the characters’ hopelessness as 
this, where the camera pulls back and 
abandons them to their senseless jour¬ 
ney. To accomplish this, some sort of 
tracking system had to be installed in the 
car, preferably one versatile enough to 
allow for a variety of moving shots. 

The basic track consisted of a plywood 
platform three-quarters by six by sixty 
inches. The backrest part of the back 
seat was easily removed, allowing us to 
attach one end of the platform to the ex¬ 
posed metal frame with a bracket and 
bolt. The platform then extended up be¬ 
tween the bucket seats, ending about 
eighteen inches shy of the dashboard, 
and at a height of about six inches above 
the transmission hump. 

A curious but invaluable design feature 
of the Starfire was a “glove box” located 
in the transmission hump, in line with the 
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backs of the front seats. The hinged door 
of this recess was removed, and a box of 
pine was built to fit snugly in this space, 
projecting six inches out of it to provide a 
column-like support for the front end of 
the plywood platform. The platform was 
screwed to the pine box to give the as¬ 
sembly strength. Two, three-quarter- 
inch-diameter, pieces of pipe running 
parallel to each other (and parallel to the 
platform) three inches apart and three 
inches above the platform were fixed at 
each end of the track with wooden sup¬ 
ports. A cube shaped block six inches on 
each edge made our improvised tripod 
head. Two, three-quarter-inch holes 
were drilled through the block, three 
inches apart, to accommodate the two 
pieces of pipe, while letting one face of 
the block touch the platform. The block 
was then free to move up and down the 
length of the track. 

Another hole was drilled through the 
block, from the face touching the platform 
to its opposite side. A bolt running 
through this hole served as the camera 
mounting screw. It was countersunk on 
the bottom so as not to touch the plat¬ 
form, while at the top end a set of lock 
nuts were adjusted to allow the bolt to 
turn freely, these lock nuts were counter¬ 
sunk so that a thin metal washer placed 
on top of the nuts was just level with the 
top face of the block. When we screwed 
an Eclair mounting shoe onto this bolt, 
the base of the shoe just came into con¬ 
tact with the top of the block. The camera, 
when resting in this shoe, pivoted about 
the axis of the bolt; the relatively broad 
base of the shoe mount touching the sur¬ 
face of the block (lightly enough, though, 
to allow panning) added greatly to the 
stability of the tracking system. 

The height of the track, and therefore 
the camera, was varied by placing wood 
shims under the bottom of the pine box 
(in the glove box), with a corresponding 
anchoring correction in the rear. This was 
necessary, due to the difference in sitting 
height between the two characters. Hav¬ 
ing them “cheat”, with one slouching and 
the other sitting erect, made large 
changes unnecessary, but slight adjust¬ 
ments were required to eliminate the 
problem completely. One must be aware 
that the block we used allowed the cam¬ 
era to pan, but not to tilt. Therefore, 
shimming in the front, rear, or both, was 
the singular means by which we obtained 
our desired vertical framing, other than 
by changing lenses. 

A larger and sturdier head (such as the 
usual friction or fluid head) was impossi¬ 
ble, even with the track as close to the car 
floor as it would go. Any substantial head 
would have raised the camera so high 
that all tracking shots of the actors would 
have assumed a displeasing, high-angle 
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perspective. 
We did build a second block for the 

track with a conventional still camera 
tripod head mounted on it, but the as¬ 
sembly was so precarious that the cam¬ 
era operator had to carry nearly the full 
weight of the camera, which had a ten¬ 
dency to pitch and rock on the small sup¬ 
port, especially when the car was mov¬ 
ing. This block with the still camera head 
was used successfully on one shot where 
the car was traveling very slowly on a 
smooth black top. The camera is aimed 
out the rear side window, moving up the 
track into a profile of the driver as the car 
comes to a stop. A drive-in attendant, 
lured by the promise of a tip, brings the 
refreshments; while he passes a bucket 
of popcorn through the partially open 
window the contents spill into the driver’s 
lap, the camera tilting to follow this ac¬ 
tion. 

A problem that hindered our ability to 
do smooth tracking shots was the friction 
between the block and the platform due 
to the weight of the camera. An Eclair 
with 400-foot magazine is fairly heavy, 
and difficult to move smoothly in a car 
traveling on ordinary roads. We tried 
spraying the contacting surfaces with 
silicone, but while the initial results were 
excellent, they wore off rapidly. Continu¬ 
ing with this would have been too im¬ 
practical, since the pipes had to be dis¬ 
connected so the block could be taken off 
and sprayed. Next we tried strips of Tef¬ 
lon attached to the bottom of the block, 
running on Teflon tape laid down the 
length of the track. However, the Teflon 
tape was so thin that it was torn after 
several passes of the camera block. Fi¬ 
nally we tried drawing a block of paraffin 
across both surfaces. The results were 
excellent. This treatment lasted consid¬ 
erably longer than either of the previous 
methods. It was quick and inexpensive, 
and after several applications the buildup 
was easily removed with a cabinet 
scraper. 

One difficulty we had not anticipated 
was the impossibility, on most tracking 
shots, of looking through the viewfinder 
for the entire shot. The camera operator 
is, for all practical purposes, confined to 
one position during any single shot. 
While tracking, the camera would often 
pivot beyond the point where it was pos¬ 
sible to crane one’s neck or fit one’s 
head. The versatility of the NPR 
eyepiece did us little good, since one lost 
sight at least during the time the eyepiece 
was being flipped over. Also, as one hand 
was pushing the camera along the plat¬ 
form while the other was executing the 
pan, there was no free hand to turn the 
eyepiece. Since the simultaneous track¬ 
ing and panning was almost like dancing 

with the camera, another hand in the way 
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WHY THE MONEY-SAVING NEW 
CINEMATICS SIX-PLATE IS NOT 
REVOLUTIONARY 

We would like to be able to say 
the new Cinematics six-plate 
is revolutionary, but all we 

did was expand our modular 
four-plate machine and put it 

in a larger case. And even our four-plate 
wasn’t revolutionary when we introduced 

it two years ago. It simply does everything you expect a flatbed to do (very reliably as it’s 
turned out) for about half what you’d expect to pay. Well, maybe just a little bit 
revolutionary? 

Our detailed illustrated brochure reveals how we 
do it. Please send for one. We’ll include complete 

Pricing- Box 16045 
Modular Super-8 and 16mm. About $3500 Baltimore, Maryland 21218 

to $5300. (301) 889-7900 

SOUND MAN 

THE LONDON INTERNATIONAL 
FILM SCHOOL 

New York, Hong Kong, Wellington, Toronto, Port of Spain, Tel Aviv, Teheran, Lagos, Melbourne-just 
a few of the studios world wide in which our graduate students are working. 

The intensive two year Diploma Course covers 16mm, 35mm, black and white, colour, feature 
production in the studio and documentary location production, together with specialist courses in 
Animation and Music for Film and Television. 

Students are thoroughly grounded in all the technical aspects of Film Making, benefiting from the 
experience of staff who have spent a total of over 200 years in the industry. The 178 students from 42 
different countries come privately or are sponsored by Governments, TV stations and Educational 
Institutions. 

LIFS 

For further information write to: 

The Administrator, The London International Film School, 

24 Shelton Street, London WC2H 9HP. 

was likely to upset the performance of the 
move. To solve this problem we marked 
positions on the track and block to indi¬ 
cate a predetermined framing. This ar¬ 
rangement was quite burdensome to the 
actors, who were granted little freedom of 
movement once a shot had been set up. 

At this point the track worked smoothly 
and reliably. We could do shots like the 
two described earlier, as well as more 
elaborate variations. One shot begins 
with the camera pointing out the rear 
passenger side window, moving up the 
track to a position slightly forward of a 
profile, then panning around to the driver, 
and finally panning back to the wind¬ 
shield, revealing the burned-out land¬ 
scape beyond. The track could also be 
removed from its primary position (run¬ 
ning the length of the car) and placed in 
the back seat, spanning the two rear seat 
armrests. This enabled us to make lateral 
camera moves to follow dialogue or ac¬ 
tion. 

The lens chosen for most of the shoot¬ 
ing was a 10mm Switar. When the camera 
was in a position on the track closest to 
the actors’ faces, the lens gave us head, 
shoulders, and a fair amount of back¬ 
ground (car), without giving us a dis- 
pleasingly altered perspective. Any 
longer focal length, even a 12.5mm, 
yielded too severe a closeup to be used 
frequently. From the back seat pointing 
forward, the 10mm covered both actors in 
a two shot, and for hand-held shots it was 
an ideal lens for exploring or following 
certain actions inside the car. 

In order to gain an even greater frontal 
perspective on the characters, we ex¬ 
tended the front of the plywood platform 
another foot, matching this change with a 
set of longer pipes. With the camera in its 
forwardmost position, framing a charac¬ 
ter in a three-quarter frontal, the back of 
the Eclair magazine came to rest right up 
against the windshield. This extra foot 
was an optional addition, as opposed to 
being an integral part of the track, to 
allow us one more general type of track¬ 
ing shot. 

There are shots where the camera 
either starts or ends in the back seat, 
pointing towards (and out) the front wind¬ 
shield. In the fully retracted position a 
10mm lens picks up the first eighteen 
inches of the tracking equipment in the 
bottom of the frame. That portion had to 
be concealed. Our solution, and the most 
elaborate addition we were to make to the 
equipment, was a rigid canopy that 
covered the front eighteen inches of track 
and slid forward towards the dash, 
pushed by the camera block as soon as 
the front end of the track was out of view 
in the bottom of the frame. This canopy 
was covered with blue vinyl and chrome 
tape to match the color scheme of the car, 
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and looks conceivably like an armrest for 
the front seat occupants. To complete our 
illusion, the tops of two paper cups were 
attached to the canopy. Chrome tape 
ridges circled these cups, concealing 
them except for the plastic lids and 
straws. The completed “drink holder” 
seemed the appropriate addition to a car 
designed for, and dedicated to, con¬ 
venience. When the camera moved up 
the track and contacted the canopy, the 
camera pushed the canopy forward into 
the space between the front end of the 
track and the dash. Rubber bands at¬ 
tached to the back of the canopy and to 
the edge of the track platform (about 
twenty-four inches from the front end) 

provided the means by which the canopy 
was drawn back into place when the 
camera retreated into the back seat. 
Aluminum channels attached to the 
edges of the track acted as guides, and 
helped keep the canopy in a stable 
configuration. The difference between 
the length of the disguise and the maxi¬ 
mum amount of track visible with the 
camera fully retracted was about one- 
quarter inch, yet not once is the canopy 
seen to move, or the exposed track visi¬ 
ble. 

The completed tracking system with 
this canopy disguise allowed shots, for 
example, that started as MCU profiles, 
with the camera simultaneously pivoting 
on the block (towards the windshield) and 
tracking into the backseat. 

An additional use of our tracking sys¬ 
tem was for special effects; namely, 
single frame pixillation. A Bolex was used 
because of its capacity for single frame 
exposure. The edge of the track was 
marked with calibrations, and the camera 
was moved in small increments between 
each single frame exposure. It was thus 
possible to calculate and execute 
smooth tracking shots of various time 
lengths (eight seconds, twelve seconds, 
etc.) that travelled the length of the car’s 
interior. These pixillated tracking shots 
produce an hallucinatory effect, combin¬ 
ing a smooth dreamlike motion inside the 
car with a flow of flashing, accelerated 
images outside. These single frame 
tracking shots were all executed in a mov¬ 
ing car on city streets at night, so the 
filming was unusually difficult. 

The tracking system designed for 
“AUTO-MATES” provided sensations 
impossible with a static camera setup. 
The interior of the car surrounds the mov¬ 
ing camera and gives the viewer the 
strong, though seemingly contradictory, 
impression of panoramic confinement, re¬ 
inforcing the image of the characters’ im¬ 
prisonment. ■ 

For Those Who Care 
Enough to Need the 
Very Best... 

UNDERWATER 
35mm Spherical and Anamorphic 
Totalvision-Cinemascope-Panavision 

ALAN GORNICK, JR. 
Director of Photography, IATSE 659 

4200 Camino Real 
Los Angeles, CA 90065 
(213) 223-8914 

FAR AHEAD...FLUID HEADS 
from MILLER 

THE ORIGINAL FLUID HEADS PREFERRED BY PROFESSIONALS 

Miller Fluid Heads, number 105 and 107 provide the versatility 
and mobility needed by the professional filmmaker. Not only do 
these Fluid Heads have full fluid action but also have the Slip Pan 
Unit that facilitates the filming of fast moving objects, racing, 
sporting and rally events. 
The No. 105 is especially suited CAT NO. 

for use with the Arriflex 16 (or 105 
35mm with adaptor plate), light¬ 
weight Auricon, Eclair, CP16 or 
similar cameras with magazine 
and motor incorporated drives. 
Also TV Cameras. 
Pans 360°, Tilts past 90°. Comes 
with tension control screws for Pan 
and Tilt units, and 360° azimuth ^ 
scale for Pan. Optional right 
or left handle position. 
Recommended maximum 
load: 30 Lbs. 
Weight: 9 Lbs. 4 Oz. Height: 61/2 Inches 

• The No. 107 incorporates all the 
features of the No. 105 with the 
addition of the Positive Heavy Duty 
Tilt Lock. This added feature 
permits the use of heavier cameras. 

