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EXCLUSIVE! SUPER SILENT
SYNC SOUND CAMERAS...EITHER

12 VOLT OR
T15voLT

When you use F&B/CECO’s Cinevoice*
Conversion with CINESYNC.

Complete power supply mobility is at your
disposal, whether you operate the camera
from our 4 Ib. 12V CINESYNC battery, 12V
belt battery, A 115V Frezzi, or in an emer-
gency, a 12V dry cell, auto battery, etc.

With our conversion, you get (at no extra
charge) our exclusive process that reduces
camera noise over 50%. Plus the optional
CINESYNC versatility that lets you shoot
double system wireless full sync sound.

Features:

% CINESYNC crystal frequency control and
inverter weighs only 9 ounces, and is built
right into the camera.

Y 12V DC-115V AC power supply selector
switch.

% A complete range of accessories from
short viewfinder and shoulder grip for
hand held shooting to buckle trip, sync
output, etc.

W Prices:
i¥ Basic conversion to 400 or 1200
capacity with sync motor, clutch,

filterslot,etc. ................. $ 695.00
Basic conversion with CINESYNC

modification ................. 1640.00
CINESYNC modificationonly.... 995.00

F&B/CECO’S CONVERSION CAMERA PACKAGE
IS AS LIGHT OR LIGHTER THAN ANY OTHER

Send for free illustrated literature and com-

“Registered Trademark of Bach Auricon, Inc plete list of accessories with prices.
1 pept, 143, 315W, 43rd St. 7051 SantaMonica Blvd. 51 East 10tk Avenue
N New York,N.Y. 10036 Hollywood, Calif. 90038 Hialeah, Florida 33010
3 Telex: 1-25497 Telex: 69-4536 Telex:51532
Branches in: Clevefand/ Atiuita/ Washington, 0.C./ Butfate (212} JU 6-1420 (213) 469-3601 {305) 888-4604
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To the cameraman who's tired of being o pack horse, good things
come in small packages. Like the new Frezzolini-designed 1000D Inverter.
Complete with quick change baitery, it weighs all of 3 ¥z pounds.
Throw in a spare baitery pack and you've got a five pound package that’ll
b keep you shooting oll day long. Compare that to the 15 or 20 pound pock
you're using now.
But if you couldn’t core less about on inverter's weight, try these
features for size: Choice of transistor or crystal control modules.
Integrated Microcircuits for power control ond reliability.
*.  Avtomatic rapid recharge in fourto six hours. Gold plated
) electrical contacts. Instant-start, Temperature stability.
Selection of low, medium, and high AC output voltage.
And a dozen other features that moke this inverter an
incredible advanee in poriable power supplies.
You've gotto see it to believe it. And since we're the people
who have it, we'd like to show it to you. The price of a

[
phone call will get you a free demonstration.
Camera C
321 W. 44th $1.,

, New York, N.Y. 10036
W Colt: (212) LT 1-1060
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New from

ZOLOMATICS!

Convert your Mitchell BNC Camera
into a Direct Vision Zoom Camera.

ASK YOUR LOCAL AGENT
FOR FURTHER DETAILS OR INFORMATION
OR WRITE TO:

941 NORTH HIGHLAND AVENUE, HOLLYWOOD, CALIFORNIA 90038

PHONE: (213) 464-8101
463-2181

286 AMERICAN CINEMATOGRAPHER, MARCH, 1959



from CONS DATED FILM

LEADER
: READER

AUTOMATIC DEVELOPER REPLENISHER CONTROL SYSTEM

4
1
. of ‘the  solu
tron. A great boon fo customers
of Consolidated Film Industries
CONSOLIDATED FILM INDUSTRIES
reet, Hollywood 38, Calif
2.0881 or HOllywood 9-1441
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THE NEW
STANDARD

igned an incomparable reflex system into
epted standard in
The BNC REFLEX is no makeshi

version.’ It is

the time-tested BNC with remarkable new versatility de-

an integral part of it, not added on. The optics

and other features are of unique Mitchell design, pro-

duce
tsmanship.

The BNCR is a master tool that gives the film-maker

in our tradition of excellence in engineering and

every desired studio capability, inclu g exceptional

zoom lens control. Co r some of its features.

udio cinecameras.

93% reflective stainless-steel mirror alternates full light
between reflex optics and film / Mirror and film shut-
ter rotation engineered for dynamic balance and flicker-
freefilm / Built-in power rectification for silent zoom
lens controls and inside-housing illumination / Oper-
ating sound below 24 db at 36 inches from pickup micro-
phone / Coated glass 5 times more anti-reflective
than any previously available / Standard BNC opera-
tion and controls but without rack-over requirement /
Accepts wide range of fixed focal length

and zoom lenses including Panavision.

MITCHELL
BNC REFLEX

#or comptete data on the Mitchell BNCR, contact Mitchell Camera Corp,, 666 West Harvard Street, Glendale, Calitornia 91204, Tel: (213) 245-1085

Vinten Mitchell Ltd., Bury St. Edmunds, Suffolk, England, Tel.: Bury St. Edmunds 2121
Nagase & Company, i td., 2chome Kobunacho Nihonbashi, Tokyo, Japan, Tel.: (662) 6211

AMERICAN CINEMATOGRAPHER, MARCH. 1969



all roads lead to
Mecca for color

.mEOCA

FILM LABORATORIES CORP. FILM CENTER BURDING, 830 NINTH AVE.,, NEW YORK, N.Y. 10036 « PHONE: 212-CO 6-7676
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BEHIND THE CAMERBS

Where directors of photography are shooting this month

By THREE TYLER

ABC,N.Y.C.

VINCENT GAITO, IRVING HEITZNER,
JOHN FLETCHER, OIRK ROY, “ABC
Scope”, ()

JOE BIROC, ASC: ““Too Late the Hero”,
70mm . Metrocolor

PETER JESSOP: “"The Avengers” (tv)

CASCADE

ROY SEAWRIGHT: Commercials
NE LSON CORDES: Commercials
DONALD PETERMAN: Commerciais

COLUMBIA
DANNY FAPP, ASC: ‘“"Marooned”,
Frankovich Sturges Prod, Ti or

GORDON WILLIS: “Loving”, Brooks Lid,
Prod,, Color, shooting in New York and
Connscticut
BILLY WILLIAMS: “The Mind of Mr,
Soames"”, Amicus Prad. £td., color shooting
in England

LUIGI KUVERILLER: “Well, Grandma's
Dead”, Vides Films, Color, shooting in Rome

TONI SECHI: “Brief Season” Dino
De Laurentiis Prod, color, shooting in Rome

LATHROP WORTH, ASC: “I Dretm of

Jesanie” (tv)
HAROLD STINE, ASC: “"The Outcasts” (tv)
ROBERT TOBEY, ASC: “‘Bewitched” {tv)

FILMEX STUDiOS
NY & HOLLYWOOD

SOL NEGRIN: Commercials
TOM MANGRAVITE: Commercials

INDEPENDENT

HEINZ PEHLKE, “De Sade”,
International, shooting in Berlin

American
JACK PRIESTLY: "'Stileteo’’; Avco-Embassy
Pictures; shooting in Puerto Rico

RICHARD MOORE: “"The Reivers”, Ravetch-
Krames/Solar Prod., color, Panavision

ROBERT HAUSER, ASC: “A Man Called

Horse’’, Sanford Howard Prod, coior, shoot-
ing in Durango, Mexico

270

JACQUES WMARQUETTE:
Commonwezalth United, color

RICHARD KLINE; ASC: “A Dream of
Kings”, National General, Technicolor, wide-
screen

WITOLD SOBOCINSKi: ““The Mercenary”,
United Artists, color, shooting in Spain

MICHAEL REE: “On Her Majesty’s Secret
Service", Eon Prod., Technicolor, Panavision,
shooting in Muvven, Swstzerland.

GIUSEPPE RUZZOLINO d'ERAMA OPPO:
“ ", P.E.A. Prod. shooting in Colom-
bia, Itsiy and France

BURNETT GUFFEY, ASC: “The One with
the Fuzz”, Mirisch-DFI.TFT Prod, color

PETER BARLOW: “Royal Hunt of the Sun”,
Royal films, Color, shooting in Peru

AUSTIN MCKINNEY: “Is this Trip Neces-
sary?”, Dorn Thor Prod, color

HASKELL WEXLER, ASC: "Medium Cool",
H & J Pictures, inc.