• Recommended maximum 
load: 30-40 Lbs. 

• Weight: 9 Lbs. 4 Oz. 
Height: 61/2 Inches 

Miller Professional Equipment 
10816 Burbank Blvd. / No. Hollywood, CA 91601 
Phone (213) 766-9451 
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For ^mraafroraTHRIFTF AX Camera Stands 
Ask us about 

THRIFTFAX ‘SR.’ 
Top performance 

For all ANIMATION/TITLING/FILMSTRIP production and 
preparation equipment, for animation supplies of all sorts, get the 
facts, first, from FAX Company. A two-part descriptive price list 
covering "The Mechanics of Animation" and "The Art of Anima¬ 
tion" is yours free, on request. Tell us of special needs. 

FAX COMPANY 
374 S.Fair Oaks Ave., Pasadena, Calif. 91105 — 213/681 -3084 

r~ N 
Nine ways 
PALMER FILM SERVICES 
can work for you: (CONTINUED) 
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We’re Here to Help. Whether your need is for Labora¬ 
tory, Recording, Editing, Titles, Animation, or Video 
Transfers, your job will receive careful, personalized 
attention at Palmer Films. 

Advanced Color Developing: Our all-new color plant 
features the latest equipment and techniques for mo¬ 
tion picture processing. We develop ECO, EF, MS, 
ECN II, Internegative, CRI,7381 and Ektachrome7389 
and 90 with silver track. 

Quality: Palmer Films has been providing top quality 
picture and sound reproduction for motion pictures 
since 1936. And if your film needs a little help, we do 
post flashing, force developing, scene-to-scene color 
correction, and liquid gate printing. 

to get the whole story, call: 
(TO BE CONTINUED) 

W. A. PALMER FILMS, INC. 
611 HOWARD STREET • SAN FRANCISCO, CA 94105 • PHONE (415) 986-5961 

^ San Francisco’s complete 16 mm film service 

FORMULA FOR CREATING 
TOP TV COMMERCIALS 
Continued from Page 785 

QUESTION: Do you have the lab 
manipulate your film in any way? 

BARNETT: Rarely, other than the one- 
stop push I use almost as a standard. I 
had one lab that was proud of a tech¬ 
nique it had worked out, some pre- or 
post-flashing, or something. They tried it 
on my film without asking me, sup¬ 
posedly to improve my results. I hit the 
roof. I told them I give them the film the 
way I want it, and if I need for them to 
change anything, I will tell them. 

QUESTION: Bob, you mentioned the 
WLS promo as being one of your per¬ 
sonal favorite projects. Why was that? 

GIRALDI: It was a very Involving con¬ 
cept-emotional, friendly, humorous, 
and real-yet the message was very 
clear. WLS’s news department had pro¬ 
duced a moving piece on a blind couple 
in a changing neighborhood. All the el¬ 
derly pair’s friends had moved away or 
died, but now they were forming new 
bonds of friendship with the black kids 
whose families had moved into the 
neighborhood. It was an important story 
that showed how neighborhoods and 
people change, and WLS wanted to tell 
its viewers the station thought this type 
of story was as important as spot news. 
We reconstructed the events of the news 
story, using actors. I poured my whole 
guts into that commercial. We used two 
old people from New York. During the 
last scene, when the kids have gone 
home from a block party for the blind 
couple, the old folks pause on the de¬ 
serted street for a moment before they 
turn toward their home. That was the only 
time I cried behind the camera. The 
agency wanted another take, but I said, 
“No, that’s it. It ends here.” I was drained. 

QUESTION: What is the most difficult 
type of job for you to handle? 

GIRALDI: Even at 100 commercials a 
year, we turn away a lot of work. We turn 
down things we are not comfortable 
with, like fashion. The jobs we do accept 
are just new challenges to us. 

BARNETT: A lot of the agencies come 
up with concepts that involve period 
work. It is really difficult to get back to the 
look of the ’40’s motion picture today. The 
audience won’t believe it, for one thing. 
And, as I said, the film is so sharp, a lot of 
optical work is needed to get the same 
effect. We try to be symbolic of a period, 
rather than duplicate it. 
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GIRALDI: A good example was a com¬ 
mercial we did for Pioneer Electronics, 
conceived to show the same care that 
went into the construction of Carnegie 
Hall’s acoustics goes into Pioneer prod¬ 
ucts. We had an actor portraying Mr. 
Tudhill, the designer, inspecting the 
stage and dramatically telling an assis¬ 
tant, “You don’t have to shout, Mr. 
O'Reilly" We used the real Carnegie Hall 
as a location, but tried to duplicate the 
feel of the earlier days. 

BARNETT: Even with a chocolate filter, 
which is usually used for exteriors, the 
color negative still had enough speed for 
a 500mm f/4 lens. The only lights we 
needed were three 10 Ks and a couple 
750s. 

QUESTION: Have you used the film 
under mixed light conditions? 

BARNETT: We did a public service spot 
for the arts with Billy Martin at the 
Metropolitan Museum of Art. They were 
afraid we would bring in a lot of big lights 
and damage the paintings, but we got 
away with the available light, which in¬ 
cluded incandescents, fluorescents, 
and a skylight. My tricolor meter went 
crazy in there, so I shot some tests. I 
ended up taking the 85 filter out, and 
using a #2 or #3 fog filter and a one-stop 
force. The only light we needed was a 
1,000-watt Mini to shoot some light on 
Billy Martin’s eyes, under the baseball 
cap he wore. 

QUESTION: How much of your work is 
on 35mm film? 

GIRALDI: At least 95 percent. We may 
handle five or six videotape jobs a 
year-1 was tape director of the year for a 
Fresca spot I did several years ago. 
There are times for using tape, and a lot 
of situations when you shouldn’t. I get 
requests to shoot a commercial on tape, 
with the advisory-"Make it look like 
film." If they want it to look like film, they 
should use film. I refuse to use a medium 
for purely economic reasons. That is why 
so little of our work is done on 16mm 
negative. We will use it when we want to 
come up with the ‘reportage" look, or 
need to do a lot of hand-held footage, 
but not to save money. Even though tele¬ 
vision theoretically resolves no more 
than the images delivered by 8mm film, I 
still feel 35mm looks better on the TV 
screen. With 16mm, you have to use finer 
filters and more careful lighting in order 
to avoid degrading the image. You start 
out with fewer marbles in the bowl Eddie 
was referring to. I have never won a CLIO 
using 16mm. ■ 

Whatever the speed—Micro-Demand meets the need. 

Filmline's Citation Series Processors 
with Micro-Demand Drive. 

Now any lab regardless of size, can have 
the quality and reliability of Micro-Demand, 
at prices geared to the volume of its op¬ 
eration. 

Now the patented Micro-Demand film trans¬ 
port system comes in a full line of Filmline con¬ 
tinuous, commercial film processors. Priced 
from $8,900. With speeds from 7 FPM to 325 
FPM. 

Introduced in 1968 in its “Custom Line’’ ma¬ 
chines for professional commercial labs Micro- 
Demand remains the most advanced demand 
drive transport system yet devised for film 
processing. 

Micro-Demand dependability is outstand¬ 
ing—it will run 24 hours a day, seven days a 
week, at top speed, with virtually no main¬ 
tenance. 

The inherent design of the Micro-Demand 
system allows the use of conventional film 
rollers and bearings, eliminating the need for 
fragile plastic spring bushings, eccentric wob- 

Distributed Overseas by: 
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ble rollers or other mysterious contrivances. 
“Push-Button” operation and reliability allows 
the operator to perform other functions while 
the machine is running. 

All Filmline processors use stainless steel 
construction throughout except where other 
alloys or formulations are recommended or 
proven superior. 

Every Filmline machine is designed for “Zero 
Down Time” and backed by a superb perfor¬ 
mance record compiled in over 25 years of con¬ 
tinuous service to the industry. Twenty-five 
years in the forefront of processing machine 
design and innovation. 

Partial Listing of Filmline Installations: 
Deluxe-General, Technicolor, Inc., Capital 
Film Labs., Byron Motion Pictures, TVC 
Labs., Movielab, Radiant Laboratories, Guf- 
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LAUMIC CO. INC. 

• Complete line of editing, projection and 
sound equipment for rental or purchase 
with full shop facility for overhauls and 
service. 
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all moviola equipment. 

the 35mm 
SHUNHAa 

or 16mm Moviola Console Editors 
from the 
only one in 
New York 

306 EAST 39th ST., NEW YORK, N.Y. 10016 • Complete stock of editing supplies. 
(212) 889-3300-1-2 

Isn’t it nice to know we’ll be around to service 
your equipment... AFTER THE DEAL IS CLOSED?® 
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ACCESSIBLE ACCESSORIES 
FROM CO CENTURY. 

Getting together that special group of 
lens accessories usually means running 
from one equipment house to another. 
Not at Century. 
We have the most complete array of ac¬ 
cessories available, including: 
■ Cine lens adapters for most still and 
motion cameras 
■ Zoom lens support brackets and data 
rings 
■ Zoom lens “snap-on” filter adapters 
■ Zoom levers 
■ Front lens caps 
In addition, we perform zoom lens con¬ 
versions and can provide you with 
custom lens adapters for almost any 
lens/camera combination. 
So if you’re boggled by the accessory 
bottleneck, call us for a complete 
catalog and price sheet. It’ll help pull 
your act together. 

sMwe /isxyxH), 

precision cine/optics 
, DIVISION OF CErs DUSTRIES. INC 

10661 BURBANK BLVD , NORTH HOLLYWOOD. CALIFORNIA 91601 TELEX: 66-241 9 • (21 3) 766-3715 

f/T INSERTS 
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& MOTION PICTURES C7 

663-9331 

SDECIAI 
EffECTS 

TITIES 
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4241 Normal Ave.f ^ 

Hollywood, Calif. 90029^ 
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FILMING LONDON S EAST 
END ON A SHOESTRING 
Continued from Page 793 
few color slides during the casting. I told 
Mr. Hughes that I would be back at a later 
date to record the sound effects. I used 
Eastman Video News film which I pur¬ 
chased in London for the foundry shots 
and pushed it one stop. 

It was difficult to obtain a professional 
discount on film in England. The Kodak 
store agreed to give me a discount if I 
could prove that I was a professional 
photographer. Fortunately, “Photog¬ 
rapher” was indicated as my profession 
in my British passport. I bought more 
ECO at the store, but the film, even with 
the discount, was more expensive than in 
the United States. Processing and work 
prints were also far more expensive, so I 
stored my exposed film in a fish cold 
storage until I returned home. 

The hauling of the equipment around 
on that first day did not go down with me 
too well and I wasn’t looking forward to 
too much more shooting. I returned the 
tripod to Pelting and Cross that evening 
and reserved it for the next day. Next 
morning, guess what? It was raining 
again and I didn’t do too much filming for 
another month. I’m pleased that I didn’t 
have a crew on salary or even one without 
salary. I cancelled my reservation for the 
tripod at Pollings and they did seem a 
little indignant. The next time the sun 
came out, Polling and Cross had rented 
the tripod out to someone else. The carry¬ 
ing of the tripod and the unreliability of 
renting one was a problem. I bought a 
unipod —or monopod, depending on 
whether you are either a Latin or Greek 
scholar. The price of this piece of equip¬ 
ment was equivalent to the day’s rental of 
the fluid head tripod. Because of the 
one-man crew and this set up, there is not 
a lateral pan, dolly or zoom throughout 
the film, except for a lateral pan from a 
boat on the River Thames. I relied on 
rapid cutting and no one has commented 
that my camera work was not very fluid. 

The next segment I had in mind was 
Truman’s Brewery. Most of the breweries 
in the East End during the 17th Century 
were Quaker-owned. The oppressed 
Quakers were not allowed into the uni¬ 
versities or professions, so they went into 
trade. Brewing beer was one of the most 
popular trades. The non-Quaker Ben 
Truman amalgamated with his Quaker 

friends and absorbed all the small brew¬ 
eries. 