PIERRO PORTALUPI: “The Heroes™, Moulin
Rouge Prod. Technicolor, Cinemascope,
shooting in Iran

RON WINSTON: ““The Gamblers*, U-M Prod.
Eastmancolor, shooting in Yugoslavia

LUIG KUVEILLER: "The l.ady", Clesi-Euro
International, color, shooting in Italy

WILLIAM  ZSIGMOND: “Futz”, Guvnor
Prod.,, color, shooting in Stockton
JERRY FINNERMAN: “Man  Without

Mercy”, Cineramma-Cal-Master Prod,

NENOO IOVICIC: “Rs: Togetherness”, Cer-
berus Prod. cotor, shooting in Greece

JERRY MCCLAIN: “The Last of the
American Hoboes”, Titus Moody Prod,, color,
shooting in Britt, lowa

JOSEPH BRUN, ASC: ''The Wrong

Mountain”’— Taylor-Rof#man Prod, shooting
in Vancouver

VIC KEMPER: ““The Husbands”—Husband
Prod., Inc. shootingin NY

DAVID QUAID: “Did You Hear About
Jenny Shapiro”, Paloniar Prod,
DICK KRATINA: “The Angel Levine' -~

Belafonte Enterprises, shooting in New York

DRUMMONO DRURY, ASC: Commercials

HARVEY GENKINS: “N.Y.P.D." {wv)

TOM PRIESTLEY, SR: “NBC Documentary
Special”’, NBC-TV, shooting in Europe and
Africa

JIM WILSON: “CBS Documentary Special’,
shooting in Denver

LESTER MANNIX: “‘Sport Short”, Winik
Films, shooting in Main

MIKE LIVESEY: “Industrial Film”, Owen
Murphy Prod., shooting in No. Carolina

GIt GELLER: “Induswial Fitm""—Peckbam
Prod.

MAX GLENN: “Travel Film”, Max Glenn
Prod.

LEN STARK: Commercials

BILL SOPANEN: Commercials

URBAN SANTONE: Commercials
DICKMONTGOME RY : Commercials

LLOYD RITTER: Commercials

LARRY WILLIAMS: Commerciats

GENE FRIEDMAN: Commerciais

STEVE KOLAREK: Commercials

AKOS FARKAS: Commercials

ALLAN GREEN: Commercials

LEO LEBOWITZ: Commercials

VIC VALENZIO: Commercials

BILL GARRON: Commercials

MOE HARTZBAND, ASEC: Commescials
FRED HOfFMAN, Commercials, “Take the
Money & Run", Palomar Prod, shooting in
New York

RAY LONG: Commercials

VACHEL BLAIR: Commercials

WARREN ROTHENBERGER: Commercials
JIMMY KOLOGORATOS: Commercials
DON COHEN: Commercials

PETE PASSAS: Commercisie

RICHARD FRANCIS: Commescials

JERRY FEI ““Documentary Film' Feil
Prod, shooting in New Guinea

Continued on Page 351
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from the

industry’'s most
versatile dolly?

Available Exclusively in the
Western United States from

alan

GORDON
enterprises

You now have the power to shoot

in tight corners and narrow spaces
with the only dolly designed expressly
for inaccessible areas — the
Elemack SPYDER Dolly

Its four synchronized rubber-tired
wheels can crab, twist,

turn, steer or track in any

direction and can be changed

for track operation in minutes. This
ruggedly built, lightweight dolly
features a smooth-action hydraulic
center post, swivel seats for operator
and assistant, a maximum height of
50'2", weight of 221 Ibs., fully
opened diameter of 38%2". Collapses
to 252" x 521" x 244",

Jonathan Jib Arm Assembly —

Mounts easily on the Spyder making

it a dolly-crane capahle of revolving
360° and raising camera to lens height
of T feet. Minimum height is 3 feet.

For more information on SALE or
RENTAL of the Elemack Spyder
Dolly and accessories, contact:

alan gordon enlerprises .

GENERAL OFFICES: 5362 N. CAHUENGA BLVD.,
N. HOLLYWOOD, CALIF. 91601 (213) 985-5500
Rental Division: 1430 N. CAHUENGA BLVD.,
HOLLYWOOD, CALIF. 90028 (213) 466-3561

WHY NOT
SPYDER
POWER [ N N J

Elemack
SPYDER Dolly

IN THE EAST: THE CAMERA MART INC. / 1845 BROADWAY / NEW YORK, N.Y. 10023 / (212) 757-6977

AMERICAN CINEMATOGRAPHER, MARCH, 1969
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WHAT’S NEW

IN PRODUCTS, SERVICES AND LITERATURE

Cameravest New Carry-all Aid To
Motion Picture And Still Cameramen

Ron Waller’s Cameravest company is

making available
Cameravest for
through mail order.

After years in the field, Waller, a
professional cine and stiil photographer,
has found the need for portability of
lenses, film, and other equipment to be
a persistent problem for the location
photographer. The easily accessible
pockets of the Cameravest transport
light meters (even a large spot meter),
syringes, tape, filters, pencil light, still
film, etc. (One pocket is even large
enough for a 36mm 400 foot can.} In
the back of the Cameravest the specially
designed and easily accessible pockets
allow three lenses (fish eye to 200mm}
to be safely transported. The epaulets
on the Cameravest prevent shoulder
straps from slipping.

The Cameravest allows the photog-
rapher in difficult situations (on a crane,
in a tree, in the middle of a field, on a
large soundstage, etc.) immediate access
to any needed equipment or 3ccessories
without leaving his shooting position.

The vest further allows the camera-
man who works hand-held to fun with
"action” without being burdened by a
gadget bag. By wearing the Cameravest
it is no longer necessary for an assistant
to throw everything in a tripod bag or
be running back and forth to the camera
case. The pockets of the Cameravest are
so designed that, even while the wearer
is running, valuable lenses and meters
will not drop out or bang against each
other.

a multi-pocketed
cinematographers

272

The seventeen pockets of  the
Cameravest provide comfort, ease of
movement and even weight distribution,
The Cameravest is an attractive garment,
fully lined, durable, machine-washable
dacron and cotton poplin and comes in
beige, blue, grey and green in small,
medium and large sizes.

The Cameravest sells for $49.95,
postpaid, with California residents re-
quired to add 5% sales tax. The Camera-
vest company states no C.0.D.'s are
accepted and offers a complete money-
back guarantee. Company is located at
9000 Sunset Boulevard, Suite 1006, Los
Angeles, California90069.

Alan Gordon Enterprises Announces
Complete Line of New Star Filters

Alan Gordon Enterprises now has
available a complete line of the new
Gordon Star Filters, popular special
effect filters designed to accentuate
highlights with starlike patterns,

The hand.-etched filters are offered in
Series 5 through Series 8 and a special
Series 9 designed to fit the Angenieux
12-120mm Zoom fens, a 4% -diameter
filter to fit the 25-250mm Angenieux
Zoom lens and 2x2 and 3x3 square-inch
filters.

This is the first time a full line of
Star Filters has been available to the
professional photographer on a sales or
rental basis, according to Gordon
officials.

For further information on Gordon
Star Filters phone or write Afan Gordon
Enterprises, Sales Division, 5362 N.
Cahuenga Bivd., N. Hollywood, Calif.,
(213) 985-5500 or the AGE Rental
Division, 1430 N. Cahuenga Bivd.,
Hollywood, Calif., (213) 466-3561.

Recover 98% Pure Silver From Hypo Fix

An extended development program
has led to the production of the new
series of LANCO Silver Recovery Units.
Two models are presently available,
designed for maximum silver recovery in
photo processing, cine processing, med-
ical X-ray and industrial X-ray opera-
tions. Lanco equipment guarantees
tight-grain, 98% pure silver yields from
hypo fix . .. with quiet, efficient opera-
tion.

It is important to note that these
units are designed to eliminate costly
“down time” involved in stripping re-
covered silver. All Lanco Models require
only 15 minutes for easy drum replace-
ment.