When seeking permission to film in¬ 
side the brewery I was told that I would 
have to spend half a day with them before, 
permission would be considered, in order 
to get acquainted with the history of the 
firm and learn how beer is made. This 
time was spent with the new employees 
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of the brewery. I was given the “red car¬ 
pet” treatment at this orientation. If only I 
were a beer drinker. . . The brewery had 
the finest cafeteria I have ever visited. It 
was heavily subsidized. My duck a 
I’orange lunch cost approximately half a 
dollar. The complete process of brewing 
was filmed in sequence. Again I used the 
Eastman Video News film pushed one 
stop. The sound effects, again, at a later 
date. 

As I had mentioned, the Docks of Lon¬ 
don had almost disappeared. I managed 
to get some footage of the demolition of 
the London Docks, the point of arrival for 
thousands of Jews who had fled Tzarist 
Russia. Between the London Dock and 
the Tower of London lies St. Katherine 
Dock. Due to much pilferage in the 
docks, St. Katherine was always under 
tight security. Hence, the only persons 
ever to see the interior of this archi¬ 
tectural marvel were seamen and dock 
workers and this little dock was hardly 
admired. Fortunately, preservationists 
saved the dock from the demolition ball 
and now the area is a yachting marina 
and boat museum. The old warehouses 
have been converted into luxury apart¬ 
ments. 

A section of the film deals with the 
Spitalfields produce market. The market 
handles fruit and produce from all cor¬ 
ners of the globe. The filming of this sec¬ 
tion was perhaps the most enjoyable, 
due to the co-operation of the porters 
spiced with their dry Cockney humor. If 
there was any one section of the film 
where I fell in love with my footage, this 
was it. 

Activity at the market comes to a 
standstill at about nine in the morning. I 
was repeatedly told that I must come at 
five in the morning for the real action. The 
trains had not begun to run at this time 
and I didn’t arrive at Bishopsgate near 
the market until 5:30 a.m. As I was ap¬ 
proaching the market two of the most 
beautiful women I have ever set my eyes 
on approached me and gently eased me 
towards the wall. Being laden with 
equipment I couldn’t offer much resis¬ 
tance. These girls seemed too refined to 
be “ladies of the night” or early morning, 
for that matter. The suspense was tre¬ 
mendous until they identified themselves 
as City of London policewomen and 
could I identify and explain myself! 

Tramps, “down and outs” and other 
lost souls formed a sequence in the film. 
In America they may be known as winos 
or rummies, but in London they are the 
“meth boys”, as their beverage is meth¬ 
ylated spirits. Becoming their friend and 
winning their confidence was an integral 
part of filming them. I always felt itchy 
and wanted to scratch after leaving them, 
but this was mainly psychological. One of 
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A study of the Motion Picture and 
Television Arts and Sciences within a 
degree program, taught by a distin¬ 
guished faculty. 

Now Registering. Write for a descrip¬ 
tive brochure. 

COLUMBIA COLLEGE 
925 No. La Brea Ave. 
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Atlanta 404-451-4624 —London 01-452-8090 —Paris 328-5830 —Sydney 428-5300 

Send for brochure — Tyler Camera Systems, 14218 Aetna Street, Van Nuys, California 91401 U.S.A. 

__HELIC0PTERS_ ^CAMERAMEN CAMERA_PIL.0TS^ 

THE ARRI 
ENERGYSET 

12V/4AH BATTERY AND CHARGER 

The Energy Set Battery uses 
nickel-cadmium cells fused together 
for low internal resistance. They’re 
sealed into a resilient hard-rubber 
case. You can use the Battery with 
any camera that runs on 12VDC. It 
weighs 5 lbs, 2 oz. 

With 4AH capacity, the Battery 
can drive 4,000 feet through the 16SR, 
1,600 feet through the 16BL and 2,000 
feet through the 35BL. A resettable 
circuit-breaker fuse automatically 
protects the camera’s electric circuits 
against external shorts. 

The Energy Set High/Low 
Charger shows a red light as it brings 
the Battery up to 80% of capacity 
(about 6 hours from fully discharged). 
It switches automatically to a trickle 
charge (about 5 hours) for the last 
20%, showing a green light. A thermal 
sensor protects against overcharging. 
The Charger automatically switches 

to work with 110V/60Hz or 220V/ 
50Hz AC power. It weighs 2 lbs, 10 oz. 

You can carry the Battery three 
ways. It comes with a shoulder-strap 
that snaps on. (Spring-loaded locks 
stop the strap from accidentally snap¬ 
ping off.) And a handgrip and belt 
loops are built into the case. 

In this partial view 
of Charger, red 
and green lights are 
both on, showing 
trickle-charge mode. 

ARRI 
ARRIFLEX CORPORATION 

One Westchester Plaza, Elmsford, New York 
10523. (914) 592-8510. And 600 N. Victory 
Blvd., Burbank, Calif. 91502. (213) 841-7070 

In Canada: ARRI/NAGRA Inc., 6467 Northam, 
Mississauga, Ontario L4V 1J2. (416) 677-4033 
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Contact John Burkley for brochure and rate information 

NIDWG9T Clh€ 90MICG9 
6Q6 erfTT 75TH tfReer kMMW? CITY. rilTOUDI 64131 (816)333-0002 

COMPLETE LIGHTING AND GRIP EQUIPMENT RENTAL PACKAGE 

featuring Mole Richardson lOK's to Inky's and L.T.M. HM1 Lights 

Insert Car, Dolly, Generators 
Kenworthy Snorkel Camera Systems 

18ft. Camera Crane 

mark IV 
director’s 
viewfinder 
10:1 zoom 
An indispensable tool 
for the director or 
cameraman in 
composing scenes and 
choosing appropriate 
lenses. Full 10:1 zoom in 
both 35mm and 16mm 
formats. 

U.S. and Foreign Patents Pending 

and case) 

man gordon enterprises me. 
1430 N. Cahuenga Blvd., Hollywood, Calif. 90028 

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

" EDITING CONSOLES " 
35mm, 16mm 
Economical, reliable, gentle 
For literature please call, day or night: 

CBOOD BS^-WOO ext.BIS 

Twenty-Fourth Frame 
p.o. box 216"7, christiansburg, va. 2<40"73 (703)362-4135 

V y 

them wanted to be my uncle. Now I have 
an Uncle Barney! 

The East End historian, Mr. Bernard 
Nurse of the Tower Hamlets Public Li¬ 
brary, was an invaluable aid. Besides 
providing much information, he had a 
good file of historical photographs that I 
was permitted to use in the film. Also 
available were copies of the Police Ga¬ 
zette, with artist’s renditions of the “Jack 
the Ripper” outrages. These stills made 
a nice thirty-second segment, complete 
with effects. The music to this excerpt 
was from an old music box playing “Our 
Lodger Is Such a Nice Young Man’*. 

The music in the film was mechanical, 
i.e. player pianos, barrel organs or street 
pianos and music boxes. These instru¬ 
ments were popular in London before the 
advent of the phonograph. The barrel or¬ 
gans were a familiar sight and sound on 
the streets for many years and have only 
recently completely vanished. The music 
was recorded in a museum in Bristol in 
the West of England that houses these 
instruments. The museum gave permis¬ 
sion to use the music in the film without 
fee. The songs recorded were all old 
music hall favorites that were popular at 
the turn of the century. 

The East End has an association with 
the garment industry long before the 
Huguenot arrival. The Jews developed 
the industry before World War One. To¬ 
day, the industry is staffed by Indian, 
Pakistani and Cypriot employees. I tried 
several factories in vain, seeking permis¬ 
sion to film inside them. Fortunately the 
factory that did give me the O.K. was 
housed in my former elementary school. 
It seemed quite a contrast from the noise 
of children to the sounds of the sewing 
machines and Hoffman presses. Too bad 
the Indian women did not wish to be 
filmed. Working in their immaculate col¬ 
orful saris they provided a gorgeous 
sight. I was sorry that this could not be put 
onto film. 

The climax of the film was the Petticoat 
Lane market on a Sunday morning. I had 
to stand by each Sunday waiting for the 
good weather. Every Sunday was gloomy 
until August. I sweated it out for the good 
Sunday to come along; otherwise the 
highlight of the film would have been 
missing. This reminded me of the 1948 J. 
Arthur Rank film, IT ALWAYS RAINS ON 
SUNDAY, which depicted life in the East 
End. When the fair day came I climbed up 
to a tall apartment building to get a pan 
shot to encompass the whole crowd. This 
hand-held pan shot had to be repeated 
several times until I got a smooth pan. It 
was gratifying when I got good vibes from 
the audience at the showing of the work 
print. 

Working amongst the dense crowds 
would have been almost impossible with 
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FILMING “2001- 
A SPACE ODYSSEY” 

“December, 1969 ' 

SUPER 8-THE STATE 
OF THE ART 

“June, 1970  

SUPER-16 

“October, 1972  

VIDEOTAPE &: FILM 

$5.00 
(Dealer Discounts Inquire) 
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AMERICAN CINEMATOGRAPHER 

| P.O. Box 2230, Hollywood, Calif. 90028 i 
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I postpaid. 

j NAME  | 

| ADDRESS   | 

CITY   
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I California residents please remit 6% 
| Sales Tax. (30^ per copy). Foreign j 

buyers please pay by International 
■ Money Order or U.S. Funds. 

a tripod and crew. The unipod proved 
more useful when maneuvering and 
shooting in the crowds. Much film was 
wasted as people walked in front of my 
lens. But this was part of the task. After 
the photography was completed I began 
to record the sounds. I rented a Uher tape 
recorder with a cardiod microphone. I 
used an omni-directional microphone just 
once, but it turned out to be impractical, 
due to the constant wind and seemed to 
pick up every pneumatic drill in the dis¬ 
tance. 

The sounds of Petticoat Lane make an 
interesting study. I recorded the same 
hucksters that I had filmed. Their patter is 
so repetitious that I almost had sync 
sound. Transferring of sound and editing 
were done back at the facilities at UCLA. 
It seems dangerous and difficult, but the 
narration was written to accompany the 
edited footage. I gave much thought to 
how the narration should be handled. I 
ended up with what I thought would be a 
novel idea: twelve narrators, each one 
with the accent that would be found in the 
area during a different period. French 
representing the Huguenots, Irish, 
Chinese, Jamaican, Indian and a variety 
of English accents from Cockney to the 
crystal glass English accent we all love to 
hear. Unfortunately, a part of the Ameri¬ 
can audience had difficulty tuning into 
the different accents as they changed. 
The last chore was to take the sound 
re-recording class at UCLA, whilst the 
film was being edited, and then the film 
was mixed. 

It seems ironic that the East End was 
the center of theater in the 17th and 18th 
Centuries, boasting such artists as David 
Garrick and Harriet Smithson. Today 
there is no professional theater. There 
are no English-language movie houses 
in operation. Only Indian-language films 
are shown. The rest of the theaters are 
now bingo parlors. 

The comment from Professor John 
Bohm at UCLA was: “I see that you put a 
tremendous amount of work into your 
film.” I’m glad that he realized it. ■ 
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WESTERN 
#Cu(e 

the right 
place for 

all your 
lab work! 

EASTMAN COLOR 
INTER-NEGATIVE 

and POSITIVE 
16mm & 35mm 

PROCESSING 
ECN II, ECO, EF, CRI 

16mm & 35mm 

FULL IMMERSION 

WET GATE 
PRINTING 

• Video Analyzing 

• Sound Recording 
and Mixing 

• Optical Printing 

• Titling 

• Super 8mm 
Reduction Printing 

• Filmstrip 

We are a quality-oriented lab.. 
Computerized printing... 
Contact our producers’ service 
specialists... 
We do the job right! 

IIIWESTERN Owe 

312 So. Pearl St. -Denver, Colo. 80209 
(303)744-1017 

Cine Craft 
8764 Beverly Blvd. -Hollywood, Calif. 90048 
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VCS=Smaller expenses 
in time and rawstock 

VCS = Reduction of cost 
Electronic transfer of the viewfinder 

image to the monitor. 
Optimum film image control outside 
the camera during rehearsals and 
shooting. Simultaneous videotape re¬ 
cording as well as successive, immediate 

replay through a video player. 

VCS = The perfect film 
production technology 

for feature and television film produc¬ 
tion for commercials and industrial 
cinematography and for documentaries 

of any kind. 
For information, technical specifications 

and prices contact 

Sole U.S. Agent 
Roessel C. P. T, Inc. 
48-20, 70th Street 

Woodside, N. Y. 11377 
Phone (212) 424-1600 

PRAZISIONS-ENTWICKLUNG DENZ 
Fertigungs GmbH 

Nordendstrafle 10, D-8000 Miinchen 40 
West-Germany 

Developments, production and special 
manufacture in precision mechanics, 

optics and electronics. 