Of exceptional interest is the small
amount of valuable floor space required
for either terminal or continuous re-
covery. For example, the Lanco 350",
capable of recovering $700.00 of silver
per week, occupies only 4 sq. ft. of
floor space.

Lanco Silver Recovery Unit% are
available for any requirement. The
Lanco “200” (Laboratory Model) fea-
tures recovery capabilities of 4 troy oz.
per hr., while the larger Lanco 350"
can recover up to 10 troy oz. per hr. As
an alternate to standard Models offered,
Lanco will custom design Silver Recov-
ery Equipment to complement any
print or film processing system. Dealer
inquiries invited.

AKG Introduces Dynamic
Shotgun Microphone

The AKG—D-800E is a new dynamic
shotgun microphone with a narrow
pick-up pattern and long distance
““reach.”

Applications for the new microphone
are numerous because of its novel de-
sign. It is especially useful for surveil-
lance, commercial sound, motion pic-
ture, broadcast work and audience par-
ticipation sound reinforcement.

The new microphone’s high degree of
directivity is achieved by the combin-
ation of the gradient and interference
principles. Its performance is charac-
terized by smooth frequency response
and an off-axis sound rejection which is
maintained over the entire range.

The unit incorporates a two-position
bass roll-off switch (-7 and -20dB at
50Hz), which permits use of the micro-

Continued on Page 350
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HEAT EXCHANGERS
Shell and tube type heat exchangers are
designéd specifically for temperature con-
trol of processing solutions. May be used
for single control or dual control systems,
Single-pass heat exchanger offers the great-
est amount of heat transfer area in the
least space. Design permits in-line instaila-
tion. Both models come in lengths from 10~
to 60" and are available in heliarc weided
Type 316 stainless steel or Hastelloy Type C

L oot 75 " REISE /

for finest quality PROCESSOR
ACCESSORIES & REPLACEMENT PARTS

TREISE ENGINEERING, INC.

1941 FIRST STREET » SAN FERNANDO, CALIF. 91340 « (213) 365-3124




Why are
filmmakers
switching

to CINE 60's
POWER BELT?

‘Lecause

CINE 60 OFFERS YOU THE
MOST ADVANCED CONCEPT
IN BATTERY DESIGN

wear belt.

» Completely sealed battery ceils,
maintenance free.

¢ Built-in charger and coiled
charging cable.

Belt shown above is:
UNIVERSAL POWER BELT
with 8.4V-12v-16.8 Vot Output

protection against shortcircuit. /&
This switch functions as an /O
automatic fuse, which will
reset automatically and
will never have to be
replaced.

* No awkward battery case
to get in your way.
e No bulky weight tugging at your shoulder.

* There is a belt for each professional camera
ranging in voltage from 6 to 30 volts.

* We also make a powerbelt, 30 volt, for

the Sylvania professional sungun

Cine 60—First in Safes, MOTION PICTURE

Service, Rentals, Repairs. c I N E 60 EQUIPMENT
' 4 |NC. SALES-RENTALS-SERVICE

Write now for complete
information and specifications. FILM CENTER @LDG. . G3DOTHAVENUE - NEW VORK,N:V.10036 - (212) 5866782
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BROOKS CAMERAS...

Serving Photographers Since 1940

Brooks Cameras is one of the largest retail suppliers in the
West for professional 16mm motion picture and television
equipment. We offer rush shipment on all famous-make
cameras, accessories, recorders, amplifiers, mikes, stands,
lights, tripods, editors, synchronizers, optical readers. Col-
lect calls accepted: (415) 392-1902.

TAPE RECORDERS

BEAULIEU R16ES ARRIFLEX 16S UHER 1000 PILOTONE
Automatic 16mm Camera Movie Camera BOLEX H-16 REX-5

. Built-in sound synch. for motion
Accepts several serva motor oper- Professional 16mm camera for 5 L
a(eﬂv:ngm lenses that take aﬁto- double- or single-perforated film. 16mm Movie Camera D:::t:lre ramiras.'lnlerrur?ble alun:!.
matic TTL readings, or operates | Takes 100-ft. daylight or 400-ft Professional 16mm reflex camera | Photo elec. level control & overloa
manually. Uses either 100-ft. film | darkroom-load mag. Mirror refiex equipped for interchangeable 400¢ | filter. Stroboscopic speed control.
loads inside camera or 200-ft. ca- shutter and_funder with diopter ad- magazine (or 1007 spools in cam- Monitering on and off tape (built-in
pacity access. magazine. 2 to 64 justment. Tri-lens turret. Elec. motor era), with its own electric MM-type speaker). Adjustable playback &

record equalization. 5" reels.

SEND FOR PRICES

fps. speeds, synch. and wild motor drive. 0-50 fps.
circuits. TTL mirror shutter finder. | $219500 without motor, lenses ?::e: :ﬂ:;—‘?;ﬁs aeni;ji:a;;‘:,r:sr;:,t
With 17-68mm E.E. 200m lens . . . or matte-box. Cameras sold with chargeable 12 volt, 3% Ib ha.tte
$1590; with 12.120mm E.E. zoom customer’s choice of motor(s), e i /g e SR
lens . .. $1969; Power-pack grip... Lo asd -mate - biok. Prices cp pack. All other features of previous
$69.95; Ni-Cad battery . . . $59.95 request = i Bofex H-16 Rex models inc!. auto-
QUest.  Arriflex Blimp $1935.00 | controlled var. shutter, 1:1 frame
shaft, auto. single frame counter,
3-lens turret, auto. loop former.
Wide range of accessories. WRITE
FOR PRICES.

AUTO.VARIO SWITAR 86 “OE” ZOOM ;
LENS (shown) FOR BOLEX H-16 NEW! NAGRA IV
REX . . . . . . $62500

Briefcase-size. Modular assy. 2-mike
input circuit. 3 speeds (15-7%;-
334*). Limiter and fading device.
Changeable internal pre-amps for
special mikes. 7% reels.

SEND FOR PRICES

TRIPODS

MILLER

Heavy Duty Pro. Tripod $139.50
MILLER

Fluid Head, Model D 150.00

SIEMENS 2000 PRECISION SYNCHRONIZERS

Double/Sixteen Sound Projector $ 616-2, 2.sprocket $127.50
Single/doubte system 16mm sound proal (4 o ”
projector with edge track. Optical S S 616-4, 4-sprocket . 192.50
or magnetic or both. Records and
plays back on both. Modular con-
struction permits adaptations for PRECISION OPTICAL READERS
special applications at minimum Model 600RL for 16mm

ZOOM LENSES

Angenieux Zoom for Arri
(12-120mm) . . . .$896

Angenieux Zoom for Bolex . $ 965

MILLER
Fluid Head, Model C Pro. 299.95

cost. Loudspeakers additional. and 35mm.. . . . $195.00 Anggn;e;vaZoom for Auticon 050 SEND FOR COMPLETE
(1 n ) S e e
. dPncehrangot :mm :lISSS,_IIIObI:D Model 800 for 16mm, 35mm Pan Cinor 86-2 foc Auricon LIST OF COLORTRAN
ouny syn;,/.cren a: ,'::u:;"a' aes and 4" Optical & Mag. 259.50 (17-85mm) .. $460 MOVIE LIGHTS
I S S S .
I 5 NEARNY at Maiden Lane - SAN FRANCISCO, 94108 PLEASEASERD UITEHS E
I (Prices Subject to Change Without Notice) I
m% N CHARGE [ CHECK ENCLOSED [] ]
BROOKS (@ "o :
Name:.

N Quarter of Address City State_—_ 1

(Calif, Residents Add 5% Sales Tox)
L 1 F L B 8 R 8 ]

CAMERAS
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Our cameraman isn’t wearing it. He doesn’t have to. Because
Beaulieu’s rechargeable nickel cadmium battery is built right
into the camera handgrip. Powerful? The 1000 mA model
will shoot eight 200 ft. magazine loads on a single charge.
But just asimportant, you can replace the battery with a fully
charged spare in seconds. With the Beaulieu 16mm, there’s
no need for batteries strapped around your waist or swing-
ing from your shoulder.

Take another look at the R16B “Auto-
matic”. That's a 200 ft. daylight-load
magazine on top, a sync pulse gener-
ator plugged into the side, and an
Angenieux 12-120mm zoom lens
out front. Now how much would
you say the entire outfit weighs?
Including the battery.

if you guessed as little as 12 pounds,
you guessed too much. it's 10%
pounds! And the price is just a
little over $2,650!

You don’t have to give up criti-

cally important features, either.

276

Like rock steady pictures. Like a mirrored shutter, for reflex
viewing with no prism between the lens and the film plane.

You also get the finest automatic exposure control system
ever built. A Gossen light meter measures the light intensity
coming directly through the lens. And it electronically con-
trols a miniaturized motor that instantly rotates the Ange-

nieux’s diaphragm ring to the correct aperture setting. No
footage is lost due to rapidly changing light conditions.
Sync sound is no problem. Your Beaulieu R16B Auto-
matic” teams up naturally with professional record-

ers, such as Nagra and Uher, for sync sound filming.

That's pretty good for a little over $2,650. Particu-
larly since you couldn’t get this combination in any
other camera even if you spent twice as much.

CINEMA < Beaulicu

A DIVISION OF HERVIC CORPORATION

To receive literature on Beaulieu 16mm and Super 8
cameras, or Heurtier projectors, please visit your finest
camera store or write Cinema Beaulieu, General
Office: 14225 Ventura Boulevard, Sherman Oaks,
California 91403 or New York Office: 155 West

% €8th Street, New York City, New York 10023.
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bl Joseph E. Levine Presents An Avco Embassy Film

HAROLD ROBBINS’

ST|LETT0

starring ALEX CORD  BRITT EKLAND

co-starring JOSEPH WISEMAN, BARBARA McNAIR ana PATRICK O'NEAL

Screenplay by A. J. Russell

PROCESSING AND PRINTS BY ,
NEW YORK HOLLYWOOD ISRAEL
PmdUCed
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ARRIFLEX at work

Filming on location in Athens with the ultra compaet Ari 35 2C

— ONE OF A SERIES

tameras ond ultra porfoble ColerTran Il "-'h'l.

GLOBE-TROTTING ARRIFLEXeAND UNIQUE ELECTRONICS
SOLVE LOCATION PROBLEMS FOR NBC'S “I SPY” TV SERIES

The normal shooting conditions for this fast-paced
weekly color series, created and directed by Mr. Sheldon
Leonard, could reduce many a cameraman to a nervous
wreck. “Each episcde is filmed in a different country,”
writes Foreign Location Director of Photography, Mr.
Fouad Said, "and if the script calls for a sequence in a
mobbed marketplace in Hong Kong or Mexico City, we've
got to have the whole set-up there, in the scene. Since
authenticity is requisite in this series, we certainly
couldn’t have masses of cameras and cables drawing at-
tention. Ourditlemma was: how in the world can we shoot
double-system sound, without destroying the natusal
feel of the setting?”

For quality sync-sound, without the encumbrance of
cables and connectors, Mr. Said's crew developed an
arsenal of electronic gadgets humorously akin to the
spy-gear used in the series itself. A sync-pulse is radio-
transmitted from the camera to the %" tape recorder,
several blocks away. Tiny wirel mikes are d
in the actors’ costumes. Special motors, operated by the
cameraman from his position behind the camera, control
zoom, focus and aperture. Cameraman and soundman
work in perfect sync, each with full control over his own
function and apparatus, but with no physical link be-

tween camera and recorder. For fast action and camera
mobility, for high picture quality without disrupting the
natural spontaneity and authenticity of the local scene,
Mr. Said chose Arriflex 35 2C cameras. No less than six
Arriflex cameras are included in his completely equipped
‘only one of its kind' mobile truck that can be flown to
any location in the world within 24 hours. Mr. Said ex-
plained, "l chose the Arriflex as our basic camera for its
mobility and lightness. With four or five major changes
of locale in each shooting day, it is necessary to use
very portable equipment that can be rapidly set up on
top of a truck, a building or a cliff, if need be—or that
can be hand-held in any situation. Furthermore, because
of communication difficulties involved in working with
foreign technicians, it is mandatory to use a camera
that requires a small crew, and is universally known.
Power is another consideration, since we're dependent
upon varying line voltages in different countries. We use
a 113V inverter, the smatlest in the world. Most cametas
could not be operated with such a light power plant.”

Mr. Said's choice of camera reflects the show's interna-
tional flavor. For wherever in the world you find skilled,
demanding filmmakers doing their best, invariably you'll
find an Arriftex at work.

PO Box 1050. Woadside. N.Y. 11377 A CURPDRATION OF AMERICA
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No place torest a tripod. Not
much chance to use a meter,
either. Perfect situation
forthe Scoopic-16reflex.
Canondesignedthe

Scoopic-16 tofit your TAKE A
hand, balanced and

braced for steady one-

hand shooting. That

leaves one hand free to W|m

slip your assistant an

occasional banana—or to
focus and zoom the built-in |
13-76mm1/1.6 Canon lens. L]

Let's take another worry off
your hands: you get perfect
exposures automatically,
Scoopic-16's buiit-in meter
compensates instantly,
without overshoot, for
changesin scene brightness
(you can set it manually, too).

We'll take something off
your belt, too: the battery
pack. Our internal battery
is good for about 8 rolls per
charge, and you can replace it
instantly with a pocket-sized
spare.

The price is pocket-sized, too.
Complete with case, battery,
recharger, lens hood and filters
the Scoopic-16 is only $1250.
That should be as easy to handle as
the cameraitself.

Canon U.S.A., Inc., 64-10 Queens Bivd.,
Woodside, N.Y. 11377

‘Canon Scoopic-16. Uses 16mm fitm, single or doubie
perforated on standard 100' spoola Canon-Zoom lens.

WHEN
CANT

/1.8 coated. Zoom range 13-76mm. ratio §.85:1, focusing
1o 5 feet. Fully ized CdS control
system (willy manual override} cross-coupled to all

running speeds, all f-stops {t/1 6-1/22). Selected

aperture ahowa on scale in viewfinder. Running speeds: 16,
24.32, 48 fps. Viewing brightness not affected by t-stop.
Bo 3 ? Al &

. film
counter. Motor driven by one 12 5v interchangeabla,
techargeable nickel cadmi battery (shoots approxil
8rolla/charge). Undecrwater case availabte.

Canon
scooric-16 M ™

Go where the action is.
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PRIZEWINNER

The Eclair CM3
has been used

in a great many
films that won
Hollywood
Academy Awards.
What’s more,

A 400 ft. magazine and three lenses ere mounted on the CM3 in this photograph.

the CMS3 has itself won an Academy Award.

“‘A Man And A Woman;"" “In The
Heat Of The Night;”" “Who's Afraid
of Virginia Woolf.” What do these
films have in common? They all won
Academy Awards. And they were
all shot entirely or in part with the
Eclair CM3.

In 1949, the CM3 (then known
as the Camerette) won an Academy
Award for its design. it was the first
reflex camera to win one. Only two
other cameras in current use have
been similarly honored. We must be
doing somethingright.

For example: you can change the
CM3'’s magazine in five seconds.
No threading; no loop to form.
That's all done when you load the
magazine, before shooting starts.
On the set, you don’t lose the mood
when you run out of film. It's just
another take; immediately. With un-
rehearsed action, you can shoot
right on andcover the lost five sec-
onds with a cutaway later. 100 and
400 ft. magazines, standard equip-
ment. 1,000 foot on special order.

Another example of doing some-
thing right: the CM3 is both a
35mm and a 16mm camera. Con-
version takes about ten seconds
and costs nothing (except that you
need different magazines for the
two film sizes). Just slide a 16mm
aperture into the regular 35mm
gate, and it's done. Or you can slide
in a Techniscope matte — or one for
any other 35mm aspect ratio you
choose. Shooting Techniscope,
your 400 foot load becomes the
equivalent of 800 feet, since the
film is advanced two sprocket holes
instead of four. Changing the claw
stroke to two perfs and the maga-
zine to feed 45 feet per minute also
takes seconds and costs nothing.
Similar conversions on other cam-
eras take several days and cost
around $1,400.00 each way.