Video 
Control 
System 

for 
ARRIFLEX 

16 BL 
and other motion picture cameras 

TWELFTH M.P. SEMINAR 
OF THE NORTHWEST 
Continued from Page 797 

the Cannes International Film Festival to 
pay for the $550,000 production costs. 

Fons Rademakers, who was slated to 
speak on “The Dutch Cinema,” im¬ 
mediately called for questions from the 
audience, and the creator of MAX 
HAVALAAR answered a variety of 
queries concerning funding, censorship 
and film distribution in Holland. A high 
regard for values and an impassioned 
delivery made him a popular speaker, 
and there were several spontaneous out¬ 
bursts of applause. 

Rademakers was followed by a young 
Dutch colleague, Nuchka Van Brakel, 
who immediately dismissed her as¬ 
signed topic, “Women in the Dutch 
Cinema” (“It’s the same problem as 
women in cinema anywhere.”), and also 
took questions from the floor. When 
asked about the feminist movement in 
the Netherlands, she described their 
original opposition to her film, A WOMAN 
LIKE EVE, and their subsequent ac¬ 
ceptance of it after release. 

Ben Shedd, formerly of Churchill Films 
and NOVA, talked on “The Making of the 
Gossamer Condor,” his Oscar award¬ 
winning short documentary about the 
first successful human-powered plane. 
Shedd’s is a case of banking on a good 
property (Inventor Paul McCready’s 
Gossamer Albatross—a newer version of 
the Condor—has since successfully 
crossed the English Channel) and seeing 
it through the usual delays and setbacks. 

Saturday night is always reserved for 
screening of speakers’ films. Audiences 
saw Sanders’ CZECHOSLOVAKIA 1968, 
the first reel of Tommy Cook’s PLAYERS, 
Shedd’s THE FLIGHT OF THE GOS¬ 
SAMER CONDOR, Van Brakel’s new 
feature, A WOMAN LIKE EVE, and Lid- 
dle’s SPIRIT OF THE WIND, which drew 
a standing ovation. 

How does it all run so smoothly? The 
careful observer sees Keith Cutler, a 
courteous moderator with his eye always 
on his wristwatch, Dan Biggs, this year’s 
program chairman, who is orchestrating 
from the speakers room, Craig Scheak 
who was hired to put together three 
months of last-minute details, a volunteer 
board of Canadian, Oregon and Wash¬ 
ington film industry people, and the warm 
and hospitable Les Davis, whose brain¬ 
child the seminar was 12 years ago. This 
year, a new Les Davis project was of¬ 
fered: on October 19-21 the Seminar 
board, in collaboration with the North¬ 
west Media Project, will present a highly 
specialized seminar on Financing the In¬ 
dependent Feature Film in Portland, 
Oregon. ■ 

HERE’S WHAT YOU GET: 
DEAL A: 1 steel, 4-wheel t 
4 edit-ready trays, 4 spring can 
dividers, 1 double board, 1 single linen film bag, 1 
single tape dispenser, 1 double universal rack 
and 1 double linen film bag. 

DEAL B: First seven items listed above PLUS 6 
additional edit ready trays and 4 more spring can 
dividers, 

The versatile, new 
FILM-O-HAND 

PORTABLE 
FILM & VIDEOTAPE 

EDITING 
ROOM 

SYSTEM 
a $210.00 value 

*163 
limited time only! 

DEAL C: NEW STORAGE SYSTEM: 
2 floor to ceiling square steel holed tubes with all 
hardware, 10 edit ready storage trays, 6 20cm 
supports, 6 40cm supports, 1 40cm double board 
and 1 double linen film bag. List $205.00 

MBIINC. SPEdAL $145.00! 
9025 ETON AVENUE. CAN0GA PARK, CA 91304 

ORDER BY PHONE: (213) 882-8451 

GSAP 
MINICAM-46 

Now available with 
Angenieux Zoom Lens 

The versatile 
GSAP Minicam-16 is now 
available with Angenieux optics 
for use as a handheld camera. Long a 
favorite of cinematographers who 
wanted unusual action footage, the 
camera is now fitted with the C-mount 
Angenieux 17-68mm f2.2 zoom lens 
with viewfinder. Attach a pistol grip 
and 24V battery for power and you 
have a lightweight, handheld 16mm 
camera unlike anything else 
available. See it today. And also 
ask to see the GSAP Minicam-16 
with Angenieux hard lenses. 

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

Telephone: (213) 466-3561 • (213) 985-5500 
TWX: 910-321 4526 • Cable: GORDENT 
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Free brochure? 
6820 Romaine St., Hollywood 

Calif. 90038. (213) 467-1296 

self-perforating 
frame-line tape 

SPLICERS 
AND TAPE 
70mm, 
35mm, 
16mm, 
8mm. 

New: 
metal lever 
with roller 

bearing. 

EQUIPMENT CORPORATION 

Goldtop 
Botleni Bell/ 

• Completely rechargeable in three to four 
hours. 

• All Goldtops have built-in chargers. 
• Batteries can be recharged over 50% more 

times than other fast-charge batteries. 
• Goldtops operate in temperature ranges 

from — 40°F to +150°F. 
• Belts incorporate special braided cable for 

long flex life. 
• Belts have five-year warranty on housing 

and unprecedented one-year warranty on 
all electronics and cells. 

• Goldtop belts include all the skilled 
craftsmanship found in Chiles Battery Belts. 

There’s a Goldtop battery belt for use with 
any professional 16mm and 35mm motion 
picture camera and all ENG cameras. Write 
for prices and additional information. 

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

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

SPECIAL VISUAL EFFECTS 
FOR “AIRPORT ’79” 
Continued from Page 821 

to make the photography look rigged and 
planned. I put together a rough rig from 
plywood and a rectangular holding to 
check the basic concept and it worked. 

If you put all your heart into a project, 
combined with all the experience and 
talent you have acquired, the result is 
excellence. An example of this is cinema¬ 
tographer Peter Gibbons. With his 
radiant face and exuberance, he was a 
catalyst for all of us. I'sat down with him 
and went through many tapes and dis¬ 
cussions. I showed him the “falling leaf” 
from LAFAYETTE ESCADRILLE and 
then brought him to my office to explain 
the rig. As soon as he saw it, there was no 
need for explanation. With a broad smile 
he said, “I think this is going to work.” 
Stage 4, the smallest of the stages, was 
assigned to do Scene 495, “the falling 
leaf”, which was solely put in the confi¬ 
dent hands of Peter Gibbons. Within a 
week, he had something to show me. The 
rig he modified with motors and remote 
controls was ingeniously simple and two 
weeks later we started to shoot the first 
test of this scene. 

I emphasized at our early production 
meetings that since the first thing to be 
affected by compromises is quality, that 
there would be no compromises. This 
was very well received. 

I cannot say enough about the talent 
that went into the making of the visual 
effects. Without the cameramen: Alex 
Funkie, Peter Gibbons, Bob Bailey, Keith 
White, Tim McHugh and Chuck Schu- 
man; Bob Hall, head of optical; or Ken¬ 
neth Larson, a skillful and dedicated 
model maker, this would have been an 
almost certain impossibility. Above 
all—without the trust and support of the 
film’s director, David Lowell Rich, this 
would have been an unbearable task. 
Our rapport was a total mixture of cama¬ 
raderie and professional understanding. 

If the making of the AIRPORT ’79 spe¬ 
cial visual effects was an indication that 
the artist’s eye and creativity still super¬ 
sede the electronic age, then this en¬ 
deavor was all well worth it. ■ 

\ 

CANS. 

STEEL-PLASTIC 
FIBER 

Specify GOLDBERG 
for all your REEL needs! 

IF IT’S SPECIAL... 

we make it! 

GOLDBERG 
BROTHERS 

P.0. Box 5345. T.A. — Denver. Colo. 80217 
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A VISIT TO THE FILM 
INDUSTRY OF CHINA 
Continued from Page 816 

FOTO-KEM introduces 
a forgotten Hollywood 
tradition,“Major Flick” 

Who, orwhat, is Major Flick? Major Flick 
is the original spirit of Hollywood’s pride of 
workmanship and quality service. 

We, at Foto-Kem, recently turned an old 
Hollywood landmark building into one of 
the country’s most modern and efficient 
motion picture laboratories. 

During our remodeling, much to our 
surprise, we discovered Major Flick living 
as a recluse in the building’s old tower. 

I said, “Major Flick, come out of retire¬ 
ment, dust off your beret and magaphone 
and be our company spokesman.” 

“OK”, he said, “but you’ve gotto live up 
to my standards of quality service.” 

“No problem”, says I, “we give ourcus- 
tomers even better quality service than they 
did back then. In fact, let’s name our ser¬ 
vice the ‘Major Flick’ Service, after you.” 

“Good”, the Major said, “let’s get 
started.” 

“Mr. Nontheatrical filmmaker, you know 
how the BIG LABS cater to the VIP’s, the 
Major Motion Picture Studios and Net¬ 
works? Well, at Foto-Kem YOU are the VIP. 
That’s what the ‘MAJOR FLICK’ service is 
all about. Plus, there’s the round-the-clock 
developing, the new wet-gate printer, the 
optical wet-gate, the contact wet-gate, the 
silver track ME4 process, and we develop 
Eastman’s #47 negative. How’s that 
Gerry?” 

“That’s telling it like it is.” If your prod¬ 
uct deserves “Major Flick” care and ser¬ 
vice, try us. 

Gerry Brodersen 
The Prez 

^ FOTO-KEffl 
Indu/lrie/. Inc. 

24 MOTION PICTURE LABORATORY 
HOUR 2800 West Olive Avenue 

SERVICE Burbank, California 91505 
213/846-3101 

ture film, THE DOVE, which was dis¬ 
tributed by EMI and Paramount. As it 
turned out, the Chinese had bought it 
from EMI. I had also written an article in 
AMERICAN CINEMATOGRAPHER 
about how we made that film. I learned 
that, before I arrived in China, all of the 
Chinese participants had seen the film 
and were completely familiar with the 
contents of the article. So I went through 
a grilling on every aspect of the produc¬ 
tion of THE DOVE—the script, the meth¬ 
ods of planning the film, the shooting 
schedule, details of creating the storm 
sequences, the equipment used, etc. It 
was quite a challenging experience. 

Open Discussions 

A most gratifying aspect of our exam¬ 
ination of the Chinese studios and the 
discussions which followed was the 
openness and candor which charac¬ 
terized all of these meetings. We were 
encouraged to be critical of their work— 
and we were. We were shown everything 
related to film-making, including re¬ 
search in progress. The discussions 
were challenging, sharp and con¬ 
structive. Differences of opinion were 
openly aired in a friendly manner. 

This report is not intended to be a full 
review of the state of the art of the film 
industry in China. This should be accom¬ 
plished, in my opinion, through future in- 
depth coverage in AMERICAN CINEMA¬ 
TOGRAPHER. However, I do wish to 
make some random comments about 
what I observed. 

The Studios and Stages 

All of the stages and studios have 
been rebuilt since the Chinese Revolu¬ 
tion. The Beijing Film Studio was form¬ 
erly a university, and was founded in 
1949. It has five stages, one of which is a 
special effects stage. 

The Shanghai studio is somewhat 
larger. All the stages are similarto our old 
sound stages. Development work is now 
being done to modernize these stages. 
The studios are organized vertically as 
completely self-sufficient production 
complexes. The scripts are generated 
through the studios. They own their own 
equipment. They have their own labs. 
They do all their post-production and 
special effects in-house. They do their 
own research. Thus, the Shanghai, Bei¬ 
jing and Changsun studios are com¬ 
pletely independent of one another and 
have parallel programs. The only excep¬ 
tion is in the utilization of the new Techni¬ 
color dye-transfer lab which services all 
of the studios. 

Water-Paks are ideal weights for a variety of 
cinematographic uses. They are easy to trans¬ 
port and store and weigh only one pound empty. 
Filled with water they weigh 14 lbs., with sand, 
16 lbs., and are most adaptable for weighing 
down light stands, “C” stands, triangles, etc. 
Two configurations are available: the standard 
Water-Pak I — Saddle Bag model, and the 
Water-Pak II — “Banana” model. 

Oilier model only $23.95 

DEALER INQUIRIES INVITED. 

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

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

BIRNS & SAWYER 

DIRECTORS' 

The lll-B Cinemascope 35/16mm 
Zoom Finder is for all widescreen for¬ 
mats and film ratios. Built-in adjustable 
masks frame views at 1:1.66,1:1.75, 
1:1.85,1:1.33, and 1:2.55. Special 
focal lengths range from 18.5 to 
100mm for 35mm, and 9 to 50mm for 
16mm. Embodies the latest advances in 
optical technology. Only $229.50. 
Locking neck chain and leather case 
included. 

BIRIMS & SAWYER 
1026 N. HIGHLAND AVE. 
LOS ANGELES, CA 90038 

[2133 466-8211 • TELEX 673280 
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Features are Shot in Color 

10,000 Rosco and Lee color sheets and 
rolls of reflective, diffusing, color- 
correcting media always in stock—plus 
all the newest, like new super-thin 
2-mil for TV and VA -inch 4' x 8' 
panels for display. Everything for 
the professional—ready for 
immediate off-the-shelf delivery! 
Send $1 for complete swatchbook. 

Complete line of Supersaturated 
Roscopaint in stock for immediate 
delivery—literature on request. 
Nationwide service for over 25 years. 

Same-day shipment anywhere in US. 
Rush delivery in Manhattan. 

(212) JUdson 6-1620 

BARBIZ0N ELECTRIC 
426 W. 55, NYC 10019 

PiU '111 
gnp 

... the ideal camera mount 
for difficult situations 

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

Telephone: (213) 466-3561 • (213) 985-5500 
TWX: 9^0-321 -4 526 • Cable: GORDENT 

Super Grip’s single, powerful “gripper” 
makes it a quick, strong and efficient means 
of mounting cameras and lights in an unli¬ 
mited number of difficult situations. It will 
mount on curved, irregular or flat surfaces in 
a horizontal, vertical or in-between position 
and may be tilted through a 360° circle by 
turning the gripping pad on the surface. 

PRICE: $375.00 
(Includes Super Grip complete with carrying case, angle 
camera bracket, mounting bolts, wrench and instructions) 

Approximately 85% of the Chinese fea¬ 
ture films are shot in color. The Beijing 
studio produces about 10 features each 
year, and the Shanghai studio more than 
10. The stories deal with current prob¬ 
lems and are positive from the point of 
view of emphasizing the constructive role 
people play in remolding their own char¬ 
acters and behavior in order to be more 
helpful to their fellow humans and in con¬ 
structing a “better” society. There is al¬ 
most no violence. Other productions in¬ 
clude the filming of various musicals of 
the Peking and Shanghai Operas, full of 
folk fantasy and humor. 

Professionalism 

The level of professionalism is mixed. 
It seems that from 1966 to 1976 (during 
the reign of “The Gang of Four”) prac¬ 
tically all film-making was forbidden, and 
a full generation of film-making expe¬ 
rience was lost. I saw a recent film pro¬ 
duced by the Red Army studio which was 
highly professional. It was directed by an 
“old-timer” in film-making, Mr. Wang Ping 
(a former actor). I also saw other films 
which were less impressive. The Chinese 
are very aware of this problem and are 
pressing the objective of training as 
quickly as possible a new generation of 
skilled film-makers. In this respect, they 
look forward to learning from the expe¬ 
riences of American directors, cinema¬ 
tographers, editors, etc. 

Lighting 

Although the majority of the lighting 
equipment is standard, I was shown 
some remote-controlled, mechanized 
lights which are superior in design and 
operation to anything I had seen when I 
toured the countries of the world in pre¬ 
paring the book, “STUDIO STAGE SUR¬ 
VEY” for the Motion Picture and Televi¬ 
sion Research Center. I saw two different 
versions of these mechanized lights— 
one in Shanghai, which utilized one 
motor to focus, barn door and single and 
double scrim ... all done with extreme 
precision and control; the other in Peking. 
The telescopes were made of lightweight 
pressed-fiber, which is more practical 
than the metal telescopes made in the 
rest of the world. 

In Shanghai I saw some experimental 
HMI-type lights which operated from D.C. 
and required ballasts and power supplies 
far smaller and lighter than any existing 
in the Western world today—and they 
were also “flicker-free”. 

Cameras 

My observation was that Arriflex cam¬ 
eras were those most universally used in 
China. I saw two Arriflex 35BL cameras in 

BUY (i/\ 
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Equipment 

BUY FROM IDI 
Arri 16 S/GS, 12-120, V.S. 
motor, battery belt, cable, very 
clean  $4995 

Nagra 4.2L, ALC, 2-preamps, 
case, very nice $4395 

16MM Moviola opt/mag; 
opt/pix UL20, real nice 
  $2495 
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SELL TO IDI 
IDI will purchase your used 
motion picture film equip¬ 
ment regardless of condi¬ 
tion. We buy outright or we 
display your equipment in 
our showrooms on a con¬ 
signment basis. Call us for 
details. We’re ready to work 
with you NOW. 

TRADE WITH IDI 
IDI is an authorized dealer 
for just about every brand of 
film or video equipment. Buy 
that new camera, lens, 
recorder, or quartz head 
from us and we’ll take your 
equipment in trade. Because 
of our large volume, we can 
afford to give you top trade- 
in dollars on good used 
equipment. 

Major credit cards accepted 

CALL TOLL FREE 
800 • 327-5181 

IN FLORIDA CALL 305/945-1111 

IMAGE DEVICES 
INCORPORATED 

MIAMI 
1825 N.E. 149 Street 

Miami, Florida USA 33181 
PHONE 305/945-1111 

ATLANTA 
1651 Phoenix Blvd. 

Atlanta, Georgia USA 30349 
PHONE 404/996-0000 
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Fascinating details of de¬ 
sign and manufacture, plus 
vivid footage of the 16SR in 
use. 16mm color, 17 min¬ 
utes. We’d like to lend you 
a print. Please write on 
your company or university 
stationery to Film Depart¬ 
ment, Arriflex Corporation, 
1 Westchester Plaza, Elms- 
ford, NY 10523. Thanks. 

When it comes 
to lighting... 

come to 
the source. 

Charles Ross 
The Light Source 

Largest Suppliers in 
the East of Lighting, 

Grip, Equipment, 
Props, Generators 

Sole Distributors of 
Mole-Richardson Products 

in New York/New Jersey Area. 

333 West 52nd St., N.Y., N.Y 10019 
212/246-5470 

operation and a few Arriflex 11C cameras. 
The cameramen are quite satisfied with 
this equipment. There was a great deal of 
interest in Panavision equipment—both 
the anamorphic and spherical 
systems—as well as in the Panaflex 
camera itself. They asked many ques¬ 
tions regarding the comparative qualities 
of Panavision and other equipment. I 
tried to give them a fair picture of the 
respective characteristics and of the 
policies of Panavision, which has made 
this equipment so widely accepted in the 
Western world. They told me they had 
had a proposal from Panavision for its 
application in China and are considering 
it. 

In Beijing I was shown a Mitchell 
blimped camera with a video monitor. 
Unfortunately, the video arrangement 
was faulty. However, the camera per¬ 
formed very well without the video. Upon 
my return to Los Angeles, I spoke to 
Whitey Wittrock, Vice-President and 
General Manager of Mitchell and, con¬ 
sistent with Mitchell’s policy of sup¬ 
porting the integrity of their products, he 
advised me that Mitchell would do every¬ 
thing necessary to rectify the situation. 

I should like to make a general com¬ 
ment about suppliers of sophisticated 
and other equipment to the People’s Re¬ 
public of China—and I believe this com¬ 
ment would apply across the board. 
Since the market is potentially so great, I 
would strongly recommend that manu¬ 
facturers refrain from supplying newly- 
designed equipment to the Chinese. The 
problems of maintaining communication 
and providing warranty are difficult 
enough. For this reason, I believe that 
only the most reliable, time-tested 
equipment should be supplied. Other¬ 
wise the level of confidence will be de¬ 
stroyed and this large, important market 
will be destroyed. 

Sound Recording Equipment 

All films in China are shot silent. In 
fact, a musical production of the Peking 
Opera was being filmed while we were in 
the studio. The songs and music had 
been recorded and put on sprocketed 
film with an optical sound track. The ac¬ 
tors were performing to conform to that 
sound track. 

Film Processing 

Laboratories: The standard color and 
black and white laboratory equipment is 
completely manufactured in China. 
There are also two dye-transfer 
plants —one completely built by the 
Chinese and the other by Technicolor of 
England. Both plants are sophisticated, 
well-equipped installations producing 
high-quality work. 

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, N.Y 10003 

CALL A PROFESSIONAL 
Cine-Craft, Inc. 

A full service laboratory for 
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Any quantity Best prices 

3611 San Fernando Blvd., Burbank, CA 91505 
(213) 843-7036 

Write tor tree brochure 

B&H FILM0 70 SERIES 
Professional 16mm Cameras 

-v -; TL ; 
Sales •Service •Repair 

An exclusive product of 

ALAN GORDON ENTERPRISES, INC. 
1430 N. Cahuenga Blvd., Hollywood, CA 90028 
Telephone: (213] 486-3561 • (213] 985-5500 

TWX: 910-321-4526 • Cable: GORDENT 

OPTICAL PRINTERS 
ANIMATION STANDS 

LAB EQUIPMENT 

LUJ 
(213) 843-0530 

PIONEER 
CABLES PMAGIC 

1021 N Lake St 

Burbank. CA 91502 

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 32nd YEAR 
Micro Record Corp. 

487-14 South Ave., Beacon, N.Y. 12508 
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16mm color motion 
picture processing 
and printing 
ECO-3 ME-4 VNF-1 

?kgmbtv Colorfilm 
1534 KAPIOLANI BLVD.,HONOLULU, HAWAII 96814 

Telephone: I808I 944-5225 or 944-5200 

WRITE FOR PRICE SCHEDULE 

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 

IDAISTKTY F^OXJZEK, 

STUDIO 
7022 Melrose Avenue, Hollywood, California 90038 

Request Brochure HC (213) 936-2494 
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SUPER BALTAR LENSES 
We have the only remaining inventory of 
BRAND NEW Super Baltars, from 20mm to 
1 52mm in the world todate! Write us or 
call for prices. 

1994 N.E. 149th St. 
No. Miami, FI. 33181 
(305) 949-9084,9085 OF FLORIDA, INC. 

NCE® 

COPYRIGHT FREE 

33 original compositions specifically 
recorded for use as background musical 
moods for films, radio and television 
production, commercials, slide shows, 
and any other audio-visual requirements. 

ARCAL 

ARCAL f iusical Moods-791, 
including unrestricted license 
to reproduce, is being offered 
at an introductory price of 

$20.00 
Calif, residents add 6% sales tax. 

Areal Productions, Inc. Ph. (415) 369-7348 
2732 Bay Road. Redwood City, Calif 94063 

POSCO 
color media 

ROSCO, PORTCHESTER, N.Y. 10573 

CANADA’S LARGEST 

LAB AND SOUND 
FULL SERVICE 
ORGANIZATION 

BELLEVUE "(Jh athe 
MONTREAL 
2000 Northcliffe Ave 
Montreal, Que. H4A 3K5 
Tel : 514-484-1186 

TORONTO 
720 King St. West 
Toronto, Ont. M5V 2T3 
Tel 416-364-3894 

Path6 Sound Studios 
121 St. Patnck St 
Toronto, Ont, M5T 1V3 
Tel 416-598-2521 

•A DIVISION OF ASTRAL BELLEVUE RATHE LTD./LTEE 

Other Equipment 

In the main, almost all other equipment 
is manufactured in China. This includes 
all types of printers, xenon projectors, 
sound mixing equipment and the like. An 
evaluation of this equipment is not within 
the province of this report. 

The Summing-up 

I was very impressed with the Chinese 
film-makers and the executives re¬ 
sponsible for charting the future plans of 
the film industry of China. They have an 
enormous task before them. The priori¬ 
ties of the country call for film-making to 
take its proper place in the scheme of 
modernizing a country of 950 million 
people. Film-making is vital to the bal¬ 
anced development of that great country, 
and it looks as though the decision¬ 
makers in China understand this fact. 
The Chinese are very desirous of getting 
all the help they can in orderto accelerate 
their plans for modernizing their film in¬ 
dustry and training their creative and 
technical film-makers. 

This visit to China, I hope, was a step in 
that direction. ■ 

(ABOUT THE AUTHOR: MILTON FORMAN is 
a Technical Consultant for motion picture 
productions and film stage and equipment 
design. Most recently he served as Technical 
Consultant to the Dino DeLaurentiis pro¬ 
duction of HURRICANE. He was also Asso¬ 
ciate Producer of THE DOVE, and Executive 
Producer to Harry Saltzman. Mr. Forman was 
the Consultant to the Samuel Goldwyn Stu¬ 
dios in the design of their new stages, and 
author of the book, ‘‘STUDIO STAGE SUR¬ 
VEY", published by the Motion Picture and 
Television Research Center. Formerly he held 
the post of Vice-President and Consultant for 
Cinema Products Corporation, and was pre¬ 
viously the Managing Director of Berkey 
International and President of Colortran. He is 
an Associate Member of the American So¬ 
ciety of Cinematographers.) 
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We guarantee professionally 
maintained equipment at the 
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equipment needs. 