The viewfinder’'s groundglass
adapts in seconds to match what-
ever format you're using, also with-
out tools and at no cost. And the
finder and eyepiece both rotate
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through 360 degrees, independ-
ently. Any angie —either eye. The
continuous reflex viewing has no
baffles,which makes it clearer than
the competition’s; and it's abso-
lutely accurate. You can clearly see
exactly what you're getting.

The rear-mounted magazine
helps you balance theCM3 on your
shoulder; and you can put the cam-
era's flat base on a tripod or on a
table top. The divergent three-lens
turret accepts still-camera lenses
or any others that you choose. What
else? Matte box; variable shutter;
12V DC motor with sync-pulse gen-
erator. Lightweight aluminum
blimp. And more. For information,
contact Eclairat 7262 Melrose Ave-
nue, Los Angeles, Calif. 90046.

eclair

-
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317 Motion Pictures Eligible
For Oscar Awards

A survey of films released during
1968 shows that 317 feature length
motion pictures are eligible for Oscar
awards, the largest number in six years.
Last year 288 motion pictures were
eligible for the Awards.

Eligibility is established by the rules
of the Academy of Motion Picture Arts
and Sciences, which will award Oscar,
its golden statuette, to the year's best
film, best performances by actors and
best achievements by filmmakers at the
41st Annual Awards Program on Mon-
day, April 14. The Awards Program, to
be held at the Dorothy Chandler Pav-
ilion of the Los Angeles County Music
Center, will be broadcast in color by the
ABC Television Network.

Any motion picture of feature
length, in English or with English sub-
titles, regardless of its country of origin,
is eligible if it started a week's exhibi-
tion for paid admissions in the Los
Angeles area during 1968.

The 317 eligible films include pro-
ductions from Great Britain, Belgium,
Israel, Denmark, Taiwan, Sweden,
Mexico, Hungary, Argentina, Canada,
Germany, Russia, Japan, Italy, France,
India, Czechoslovakia and Yugoslavia;
Spain coproduced three films and lce-
land co-produced one film, in addition
to those from the United States.

Separate consideration is given to
films competing for the Foreign Lan-
guage Film Award. Pictures submitted
for consideration in this category need
not have been exhibited in the United
States, but must first have been shown
in the country of their origin between
November 1, 1967, and October 31,
1968, and must be selected by a recog-
nized organization in that country sim-
ilar to the Academy of Motion Picture
Arts and Sciences.

Foreign-made films with sound
tracks dubbed in English are eligible for
all but acting Awards; actors whose
voices have been dubbed by others are
ineligible for Oscars.

Alan Gordon Enterprises Turns On
Lights for Schiatter-Friendly’s “Turn
Oon"

One of the most unique lighting jobs
in the motion picture industry has been
completed by Alan Gordon Enterprises

* INDUSTRY ACTIVITIES

Inc. at ColorVision Studios in Holly-
wood for the new George Schlatter-Ed
Friendly teleseries, “Turn On.”

Lighting engineers rigged and lit
Stage 2 with 400 ColorTran 1000 watt
quartz lights and fixtures which provide
400,000 watts of light or 800 foot
candles over the entire 11,000 square-
foot stage, according to Gordon v-p
Grant Loucks. A special transformer
was installed on the lot to handle the
power load.

The unique set, which consists of a
huge cyclorama, is completely ““‘whited
out” or shadowless as a result of the
lighting arrangement. Also, the tremen-
dous amount of foot candles provided
allows the show's cinematographer to
stop down lenses for increased depth of
field.

Alan Gordon Enterprises also sup-
plied alf camera and grip equipment
being used on the series, which is being
filmed with the Vidifilm System, cre-
ated by Alan levi, show’s associate
producer.

Foothill Film Festival To Be Heid
on May 24 and 25, 1969

Jimmy Murakami, named last May as
one of the first independent film-makers
to receive a grant from the American
Film Institute, will be among judges of
Foothill College’s eighth annual inde-
pendent Film-Makers Festival on May
24 and 25, 1969. Other judges will be
announced shortly.

Festival Directors Denos Marvin and
William V. Skyles say $1,200 in cash
prizes will be awarded by Foothill, a
Los Altos Hills, Calif. community col-
lege. Festival regulations and entry
forms are available on request. Marvin
and Skyles point out that in the past a
few competent artists have been barred
by the Festival’s relatively few technical
restrictions, but in 1969 effort will be
made to accommodate the technically
innovative and unanticipated if these
entries are submitted on 16mm. “Inno-
vative content” has always been
accepted, Marvin observes. Advance no-
tice of any technical departures is re-
quested from competing film-makers.

Murakami, partner in Murakami Wolf
Films, Hollywood, a corporation estab-
lished in 1964, has created award-
winning films including “The Top.”

Continued on Page 321
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CITATION QUALITY

CITATION QUALITY

CITATION QUALITY

CITATION QUALITY

CITATION QUALITY

Producer? Director? Cameraman?

TVC CITATION QUALITY
COLOR PROCESSING
means reliability with a Big Plus!

Your color dailies .. .intermediates. .
release prints...come through on
time. No idle boast. We deliver...
as you specify ... at costs that mean
value. Our personal customer
attention and precise quality control
make sure you screen what you saw
through the viewfinder. We're
probably the most modern color
processing set-up on either coast.
Nice people to deal with, too,

we're told. That's just great. ..

for everyone. Call us next time?

. Citation
. Quality
Color

LABORATORIES, INC,
311 west 43 street + new york 10038
(212) 586-5080
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ARRIFLEX 16BL

studies students for
University of Wisconsin

Just as the importance of a solid education has magnified im-
measurably in recent-years, so have the difficulties in providing
ever-increasing amounts of information to ever-increasing num-
bers of students. Educational television in the classroom has been
one solution—but whether it provides a clear, lasting understand-
ing for elementary-school subjects is a question that, for the sake
of these young students’ future, must be answered without room
for doubt.

What better way to explore this question than to film the stu-
dent’s reactions to the educational telecasts themselves. The films
could provide any number of experts an intimate, close-up look at
the situation, without intruding and interfering in the actual learn-
ing process.

But this, in turn, demanded that the cameraman himself make
no intrusion ... the first challenge facing Jim Santulli, cinema-
tographer for WHA-TV, educational station for the University of
Wisconsin. As Jim puts it, “kids have an incredible interest in
anything new—and present them with the excitement of a movie
production in their own classroom and, well, you can guess where
they'll focus their attention.™

Armed with an Arriflex 16BL equipped for single-system sound
recording, Jim added his skills as cameraman to those of psy-
chologist, tutor and diplomat. “We started with a question-and-
answer session about the camera. | felt that once the kids were
familiar with it, they would accept its presence and pay it no atten-
tion.” Having implanted this casual attitude, Jim was ready to
attempt his next hurdle—to actually shoot the students without
distracting them from the lesson.

“I simply began to move around the class during the program,
and was able to fiim individual reactions as | saw them without
disturbing the television lesson or the classroom teacher.”

Jim credits the camera for much of his success. “The 16BL is
completely inaudible just a foot or two away, so | was able to
getin reallyclose. Its easy maneuverability and one-man operation
really paid off, since | had to be cinematographer, assistant, tripod
and dolly all in one. But its convertibility to single-system sound
recording is what made the day—! don’t know what might have
happened if I'd been dragging sync cables all over the place, or
if we'd needed another man following me with a sound recorder
around his neck. | honestly believe 1 could not have goiten the
sound and picture quality [ did with any other camera.”

Jim concludes by describing the 16BL as the workhorse of WHA-
TV's photo department. Little wonder for, all over the world,
cameramen on industrials, commercials and features, as well as
educational films, acknowledge Arriflex as being at the head of its

RRIFLEX

WOODSIDE, N.v. 11377 CORPORATION OF AMERICA




Jim Santulli, Chief Cinematographer WHA-TV University Extension, The University of Wiscansin




CREATING A
LOW-BUDGET

"W

ABC affiliate blends film, slides,

a rock band and a light show into an
exciting “total experience” preview
of the network’s TV programming

ByPAUL TAYLOR
KOMO-TV, Seattle, Washington

On the giantscreenencirclingtheCharles Eamas-designedtheatre of Ssattle’s P

puise in colorful design to the rhythms of a liverock band.