Similar saving on Sony Video¬ 
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For daily delivery in NYC or 
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NCE 
ANIMATION 

MOTOR 

If you own an Arri, Mitchell, Cine 
Special, Maurer, B&H 2709, Eastman 
Reflex or any other camera with an 
outside drive shaft you can have a 
motor driven single frame camera for 
either animation or stop motion pho¬ 
tography by adding the NCE Anima¬ 
tion Motor now manufactured by AGE 
Inc. The NCE is an integral system 
of motor, adapter and control unit 
which, with the correct adapter, con¬ 
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professional camera. Standard fea¬ 
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and continuous run switches, forward 
and reverse function indicator lights 
and manual motor release for thread¬ 
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The Foba all-metal professional motion picture 
tripod features a Pro Jr. flat-top plate which 
accepts Pro Jr., O'Conner C and 50, Miller 
F and Pro heads. Foba's unique tubular 
adjustable legs allow the tripod to be used in 
both standard and baby positions. Legs can 
be adjusted individually or simultaneously. 
Tripod comes complete with triangle-type leg 
locks and elevating riser plate. Foba was 
selected for use in filming the 21st Olympiad. 
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THE FILMING OF “ALIEN” 
Continued from Page 808 

became my primary concern, and when I 
went to Los Angeles I saw some artwork 
in a book by H.R. Giger. There was a 
half-page in that book that was just amaz¬ 
ing. I’ve never really been so shook up 
about anything. I just said, “This is the 
basis of the creature.” From that point on 
we had a very factual, very specific, 
superbly rendered representation of 
what the Alien would finally be. It was 
valuable to know what his final stage 
would be, because then you could work 
backwards and biologically create 
stages of his development. In this case, it 
was necessary to do that. You had to be, 
to a certain extent, an industrial designer 
in order for it to look real. You had to 
develop a basic understanding of how it 
would work, how it would move. It’s the 
same with any biological sort of creature 
that you are constructing. You’ve got to 
think of it in anatomical terms. 

In this case we went from the final 
stage of what he was and jumped back to 
what he would look like as a baby. There 
had to be a certain shape related to the 
final stage, and that’s partly how we ar¬ 
rived at the nasty one. The thing that 
sprung out of the egg—the “peram- 
bulatory penis”, as we used to call it—is 
the father. It is an abstract entity, in a 
sense, because all it does is plant a 
seed. Once having conceived, it dies, 
and the next generation takes on charac¬ 
teristics of whatever life form it landed on. 
It could have been a dog, in which case 
the Alien would have taken on a dog 
form. The result is a combination of two 
elements: the original creature and 
whatever host it uses. 

During the course of designing, the 
Alien went through many changes, be¬ 
coming more refined and more animal¬ 
like. I wanted it to look animal-like, rather 
than fantastic—because the word fan¬ 
tastic means “not quite real”, and I 
wanted it to look real. 

Designing the creature in all of its 
phases was a difficult problem—getting 
the forms and textures right and all 
that—but getting from the design on 
paper to the actual thing was the worst 
area. What may look great on paper you 
may never be able to get to look right 
when you construct it, or you may have 
such a colossal weight problem that it 
becomes an impracticality. The mecha¬ 
nism of how we would make the face and 
head function became just too much, in 
the short time that we had, for Giger to 
tackle. We had put a work force of people 
around him that would come up with all 
the elements involved in the derelict , 
spaceship, the interior of the derelict, 
and the Alien. Sculptures and working 
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scale models of these would then be 
handed to the Construction Department, 
which would have to build them and 
make them work. Every process was 
difficult, and to keep it within its budget 
was even more difficult. 

At this point, Carlo Rambaldi, who is a 
mechanical genius, came onto the proj¬ 
ect. He was an industrial designer origi¬ 
nally, so there was a great deal of prac¬ 
ticality attached to his artistry. He looked 
at the head, loved the artwork ana me 
whole intention of the film and, even 
though he was up to his eyes in other 
things, he was somehow able to say, 
“Okay, I can get involved in the face and 
make various things happen.” And so, he 
came in for three or four weeks, working 
with Giger. 

Carlo Rambaldi designed the mechan¬ 
ics of the head, made the lips work, made 
the jaws function. Normally you can’t 
stand to have the camera take a close 
look at things like this, but it was so good 
and I was so pleased with it that I just did 
a huge closeup on it. 

I feel that in the process of feature¬ 
making, the director should be involved 
straight through—and so I have been. 
The editor, Terry Rawlings, was cutting 
the film behind me all the way. As I was 
shooting, he was editing, so every night I 
was able to see what was happening. We 
would discuss it and he would make 
refinements, then carry on making 
assemblies as the footage was coming 
in. This worked so well that eight days 
after the end of shooting in October we 
were able to show 20th Century-Fox a 
two-hour and 22-minute cut. 

Of course, long before that stage was 
reached, the people at Fox had got wind 
of the fact that we were working on some¬ 
thing special and I think that it grew in 
their estimation from the original 
$4,500,000 film they had planned to 
something that might really have a shot 
for them the following year. And so, very 
soon, the May 25 release date became a 
fact that we had to stick to. Consequently, 
Fox then kept a very close eye on it all the 
way through. 

We had to keep showing cuts four 
times during the filming—leaving huge 
gaps here and there for special effects 
shots and miniatures. The Fox people 
were fully convinced that they were going 
to run the film in theaters on May 25, so, 
at whatever cost, we had to get it out. 
This meant that at the end of shooting the 
principal action there was no let-up what¬ 
soever. I had to go crashing straight 
across from Shepperton to Bray Studios, 
where the effects and miniatures were to 
be shot. Derek had finished at Shepper¬ 
ton and now I was joined at Bray by the 
miniature effects Director of Photog¬ 
raphy, Denys Ayling, and Special Effects 
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sures perfect sound recording in 
all conditions where wind or air 
movement is present. Its aero¬ 
dynamic design screens the mi¬ 
crophone from wind but allows 
sound in. Although extremely 
lightweight, the Zeppelin is vir¬ 
tually indestructible and can be 
boom mounted or hand held 
with the Independent Suspension 
Shock Mount. There are Zep¬ 
pelins available to house Senn- 
heiser 816 and 416, AKG CK-8 
and CK-9 and other similar mi¬ 
crophones. Zeppelins and ISS 
Mounts are all-American made. 
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Cordless Microphone Systems 

Transmitters small enough to be hidden 
almost anywhere, tiny microphones that 
are so unobtrusive that they probably 
won’t even be noticed, hand-held mic¬ 
rophones without the encumbrances of 
hu ndreds of feet of wire—that’s what cord¬ 
less microphone systems are all about. But 
there’s one more factor of prime impor¬ 
tance — reliability. If you’re in television, 
radio or film and you want a cordless mic¬ 
rophone system that not only offers the 
most advanced state-of-the art electronics 
but the highest reliability rating in the in¬ 
dustry, Swintek is the answer. There’s a 
Swintek transmitter and receiver to fit your 
specific needs, no matter what your re¬ 
quirements. Check with us today about the 
greatest name in cordless microphone 
systems — Swintek. 
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Supervisor, Nick Allder, who came across 
with his floor effects unit from Shep- 
perton. 

I got involved with the model-making 
and shooting and found it to be just amaz¬ 
ing, really interesting. I had my editing 
rooms at Bray, so I was editing while still 
shooting. The process of filming minia¬ 
ture shots carried on right up to the last 
minute. You do it and it’s not quite right, 
so you do it again—and maybe again, 
until eventually there comes a point 
where you have to be practical and say, 
“That’s good enough.” The whole proc¬ 
ess was a railroad track right through to 
May 25. There was no let-up at all. 

In the making of a film like ALIEN, 
there is a whole large group of individuals 
who tend to get overlooked and who don’t 
get enough emphasis really. The Art 
Department is a prime example. Their 
budget alone approached $2,000,000. 
That means that there was a huge 
amount of designing, apart from the 
overall visual concept. Then there was 
the challenge of taking that visual con¬ 
cept and building it in the form of sets that 
will work on film. You are then actually 
constructing reality. That can be well 
done or it can be really badly done. I feel 
that in the case of ALIEN it was extremely 
well done. 

There were several key people in the 
Art Department who worked closely with 
Michael Seymour, my Production De¬ 
signer, who really steered the whole thing 
in terms of the way it looked and who 
designed an awful lot of separate things. 
It takes a lot of courage to handle a 
budget like that, but he made it work. 

Mike had two great guys working with 
him—Art Directors Roger Christian and 
Les Dilley. It was Dilley who really de¬ 
signed a lot of the exterior planet work 
and who was very involved in the model 
of planet terrain that was placed around 
the derelict spaceship. The derelict was 
a miniature about four feet across and it 
was sculpted by Peter Boysey. It was an 
absolutely superb sculptural work. 

Roger Christian is a very special talent 
in that he is a master draftsman. There is 
an absolute art in what I call “grafitti” and 
it involves layers on layers of detail. It 
really is a form of graphic sculpture and 
everything looks like it works. 

Then there was the Construction Man¬ 
ager, Bill Welch, who saved the film com¬ 
pany a lot of money by holding strictly to 
schedule and always knowing where he 
was in relation to his budget. The car¬ 
penter and painter units working under 
him totalled nearly 200. 

It takes an army of dedicated people to 
make a feature film—and on ALIEN we 
had a marvelous army. ■ 
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1700 N. Westshore Blvd., Tampa, FL 33607 

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 

DON'T LOSE YOUR HEAD! 
We will renew your Fluid Head and overhaul 
it completely to be BETTER THAN NEW! 
Write or call us for our super fast service and 
low prices. 

1994 N.E. 149th St. 
No. Miami, FI. 33181 
(305) 949-9084,9085 OF FLORIDA, INC. 

PHOTOGRAPHY 

16-35 PANAVISION 
ALGIDDINGS 

415530-1122 

BOLEX ACCESSORIES 
■ 24-Frame Sync. Camera motor 115V 
■ Var. Speed Battery Camera motor 24V 

i ■ 400-ft. Magazine w/400' counter in camera 
i ■ Intervaltimer—Range IVi sec. to 36 min. 
i ■ Animation motor. Fits single-frame shaft 

Write for Bolex Accessory Catalog 

STEVENS ENGINEERING CO. 
P.0. BOX 1605, 

MEWPORT BEACH, CA 92663 
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BUY-SELL-SWAP HERE 
EQUIPMENT FOR SALE 

ECLAIR/CAMEFLEX 16/35 cameras, 2 bodies, 
1 motor, 5-35 magazines, 4-16mm mags., all in 
special cases, $6000. ROGER BARTLETT, 
P.O. Box 3914, San Diego, CA 92114. (714) 
264-3686 evenings. 

O’CONNOR 50 head, mint condition, w/cases, 
standard, baby legs, and hi-hat, $1000. BOB 
SEAMAN, (213) 392-4371, 451-9777. 

BEAULIEU R-16 with Angenieux 12-120mm, 
Uher recorders, cases, cords, filters, 200“ mag¬ 
azine, etc., excellent, $3000. Angenieux 9.5- 
95mm with C adapter, a beautiful lens, $1495. 
Interested parties call (805) 965-8506 days, or 
964-6121 evenings. DAVE SOMMERS. 

O’CONNOR 50 fluidhead, B&S tripod, highhat, 
like new! $1,100. (415) 564-8915. 

SHOWCHRON editor, 6-plate, $5294. Leo- 
Pack battery 28V, $277. Guillotine 16mm 
splicer, straight and diagonal, $134. Leopod 
shoulder brace, $103. Moviola rewinds, WDUS- 
16, $27. Triner postal beam scales, 4 lbs., $57. 
Polarizing filter, 4V2", $37. 85, K-2, 15, and 25 
filters, 4V2", $31 each. Haze 1, K-2, 15, 25, 58, 
47, UV17, clear, 85, 85B, 85C, 81A, 81EF fil¬ 
ters, series 9, $11.75 each. Neutral density fil¬ 
ters, 1, 2 and 3 stops, $15.55 each. Low con¬ 
trast filter #3, and low contrast filter #5, $20.50 
each. Parabolic microphone shield, aluminum 3' 
dia., $75. HOWARD BASS, Box 81799, College, 
AK 99708. (907) 452-2906. 

ECLAIR ACL, 2 magazines, 200 ft., Xtal motor, 
12-120 Angenieux, case, $3750. Arriflex 35mm, 
crystal motor, 25-250 Angenieux, 2 magazines, 
case, battery, zoom motor, $7950. Colortran 
crab dolly with O’Connor fluid head and shipping 
case, $3950. Moviola 16 UL20S picture &. 
mag/opt sound, one year warranty, $2150. Arri 
35 blimp with sync motor, $2950. SAWYERS, 
6820 Santa Monica Blvd., Hollywood, 90038 
(213) 466-6111. 

CAMERA CLEARANCE SALE CONTINUES 
2 NPRs, 400 mag, Beala, Angenieux eyepieces, 
case, complete. ALCAN NPR motor. Arri 16BL, 
12/120 w/snoot, 2-400 mags, case. 2 ACL’s, 
3- 400 and 2-200 magazines, case. 16 Arri S, 3 
lenses, case, accessories. Bolex H16, Nagra 
4- S, Nagra III, with external XTAL. O’Connor 50. 
Editing, camera accessories, lots of miscel¬ 
laneous lenses, projectors—Call us—LEE MO¬ 
TION PICTURE, 1016 N. Sycamore Ave., 
Hollywood, CA 90038. (213) 876-1100. 

NEW FRENCH ACL, multi-duty motor, auto- 
erect viewfinder, two 400’ mags, $11,500. An¬ 
genieux 10-150mm zoom lens, $3,500. Nagra 
IV-S (stereo) recorder, $5,000. All very clean, 
low usage. Call in Los Angeles. (213) 822-7358. 

FOR SALE: 2 lenses, Angenieux 9.5-57 zoom, 
10-150 zoom, 9 months old, $3000 each. (212) 
691-0843. 

O’CONNOR 50 fluid head w/NCE legs, $900. 
J-K optical bench, $1200. GARY COHEN (413) 
863-9363. 

ARRI 16SR with 2 400 ft. mags, rt. and left hand 
grips, 2 batteries and chargers, choice of lenses. 
M. Schlansky, GENERALCAMERACORP., 471 
11th Ave., NY 10018. (212) 594-8700. 

SWITAR 25mm f 1.4 w/RX mount, $350. HELIX, 
325 W. Huron, Room 1588, Chicago, IL 60610. 
(312) 944-4400. 

SIEMENS Interlock, mint condition, $2,300. 
Sonorex Interlock, $2,950. Siemens Interlock, 
needs repairs, $1,500. Magnasync X-400, 
16mm recorder, like new, $1,150. Magnasync 
recorder system, 3 recorder dubbers, looping, 
remote, solid state electronics, distributor, dual 
channel, 3 six foot racks, interlock projector, 
complete system, $8,500. SOS Hot press $350. 
DeVry 35mm portable interlock, $3,950. Movi¬ 
olas 16&35mm viewers, splicers, thousands of 
goodies. Catalog. INTERNATIONAL CINEMA, 
6750 NE 4th Ct., Miami, FL 33138. (305) 756- 
0699. 

SIEMENS, 16mm double-system projector, 
complete, overhauled by Arriflex, $2000. EV 
668 mike, $200. 2 gang 16/35 synchronizer, 
$150. (213) 465-6037. 

EQUIPMENT FOR SALE 

ANGENIEUX zoom lenses: 17-68mm, 9.5- 
95mm, 15-150mm, 12-120mm, $195. to $1700. 
Prime lenses. Angenieux, Cooke-Kinetal, Kinop- 
tik, Schneider, Switar; 9mm to 250mm, $100. to 
$1150. Bolex 400’ magazines, $175. Eclair ACL 
200' magazines, $500. Arriflex 8V variable 
speed motors, $225. Arriflex governor- 
controlled motors, $300. Arriflex torque motors, 
$300. Sonorex projectors, $3500. Nizo Pro 
800P camera with 7-80mm lens, $600. Hassel- 
blad 2000 FC camera, with 80mm Zeiss lens, 
12A back, waist level finder, standard wind 
crank, $1800. Showcron 16mm console editors, 
6 plate, $5000. O.H. HIRT, 41 N. 11th Street, 
Philadelphia, PA 19107, (215) 629-8560. 

BEAULIEU R16PZ sync camera, Angenieux 
12-120mm, 200' magazine, two 500 ma bat¬ 
teries, charger, 8 amp matched Cine-60 power 
belt, sync-pulse generator, cables, glass filters, 
fitted Halliburton case, just completed a 35mm 
blow-up feature with this camera. Perfect res¬ 
olution! Excellent condition! $2300. BOB 
BLISS, 1722 West 39th, Kansas City, MO 
64111. (816) 931-8181.  

NEW ANGENIEUX 12-120 w/AV-30 VF or 7 Vz" 
VF, $1,995. New 9.5-57 W/AV-30VF, $2,995. 
Call or write: GENERAL CAMERA CORPORA¬ 
TION, 471 Eleventh Ave., New York, NY 10018. 
(212) 594-8700, Mr. Schlansky. 

FOX STUDIO 35mm cameras with crystal sync, 
prime and anamorphic lenses. For rent or pur¬ 
chase. #1820 AMERICAN CINEMATOGRA- 
PHER, (213) 662-4507, 463-5903.  

16mm projector, Bauer model P5M-15 optical 
and magnetic sound, mint condition, $650. 
PATRICK O’HARE (414) 425-7877. 

BOLEX Rex 5 16mm camera with MST motor, 
battery, three very sharp Switar lenses, hand¬ 
grip, excellent condition! $1750. Call (307) 733- 
3617.  

ARRIFLEX 16BL, excellent condition, 10-100 
Zeiss motorized zoom, 2-400 ft. magazines, 
offset finder, matte box, crystal lok, 2 belt bat¬ 
teries, case, $7,900. ELI RESSLER, Box 5375, 
Beverly Hills, 90210 (213) 275-0265. 

JK 45A3 Optical printer, three heads, no cam¬ 
era, used one year, $5,500. (414) 355-4500. 

AMERICAN CINEMATOGRAPHER Magazines, 
148 issues, $125. plus shipping. Complete list of 
issue dates sent on request. Louis Sherman, 
2012 Beverly Way, Las Vegas, NV 89104. 

CP-16R, mint condition, Canon 12-120 macro, 
TVT shutter, location case, filters, accessories, 
warranty, $9,000. (805) 965-3197. 

16mm Portable sound recorder, Stancil-Hoff- 
man S6, both center and edge track heads, ex¬ 
cellent condition, $700. Contact BYRON L. 
FRIEND, 1123 Harrison Park Ridge, IL 60068. 
(312) 823-1418. 

BOLEX H-16 Rex 5, $1,595. HELIX, 325 W. Hu- 
ron, Room 1588, Chicago, IL 60610 (312) 944- 
4400. 

O’CONNOR SOD head, $1,100. Foba legs, 
$400. Zeiss 10-100 CPR mount, $900. Century 
1 4.5-385mm rotating “T” mount w/CPR adap¬ 
tor, $400. Nagra SNN, crystal, $1,600. Nagra 
4.2, QGX, QSLI, preamps, $4,000. PHENIX 
PRODUCTIONS, (914) 947-2902. 

CLOSING black & white motion picture lab. 
Peterson pedestal printer with sound & pix 
head, air vac, B&H light valve, color tape punch 
and reader, $12,000. 2 B&H J printers with Uni¬ 
corn tape readers and punch $6000 each. 3 
B&H J printers converted to Super-8mm by 
Peterson $4500 each. 3HF super lab proc¬ 
essors B&W neg. pos. 2 model 25 Rotex dual 
silver recovery units, $3000 each. Send for 
complete list of other equipment. BONINE INC., 
P.O. Box 88, Clive, IA 50053 (515) 255-3195. 

PRINTER Peterson 16mm picture and sound 
head, B&H 35/16 printer. Depue printer parts, 
developing machines, pumps, projectors 35mm. 
Additional varieties equipment available, call 
with your requirements. NEPTUNE CORPO¬ 
RATION, 115 W. 45th St., New York 10036(212) 
765-4785. 

EQUIPMENT FOR SALE 
NAGRA III recorder, built-in crystal, leather 
case, KAT 11, ATN, Sennheiser 804, Electro- 
Voice 635, earphones, cables, absolute mint 
condition, $1795. COURTNEY, 2547 W. Fargo, 
Chicago, IL (312) 465-4909 Evenings. 

ARRIFLEX 16SB, Angenieux 12-120, 2-400 ft. 
mags, VS motor, CS motor with Rangertone 
sync pulse generator, periscope, O’Connor 50 
tripod w/baby legs & hi-hat, 2 batteries, cases, 
used little, excellent condition, $7,200. (313) 
627-3797.  

BOLEX H-16 EBM outfit w/power grip, Ni-cad 
charger, Vario-Switar 16-100mm fl.9, POE-4, 
$2,895. for the package. HELIX, 325 W. Huron, 
Room 1588 Chicago, IL 60610 (312) 944-4400. 

ECLAIR NPR Package. 2-400’ Coax mags, wild 
and sync motors, 12-120 Angenieux zoom, 
100mm Baltar, Anton-Bauer battery, fitted 
cases, $6,000 or best offer. Contact BYRON L. 
FRIEND, 1123 Harrison, Park Ridge, IL 60068. 
Phone (312) 823-1418. 

KEM 8-plate, 16mm 2-picture, 2-sound, 35mm 
upright Moviola 2-picture, 2-sound (312) 642- 
4475.  

ARRI 16BL w/12-120 zoom, univ. motor, matte 
box, 400-ft. mag, battery, case, $8,450. Arri 
16S w/sync gen. w/16, 25, 50 lenses, matte box, 
const, sp, motor, 400-ft. mag, battery, case, 
$4,150. Eclair 16NPR w/12-120 zoom, 2-400 ft. 
mags, motor, battery case, $7,900. Arri 35 
MC/w/gen, 28, 50, 75 lenses, matte box, const, 
sp, motor, 2-400x35 mags, hi-hat, battery, case, 
$4,950. Arri 35 IIC, same as above, but w/hi 
speed motor, $5,450. Ang. 25-250 zoom lenses, 
complete w/3 proxars, Mit & Arri mounts, sup¬ 
ports and case, $3,990. ea. Blimped Mitchell 
system 35 complete w/camera, motors, zoom, 
etc., $14,500. All cameras have full aperture 
and TV ground glass. Steadicam outfit complete 
for film or video, $16,500. Have loads of film and 
video equipment, Send for list. MPCS VIDEO 
INDUSTRIES, INC., 514 W. 57th St., NY 10019. 

16mm EDITING table, Hollywood differential 
rewinds, Moviola motorized 4 gang synchronizer 
with four sound heads, amplifier with built-in 
speaker, $475. Zeiss Moviscop viewer, $125. 
Guillotine tape splicer, $125. All plus shipping. 
LOUIS SHERMAN, 2012 Beverly Way, Las 
Vegas, NV 89104. 

16BL w/12-120, crystal mtr, 4-400 foot maga¬ 
zines, power cable, battery, prime lens housing, 
and case, $7,995. Call or write, GENERAL 
CAMERA CORPORATION, 471 Eleventh Ave., 
New York, NY 10018. (212) 594-8700. Mr. 
Schlansky. 

ANIMATION Xerox standard #4; 35 B&H 
Eyemo, reflexed w/zoomar lens, 35 N.C. Mitch¬ 
ell primes, mattes, motors, mags. 35 BNC 
Mitchell sync interlock motors & more. Eclair 35 
standard CM3 w/mags. 16 Pro Mitchell w/blimp, 
4 primes, motors, sync/VS. Trade or sell —Real 
estate, or Animation stand. Low prices. Call 
(301) 587-4942 or A.U.S., 7301 Garland Ave., 
Takoma Pk, MD 20012. 

TWO 35mm ARRIFLEX cameras, two motors, 
two magazines with all other accessories for 
above Arriflex. Price US $6,856. Contact, 
NORTHWOOD, P.O. Box 188, Monte Rio, 
95462. 

1000 Amp DC generator, mounted inside 5 ton 
truck, baffled, $18,000. Call (415) 468-5220. 

BOLEX Rex-5, Angenieux 12-120, MCE17B 
motor and battery case. Like brand new, $2200. 
Evenings (914) 357-1298. 

FILMLINE processor FE-50, fine condition, re¬ 
built past winter, many new parts and tanks in¬ 
cluded, $7,000. (513) 621-4930. 

FOR SALE: ARRI 16S body, universal matte 
box, wild motor, cables, S/N 13, 814, one owner, 
not rented, fine condition, good buy if you need a 
reliable MOS backup camera, $1980. (213) 
477-9524 days. 