Each fall KOMO-TV, the Seattle ABC affiliate, invites
sponsors, advertising agency executives, TV editors, news-
paper columnists and other special guests to attend a cham-
pagne buffet dinner and view the ABC promotion film. This
film features segments from each of the new season’s shows,
excerpts from a few specials and a review of the returning
shows.

in the fall of 1967 Margaret Hagerty, KOMO Promotion
Department Director and sponsor of the project, decided
that a more contemporary approach to the visuals was neces-
sary. She asked TV director Richard Morse at the station to
create the show for her. To make the viewing less commercial
and more enter taining for the guests, they decided to pro-
duce a multi-media, audience involvement type of show, uti-
lizing psychedelic lighting effects, live performers and a rock
band to accompany the ABC promotional fitm,

| was asked to re-edit the film, which was already well-
edited but did not fit our needs. Segments needed to be
repositioned and shortened or lengthened to coordinate with
the light show, live actors and the band. We also wanted to
add our own personalized open and close. Since Morse
wanted to use multiple projectors in some way, | decided to
edit the film into a triple-screen synchronized presentation.
Having for some time been interested in multiple-screen ef-
fecws, | looked forward to this project.

Three synchronized films, a light show, live performers, a
rock band, forty dinner tables and one very large room were
the components that had to be assembled to produce the
presentation. The first thing we needed was a theater w'ith a
giant Cinerama-type screen and at least ten projection ports.

ienceCanter, multipleproiectionsfrom filmandslides changoand




A random setection from the hundreds of 35mm Kodachrome slides photographed by theauthor for use inthe mixed-media prezentations. Commercial

slide projectors proved to be too slow for quick changes of slides required, so a special unit was bu

that was capable of changing several slides per

second, Change rase was consinuously variable and was precisely adjusted to the beat of the rock music used in the show.

In addition to these requirements, it had to be a theater
without seate!

This could have been a real problem, except that Morse
already had an idea. In 1962 Seattle built a World’s Fair near
KOMO, Across the street the federal government erected its
contribution to the fair, the ten-million-dollar Pacific Science
Center, which has become a permanent addition to Seattle.
Charles Eames was commissioned to design a theater and
produce a film %0 be shown there which visitors to the Fair
would view before touring the other six buildings in thesci-
ence complex. He created a six-screen film (two rows of
three, one directly above the other) which ran in a 100’ by
45’ oval theater with a 30" high screen encircling the theater.
Eames put in seven interlocked 35mm projectors (the sev-
enth screen was used for single-screen segments of the show
and carried the sound track) in a seventeen-port, 15° by 60°
projection booth, elevated to the center of the screen about
18’ off the ground. So that 500 people could be moved
rapidly in and out, the theater had no seats; the audience sat
on the carpet which covered the entire floor. After submit-
ting our plan %0 the Science Center people, we obtained per-
mission to use the theater and one major problem was solved.

To make things much easier Morse contracted with Don
Paulsen, of Lux Cit Lighting Effecs Company, to provide all
the visuals which would accompany the film. The movie
would be the main feature, and the light show people would
fill the rest of the theater with constantly changing lightil
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effects that related to the films. He also arranged for a rock
band to provide the music and found people who, dressed in
the appropriate costumes, would appear live during certain
segmens of the film.

Since the performances of the band, light show and actors
were based on the film, ithadto be edited immediately. The
film | had to work with consisted of a ten-minute feature on
the ABC Olympic coverage, a short on the upcoming four-
hour Africa special and the traditional 45-minute promotion-
al film that had before run as is for the guests. This film came
divided into fifteen three-minute segments, each filled with
exciting scenes from a new ABC show. This would supply
film mainly for the center screen of the three | wanted to
use. To provide visual material for the additional left and
right screens we had to collect all of the one-minute and
twenty-second promos we could find

To keep the show from lookingTike the nightly television
promos, we eliminated all titles, music and narration and
used only scenes which in no way indicated they were pulled
from a promo. Many of the scenes | would have liked to use
were supered with title, date or time. Sound was not consist-
ent from promo to promo. In some places the track had good
lip-sync sections and sound effects, while in other places it
covered up dialogue with music and narration. After re-edit-
ing the picture, the optical track would be unavoidably jum-
bled. For this reason, we had to create our own sound track.
Since we were going to make a 20-minute film, | needed to




| g B
Ten slide projectors, three 16mm motion picture Projectors, two opera-
tors and one spotlight with color wheel were jsmmed atop the 18-foot
ling to provide the si. visual eff

take the wild promo-style cutting and rearrange it to produce
a logical sequence for each show. The band would provide
music and narration. We reshot the titles on 35mm slides,
and the light show company projected them along with their
gbstract effects. We ended up with the same amount of infor-
mation being given to the viewer, but in a much more inter-
esting form,

| grouped all the films of the same subject together, then
spliced all the groups into one long roll; this leftover an hour
of film to edit down to twenty minutes. Using a viewer and
sound reader we ran the film many times %o geta feelfing for
the pace and mood of each promo. We gredually established
the order in which they should run—the lightest mood first,
slowly building to the mast exciting last. We built the excite-
ment up %0 a high level through the first fourteen segments
and saved the three serious sections for last. These were the
general sports coverage, winter and summer Olympics and
the four-hour Africa special. The last and longest segment,
Africa, was from a ten-minute reel which contained beautiful
and moving scenes from the film.

| decided that the center screen must be a complete film
and must carry the sound effects track, because at that point
| was not positive | could run three projectors in sync for
twenty minutes. |f the side projectors should not run in sync
or fail completely during the show, the center screen could
still tell the story.

| made up a new three-column log sheet and filled it out
with the proposed scene order. This required visualizing the
effect of from one to three screens in various combinations.
Often the film could not be edited according to the log. The
film planned for the side screens sometimes appeared to be
several generations away from the original. The increased
grain and contrast was quite pronounced when projected
next to a high-quality print.

Another problem was that once | found scenes that ap-
peared to be of the same generation, the color balance was
sometimes different. Running a print with a very pale magen-
ta cast next to a cyan print mede them both look bad. Some
color correction could be made later in the lab, but | tried to
use only the best available film.

For editing | used a four-gang, motor-driven synchronizer
with a magnetic sound head on the fourth gang. | edited film
for the center screen on the second gang and put the edited
side-screen film on cores. After the final edit on the center
screen, | began the films in the first and third gangs on the

286

synchronizer with black leader. At the proper spots |
dropped in the film for the side-screens. Using black leader
between segments gave me three equal length rolis of film so
that all three projectors could be started or stopped at the
same time.

Since | wanted to eliminate the hundreds of splices which
could break in projection and edd fades to smooth out the
multiple screen effects, | hed each roll printed. Even though
the film was straight-cut, the splices did not show because |
put them in either the bottom of the outgoing scene or the
top of the incoming scene, whichever was the darkest.

The next job was to make the sound track. While the live
music would cover for most of the sound, certain loud ef-
fects, such as explosions and gunshots, would be needed. We
cut lip movement except in places were we wanted to hear a
line. Usually one important sentence was used from each
program promo. | hed to pull a sentence in fifteen different
places and transfer it to mag film. | used a Siemans interlock
projector with a sync motor which would also be used for
playback at the theater. | blooped the optical track for two
seconds before and after each sentence.

Then | loaded picture and mag film onto the projector
and switched it to “optical-mag transfer”. | rolled the pro-
jector and pushed the record button with the bias switch off.
When | saw that one of the two-second strips of sound track
blooping tape was over the optical reader, | turned the bias
on. The transfer process began when the tape ended and the
unblooped section began. it continued until that particular
sentence ended and the next strip of blooping tape cut the
sound off. While the second strip of tape was over the heed, |
turned the bias off. This method of selective wansferring gave
me the lip-sync sections. The additional sound effects re-
quired were taken from the sound library, transferred to mag
film and edited into the track. No mixing was required be-
cause the rest of the sound would be live.

After | hed a print of each film roll and the finished mag
track, | released the spliced original of the center screen film
%0 Mike Wing, a KOMO employee who would coordinate the
band rehearsals. They set up in a basement studio, and Mike
projected the film onto a large white wall. He ran each seg-
ment back and forth rehearsing one to two minustes at a time.
When they felt comfortable with every section, they ran
through the entire film at several rehearsal sessions.

| set up three units in the basement studio where the band
was rehearsing. Although the projectors were not mechani-
cally interlocked, | felt that, due to their high engineering
standards, they would maintain fairly good sync during the
20-minute period the film would run.