PHOTOSONICS 500 fps camera wanted—any 
condition considered. Will buy outright or trade 
Arri S top condition. (404) 981-6100. 
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EQUIPMENT FOR SALE WANTED MISCELLANEOUS 
BOLEX EBM, Angenieux 12.5-75mm zoom lens, 
and accessories, $1300, BILLY SAROKIN (212) 
255-8698. 

CRYSTAL-SYNC. Best accuracy, purest sine- 
wave, simplest design, finest components, low¬ 
est price. The obvious choice for Nagra or cas¬ 
sette. Quantity discounts to professional in¬ 
stallers. TCS, 3227 49-SW., Seattle 98116. 

CP-16R, 9.5-57mm Angenieux, both just ser¬ 
viced, two batteries, chargers, four PLC-4A 
mags, soft case, $7500. POLYMORPH FILMS, 
118 South St., Boston 02115. (617) 542-2004 

ANGENIEUX, 12-120 zoom lens, Arri mount, 
$950. ROBERT PEEBLES (716) 745-7500. 

SUPPLIES 
BLACK LEADER, 16mm, fresh stock proc¬ 
essed to 4.0+, guaranteed $.03/ft. min. order 
2000 ft., complete lab service and supplies. 
16mm & Super-8. LEO DINER FILMS INC., 350 
Golden Gate Ave., San Francisco, 94102 (415) 
775-3664. 

Molded Polyethylene cases, stock or custom 
sizes, with or without foam. THE PELICAN 
GROUP, P.O. Box 16667, Irvine, CA 92713 
(714) 559-4883. 

 SERVICES AVAILABLE  
HI-CONTRAST NEGATIVES or positive title 

cards to fit your titler or we can shoot 8, 16, 
35mm. Sharp, clean, professional, economical. 
Send for prices and style sheet. COMPUTASET 
TITLES, P.O. Box 88504, Seattle, WA 98188. 

3/4" Broadcast editing, $15. to $25. per hour. 
For more information contact, MR. HOWARD 
LIPTON (212) 446-3535. 

PROFESSIONAL filmmaker, top credits, 
shooting/cutting, 16-35-video. Call Jim (213) 
994-8484. 

RON PAUL URIARTE, cinematographer, 4na 
Unit cinematography, on location around the 
world, around the clock, (213) 660-6138. 

3/4" VIDEOTAPE editing system, offline/ 
mastering. HORIZONTAL EDITING STUDIOS, 
Hollywood, (213) 461-4643. 

ARRIFLEX, ECLAIR, ANGENIEUX service and 
repair, modifications, mounts, lens repairs, col- 
limation, through the lens projections—STEEN- 
BECK, sales and service. HERMAN GALLI 
CAMERA SERVICE, 6804 Melrose Ave., Holly¬ 
wood, CA 90038 (213) 931-4111. 

SITUATIONS AVAILABLE 
POSITION AVAILABLE —Well equipped Uni¬ 
versity motion picture units seeks filmmaker 
who is experienced in his craft and desires to 
polish his creative skills. Applicant must already 
be experienced in the technical aspects of 
cinematography and editing and be ready to 
lead and train a crew. Additional experience in 
writing and directing desirable. Salary $10,284 
per year. Send resume to: John R. Packwood, 
Motion Picture Production Manager; Georgia 
Center for Continuing Education; University of 
Georgia; Athens, GA 30602. Telephone (404) 
542-1731. 

LENS REPAIR TECHNICIAN, Century Pre¬ 
cision Cine/Optics in North Hollywood, CA has 
an immediate opening for one or more qualified 
individuals. Experience on professional motion 
picture lenses (Angenieux, Canon, Zeiss, etc.) 
preferred, but we will consider qualified trainees 
with related experience such as 35mm SLR or 
instrument repair experience. Salary open, Call 
Bill Turner or Steve Manios collect at (213) 766- 
3715. 

PROFESSIONAL CAMERA REPAIR TECHNI- 
Cl AN. Victor Duncan, Inc. has openings in Dallas 
for professional camera repair technicians. 
Interested applicants should have a practical 
background in camera mechanics and optics. 
VDI offers a complete employee benefit pack¬ 
age and excellent working conditions. Salary 
commensurate with experience. Call Frank 
Marasco collect in Dallas, (214) 369-1165. 

RADIO-TV Jobs . . . Stations hiring nationwide! 
Free details; "Job Leads,” 1680-PD Vine, 
Hollywood, CA 90028. 

MOTION PICTURE CAMERA TECHNICIAN. 
Alan Gordon Enterprises, Hollywood, CA is look¬ 
ing for qualified professional camera mechanics 
for 16mm/35mm equipment. Send resume to 
Sid Spalding, 1430 N. Cahuenga Blvd., Holly¬ 
wood. CA 90028. 

RAW FILM STOCK, 16/35mm will consider all 
types. Top cash. RAFIK, 814 Broadway, New 
York, NY 10003 (212) 475-7884. Collect. 

BELL & HOWELL HR or DR cameras, 400 
magazines, finders, 115AC motor 41-1 ratio, 
Kodak K-100 cameras. NATIONAL FILM COM¬ 
PANY, 10302 Kingspoint, Houston, TX 77075. 

WANTED: Professional motion picture equip¬ 
ment, 16mm and 35mm, cameras, lenses, lights, 
sound, editing, projection lab, etc., for outright 
purchase or consignment. Supply complete 
technical description and price for immediate 
reply. Ted Lane, ALAN GORDON ENTER- 
PRISESINC., 1430Cahuenga Blvd., Hollywood, 
CA 90028. (213) 466-3561. 

PETER YAPLE or anyone connected with Mo- 
bius Films out of Salt Lake City, I need to talk to 
you desperately. Please call SCOTT (415) 397- 
2184. 

WANTED: INDEPENDENTLY-PRODUCED 
FILM (16mm) & Video (3/4"), all genres, sub¬ 
jects, prefer shorts, for distribution to pay tele¬ 
vision systems by ICAP, non-profit organization: 
returns 75% of gross payments to artists. Send 
description of work to ICAP, 99 Prince Street, 
New York, NY 10012. 

FIRE FOOTAGE —stock—all types of fires and 
firemen, rescues, DON PODLAS (213) 860- 
4776. 

RENTALS 
Optical printers, contact printers, animation 
stands, cameras, film cleaners, color analyzers, 
tape punches/duplicators, processors, editors, 
etc. We have customers all over the world for 
good used photographic equipment. Contact 
Don Stults, PIONEER MARKETING CORP., 
1021 N. Lake St., Burbank, CA 91502, (213) 
843-0530. 

EDITING rooms in Santa Monica. Fully equipped 
w/transfer facilities. Flatbeds or standard up¬ 
rights available. RAMSGATE FILMS (213) 395- 
8007. 

CINEMONTA/STEENBECK RENTALS, 
8-plate 16mm/35mm delivered to your prem¬ 
ises. KLM ASSOC., INC., West Coast (213) 
931-6151, East Coast (301) 299-7259. 

WANT TO SELL YOUR EQUIPMENT? 
Call Marvin Stern or Bill Sutphin at Birns & 
Sawyer, Inc. We need all kinds of motion picture 
equipment—Nagra III recorders (any condition), 
lighting (any type), Angenieux zoom lenses, etc. 
Let us know what you have. We pay top prices. 
Call (213) 466-8211 or come in. BIRNS & SAW¬ 
YER, INC., 1026 N. Highland Ave., Hollywooc, 
CA 90038. 

MITCHELL S35 or R35 MK II camera wanted. 
May be with or without lenses, magazines or 
motors. Write stating serial number, condition 
and price required. Reply to EUROSHOOT 
FILMS, 2645 Greenvalley Road, Los Angeles, 
90046. 

FILM EQUIPMENT WANTED will trade ’SOs or 
Antique jukeboxes. (714) 536-3224. ROGER 
MENDE, Box 549, Huntington Beach, CA 
92648. 

WANTED: 35mm background projector, 35mm 
Aerial Image Projector head, 35mm B&H 2709 
camera, 400 ft. Mitchell, Acme or B&H Bi-Pack 
magazines, any mis. animation equipment, 
35mm flatbed film editing machines. L.S.I., 238 
E. 26th St., New York, 10010 (212) 532-1865. 

WANTED: Nagra 3 recorders, O’Connor 100C 
and Worrall heads, zoom-lenses, 35BL cameras, 
lighting, NPR cameras, etc. Image Devices will 
buy your used film equipment regardless of 
condition. We buy outright or display your gear 
for consignment sale. Forthe bestdeal, call now: 
Toll free number (800) 327-5181, IMAGE DE¬ 
VICES INCORPORATED, 1825 NE 149 St., 
Miami, FL (305) 945-1 111, Image Devices Incor¬ 
porated, 1651 Phoenix Blvd., Atlanta, GA (404) 
996-0000. 

ANGENIEUX NEEDED. 24-240 Angenieux 
zoom with incorporated viewfinder, (for use on 
non-reflexed camera) needed at once. Any 
mount. Contact MICRON AUDIO PRODUCTS, 
210 Westlake Dr., Valhalla, NY 10595. 

KEM rentals in Hollywood. HORIZONTAL EDIT¬ 
ING STUDIOS (213) 461-4643. 

NAGRAS FOR RENT: Nagra IVs @ $79 per 
week, Nagra Ills @ $54 per week. Call for in¬ 
formation about Vegas, Sennheisers and other 
location sound equipment. SCHARFF COM¬ 
MUNICATIONS (914) 769-5087, Daily NYC de¬ 
livery. 

HOLLYWOOD editing equipment rentals at bar¬ 
gain rates. Also complete editorial services. 
CRAWFORD EDITORIAL, (213)463-7939. 
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For Hand-Held Filming 
TV PrimeTime Series, Commercials, 
TVNews, Olympic Sports World-Wide. 

Export Agents: 

11 Caesar Place, Moonachie, New Jersey 07074 USA • (201)939-0875 

Cables: Cinecraft Moonachie • Telex: Cinecraft Moon TLX 13-8875 

with or 
without 
FREZZI 

side-mounted 
amplifier 

world’s 
finest 

16mm cine 
camera” 

Model 
FR-16A 

For information write or 
call Sales Manager 
(New Jersey 201) 427-1160 or 
(New York 212) 594-2294. 

Frezzolini 16mm cine cameras & E.N.G. support equipment. 

Frezzolini Electronics Inc. 
7 Valley St. Hawthorne, N. J. 07506 OSA 

Made In U.S.A. 
U.S. Patent 

#D277,601 and 
Patents Pending 

for the improved 
features of this camera. 

Patent and trademarks 
in the U.S.A. and world-wide. 



-r^.(sj-,99/99*“000 I’-MEMBEF 
00 8~007»90C3a-00 1 1 2 

ALLAN L. to I LLIAMS 
EASTMAN KODAK COMPANY 
6706 SANTA MONICA BLVO. 
HOLLYtoOOD * CA 9003,8    

When it cmnes to 
meeting all the demands 

of today’s producers, 
most film labs can’t. 

Superior film processing 
and printing will always be 
Number One at Byron. But 
producers need more. They 
need as many first-class 
professional services in one 
facility as is possible. It 
makes sense. It’s easier to 
maintain quality control 
when everything is under 
one roof. 

At Byron Motion Pictures 
you’ll find two top-notch 
narration studios, complete 
with mix and looping 
facilities for film and video 
tape. 

Three screening rooms— 
one being a sophisticated 
mixing theatre and another 

which can handle a 
cinemascope feature for an 
audience of 50. Two elaborate 
conference rooms. Five fully- 
equipped editing rooms. 
Three fabulous music and 
effects libraries. And more. 

Twenty-four-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 known 
as Chromascan™. . unques¬ 
tionably, a transfer process 
that is light years away 
from those old kinescopic 
methods. 

Today’s producers need 

more than just a film lab 
from a film lab. That’s why 
there’s Byron. 

The producer’s laboratory. 
SERVICES: 
• PROCESSING & PRINTING OF 16MM, 
35MM • SUPER 8MM PRINTING • COL¬ 
OR NEGATIVE • ECO • EF • MS • VIDEO 
NEWS FILM • KODACHROME PRINTS 
• FILM-TO-TAPE TRANSFER • TAPE-TO- 
FILM TRANSFER (CHROMASCAN) 
• 1 /2", 3/4”, 1 ”, 2” VI DEO TAPE • 3/4” 
CASSETTE DUPLICATION • NARRATION 

65 K Street, Northeast 
Washington, D.C. 20002 
202/789-1100 
Professional Film and 
Video Tape Laboratories 

(Above) Electrostatically-clean 
Negative Conforming Room 

(Left) Sony Professional D-100 
Video Tape Cassette Duplicators 