Finding enough power to run the three projectors was a
problem. ! finally plugged into the overhead lighting circuits
and used a breaker to start all three units at once. | rolled the
projectors and waited for the first multiple-screen effect to
appear. For this effect all three screens were supposed to
come on with the identical lip-sync piece of film. First the
center picture and sound came on, then the right, then the
left—way out of sync. | decided that the projectors must take
slightly different periods of time to get up to speed. The
center, new projector would be the time standard against
which the other two must run. | tried starting them before
and then after the center unit, but | could not get them to
stay in sync. Finally | determined that they were not running
at normal speed. | found out later that both needed work
done on them. | now had a triple-screen film and no equip-
ment with which to project it—and the presentation was
scheduled for the next evening.

The next morning, after testing many projectors, | found
two very well-used, shabby-looking units that would work.
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One swyed in parfect sync, and the other was very close;
both were “wild” projectors. These units were Bell and
Howell projectors Models #302 and #285. The model #302
was borrowed from our news department. It was used seven
days a week to screen news film and appeared % havehad a
lot of use. This was the unit that maintained a perfect sync.

With the film nearly completed the projectors chosen and
the band ready, we needed a complete rehearsal in the
theater to coordinate with the light show people and the live
actors.

At noon on the performance day we moved the projectors
and equipment into the Eames Theater booth. Even with
seven 35mm movie projectors taking up space, there was
plenty of room left for our three movie units and the four
overheads and four slide projectors used by the light show
people to provide additional effects. They also had three
overheads on the floor hidden behind screens. Altogether,
the effects filled about 220° of the 360° screen. Because the
screen curved around the audience, the 220° of visual effecs
provided a maximum involvement stretching to therightand
left farther than the eye could see at one time.

Fortunately the booth had three high platforms for hold-
ing our projectors at the proper level. | placed the Siemans as
near the center as possible and spaced out the other two
projectors to put them directly behind the center point of
their projection area. In this way they couid project straight
ahead so that there was no chance of keystoning,

| again needed a circuit from which | could control all
three projectors atonce. Installed in the booth for temporary
hookups such as ours was a special unused 30-amp breaker.
We had a heavy cable wired into the breaker and terminated
it in a standard junction box near the center projector. We
oould then control the projectors from the breaker handle.

| positioned the center film in the desired area on the
screen, leveled and focused it. Now the outside two projec-
tors had to be brought into alignment w'ith the center screen.
Their height controls were adjusted until the bottoms of all
the screens lined up. Then | moved the outside projections
up against the one on the center screen so as to leave only a
narrow black vertical division line between them. The slight-
est tilting of the projectors produced a wedge-shaped space.
Since the projectors were not designed for such critical level-
ing, | hed to use wedges to bring them into exact vertical
alignment. {t took some experimentation to set up a division
line that separated the screens but at the same time kept

them related.
Continued on page 316

{RIGHT) Technician opests control panel
connected to slide banks. Three 16mm film
projectors were removely controiled by
another operator.

(BELOW) L og entry for the 1967 show indica-
ting how opening title formed in Tucramive
stages on three adjscent motion picture
seens.

left center right
ITS
AVERY
AVERY SPECIAL

A VERY SPECIAL SEASON

Sections of film used on the triple screen in the 1967 show for the
“AFRICA” segment. Views of various African cities appeared on the
center screen, while closeups of the people appeared on the two outside
screens,

ABC's stylized, kaleidoscopic “flower” logo was usedfor visual trans-
ition bridge of the sh It app

on from one to three of the screens in a variety of colorful combinations
throughout the prutentetion.
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“THE DEVIL'S HIGHWAY”

WITH MOTORBIKE AND CAMERA

Search for a lost desert trail proves to be
the “acid test” for cameramen and equipment

By PAUL TAYLOR

When | first approached Yamaha
International, the Americanimportersof
the tough little Japanese motorcycles,
with an idea for a 20-minute movie
showing a trip down the Old Spanish
Trail, they were immediately excited.
Looking back on the project with the
still poignant memory of sprained an-
kles, third-degree leg burns and count-
less black and blue marks covering most
of my body, however, | realize that we
were lucky to have succeeded in bring-
ing back 5,000 feet of color fim and
most important of all, ourselves.

As a producer of documentary films,
| had long wanted to retrace the over-
land route of the first Spanish colonists
to reach California from Mexico and
Arizona in 1775. it seemed like an ideal
subject for a film on history as seen
from the saddle of a motorcycle. | had
spent two years researching the journals,
diaries and papers of Juan Batista de
Anza, a young Spanish soldier who had
left Tubac, Arizona in 1774 to seek a
land route to the California missions.

After several months of hardships,
Anza found a trail that could be used
for commerce and immigration through
deserts previously thought impassable
for men and horses. Years later the
revolt of the Yuma Indians closed
Anza’s trail and it fell into disuse. With
the discovery of gold in the Mother
Lode region of California, the route
became important again.

Thousands of anxious gold seekers
crossed the Southwest deseits trying to
reach the site of the rich strikes east of
San Francisco. For many reasons the
ill-prepared clerks, salesmen, and farm-
ers who followed the trail blazed by
Anza 75 years before, fell like flies in
the scorching heat and vast distances
without water.

The route was nicknamed *‘The
Devil's Highway” or sometimes more
appropriately, “The Highway of Death”
by those who survived the grueling
march across southem Arizona and Cali-
fornia. It is now estimated by historians
that some 400 graves dot the empty
fandscape between Tubac and Yuma,
Arizona.

Since the 1870°s however, the trail
has been forgotten and the shifting
sands of time and the desert have
covered up most of the signs of human
passage. Now, after nearly acentury had
elapsed, | proposed to re-discover the
trail and film it as it looks today. The
idea of exploring this region, known to
our American pioneers as the “suburbs
of Hell”, challenged my spirit of
adventure.

My research had convinced me that
only a four-wheel-drive “vehicleror ‘mo-
torcycle could get through the labyrinth
of sand dunes and lava flows that
stretched for hundreds of miles in all
directions. The cost of a $4,000 jeep
was beyond my budget limits, so |
settled on a motorcycle as a means of
transportation.

The one motorcycle with a tough
reputation for durability and capacity
for abuse seemed to be Yamaha. So it
was a big boost for my filming project
to have Yamaha International agree to
pay the costs of the fim and provide
two motorcycles. One for me, and the
other for my associate and friend, Don
Bennett. On the surface, | could foresee
no special problems, so two weeks were
allotted for the trip.

Selecting equipment fag the:¥ip-was
a bit like packing for a space journey.
There was no room for any excess
baggage. | went over my gear many
times excluding items each time to
reduce weight. Here’s what we started
out with:

For hand-held shots, and mounting
on the bikes for traveling scenes, |
selected my Bell and Howell 70 series
DA. It is light, tough and nothing beats
it for shooting off the tripod. My Cine
Special went along, too, for special
effects and closeups. The Cine has a Par
Reflex housing which is adequate,
though heavy.

The Cine requires a tripod mounting,
and | would hate to do any movie-
making without it. As a backup camera
in case of trouble we brought an old
Keystone 16mm A-9 with a single lens
mount. For all three cameras | used a
wide angle 17mm, a primary 25mm, and
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{LEFT) Blocked by “dragon teeth” in stream bed,

roll one matarcycle at a ti me up some of the high dunes.

a 50mm short telephoto. All of these
lenses were Kodak Anastigmats, and
were color-corrected. | also carried fil-
ters, (neutral density, and Type A #85
daylight) and had one spare of each
type.

Except for three rolls of High-Speed
Ektachrome, all the raw film stock was
Ektachrome Commercial and was
packed in 100-foot rolls. | left the fitm
in"the individual cardboard boxes they
were packaged in, counting on this as
extra insulation agsinst the desert tem-
peratures. But as an added precaution,
each box was packed and sealed care:
fully in a plastic bag.

! had a pair of wooden boxes
mounted on each bike over the back
wheel. These were waterproof, dust-
proof, and were covered with a plastic-
like surface. The film was stored in a
box by itself on the side away from the
exhaust pipe. In this box | pfaced a large
dial, Weston thermometer so | could
check at a glance the temperature of the
film.

To protect the cameras against vibra-
tion, they were packed in a box that
had been lined with foam rubber and
styrofoam. The styrofoam seemed to do
the best job in our case.

| reluctantly left my fiuid head and
Pro Junior tripod home, and substituted
in their place a sturdy Tiltall tripod
which folded to a length of less than
three feet, and weighed a mere seven
pounds. This proved to be steady
enough even for the Cine Special. We
were handicapped without a fluid head,
but managed to avoid most panning
except when the camera was hand-held.

My meters were a Weston Master 111,
and an ancient Spectra meter that was
old when Napoleon was a cadet. My
associate and cameraman, Don Bennett
took charge of these and the cameras,
leaving me free to follow the script and
direct the action.

We loaded 2500 feet of Ektachrome
in the film box at the start of the trip.
Along with this, were packed 50 rolls of
35mm Kodachrome Il for my still cam-
eras. These were a Nikon SLR, a Yash-
ica 2%x2% (this was a real Japanese
expedition) and a Pentax 35mm, SLR.

A set of metric tools, jeweler’s screw-
drivers, tweezers, and odds and ends like
epoxy glue, masking tape, spare wire,
string and extra nuts and bolts for the
bikes, were added to the load—just in
case.
When we totaled up our weight we
found that, including a rider, the little
bikes were going to be expected t0 carry
700 pounds. That was roughly one
horsepower per 100 pounds. The motor-
cycle experts shook their heads, but we
were down to the barest of essentials
now. If any more goodies were left, it
would impair our movie-making
capacity.

Except for a flat tire in Glendale
barely 10 miles from my offices, we
reached the desert without trouble.
South-east of Hemet is Batista Canyon
named after the Spanish explorer. We
worked out a procedure to speed up our
movie making while here. | would grab
the movie camera, Don would unstrap
the tripod. By the time he was posi-
tioned with the tripod, | would have the
camera wound and the lenses set.

To get both of us into the film, we
would set the camera up near the center
of the trail with a bike on each side of
it. | would give the camera about three
turns on the winding spring. Thus, it
would run down before cranking much
more than four feet of film. We could
get a nice action shot in that length of
time, and wouldn’t be forced to race
back and shut the camera off.

At dusk each night we would try to
select a campsite. Before darkness
closed in completely wewould check all
the movie gear. Loose screws were
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cameramen filmed sequence of passage through the maze. (CENTER) Pack+aden small mauarcycle
oftensank UP to the Sprocket chains in shifting desert sands, {RIGHT) Frequent stops to shoot mation picture f0oDge slawed progress of thetrip
considerably. Here Don Bennett shoots e %eqQuence of Paul Taytor's dilemma at being “stuck o the hubs” in sand. It was of ten rexessary f or both men to

tightened, and dust cleaned off the
deli that had collected in
spite of our efforts. We packed the
cameras in plastic bagsafter each shoot-
ing session, and this prevented most of
the sand and grit from reaching the vital
parts.

As we groped our way from land-
mark to landmark in the open desert,
we really began to ache. Neither Don
nor | had been used to riding motor-
cycles very much, and the added task of
filming everything important that we
did became a chore, It was difficult to
remember to shoot closeups and fill-in
scenes. We would become involved in

Filming a friendly Mexican cowbay during cat~
tle drive down a lonely highway near Cabore,
Mexico.




what we were doing on the bikes and
then remember with a start that we had
forgotten to record it on film, and
would have to go back and stage some
of the action we had missed.

When the trail got a bit hairy, like
riding down a 40-degree slope on loose
rock, one of us would go ahead and set
up the camera. Then the real thing
could be captured as the bike and rider
went over the top and headed for the
bottom in a cloud of flying rocks and
dust.

Once in a while this would backfire
and the one who was serving as camera-
man would accidentally get into the
action as well. While shooting one such
scene, the bike went out of control and
hit the camera and tripod, sending them
flying through the air.

The cameraman was knocked to the
ground by the motorcycle, but except
for a bruise and battered pride, every-
thing was okay—including the camera
which lay half buried in the sand.

When a light windstorm blew up, we
wrapped the Bell and Howell in a big
plastic bag and went on shooting. We
cut a hole in the bag over the shooting
lens, and this gave us a soft vignette that
further enhanced the effect of the storm
on:the film. This turned out to be one
of the best scenes in the movie, and all
because of a former litter bag!

On the sand dunes we encountered
our first real difficulties with the over-
loaded bikes. The wheels sank into the
soft surface and the motors; straining at
a fever pitch, couldnt budge them. In
order to move atall we had to dismount
and push alongside the bikes as they
ran in first gear. | couldn’t telt how
many miles were traveled in this way,
but sometimes a whole day would be
consumed in this occupation.

Anza had made copious notes, and

from his several journals! had compiled
my script. What had beenwritten in the
quiet of my study was transformed into
exciting drama during our trip. Many
times we put the scriptaway and filmed
what was actually happening % us, or
what we came across in the wilderness.

While riding down Coyote Canyon
for instance, we came upon a small
stream that sprang up out of the desert
floor at our feet. Rounding a bend in
the hot dusty trail we were confronted
with this unpredictable desert phenom-
enom. No script writer could have done
a better job of inventing what we had
stumbled onto by accident.

The water of our stream was tainted
with alkali, but we drank it anyway to
quench our insatiable thirst. Setting up
the cameras, we used our surprise oasis
for a number of scenes in the film. Next
we were faced with the problem of
riding down the stream that now filled
our former trail.

Overhead the willows made a tunnel
which shut off much of the sunlight. As
we rode over the slippery rocks and
splashing water toward the south, it
seemed as if we had entered a jungle—
not a desert!

Because | was anxious to record the
experience, we loaded the Bell and
Howell with High Speed Ektachrome to
compensate for the reduced light, took
a few light readings and decided on a
compromise exposure, then mounted
the Bell and Howell to the handle bars
of the last bike.

| had bought a special C-clamp for
this purpose with a standard thread
mount at one end. This was clamped
securely to the bars, then tied with
twine to give it more rigidity. The effect
was surprising. The wide angle lens cap-
tured the flavor of the watery trail, and
the light flashing by the camera as the

bikes roared down the stream creating an
exaggerated feeling of speed and.drama.

The camera had to be wrapped in
plastic again for this operation since the
wheels threw up water that would have:
soaked everything. As it was, oue bed
rolls, and much of our food were
soaked. Our raw stock wasprotected by
the waterproof boxes they ‘were stored
in, so there was no problem there.
Almost everything was protected from
damage—except the two opera tors!

Our biggest enemy was heat. The
blistering rays of the sun bedt down
upon us and the gear. Themrage'&oxes’
had been painted white to reflect. mich
of the heat. We also had takeén the
precaution of bringing along some tin-
foil-wrapped fiberglass insulation, simi-
lar to that used in house construction.
When the temperature climbed above
the mark we could effectively control in
the film box, we would wrap this
material around it and that prevented
further heating.

To overcome the problem of photo-
graphing us against a drab background, |
ordered brightly colored jump suits that
made a good contrast to the desert
landscape. These were topped with
bright red helmets that matched the
color of the bikes. For warmth, wewore
bright orange jackets.

As we pressed farther into the deseit,
our problems increased considerably.
Constant stops to film, adjustiments to
the bikes, and long searches for the trail
when it became indistinct, ate up our
daylight hours. The sand was the worst
enemy of all. Not only did it impede
our progress, but we were forced to
guard constantly against the tiny bits of
grit getting into equipment.

if | were %0 make such a film
expedition again, | would provide my-
self with a large changing bag so that all

| {LEFT) A simple camera clamp mounted on the iandlebars {and costing about five doliars) solved the p of filming point-of-vi

1 whileriding. (CENTER) Camera is set at vitch position to sk of cyclist riding pasta drone plane that had crashed in the dagert, (R"G‘HT)
Fazscinated chitdren in the tiny adobe villags of Arizpe, Mexico served as an eager “camera crew” duringfilming of the site wherethe young Spanish
soldier-explorer, Juan Batista de Anza lies buried.
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(TOP) The author adjuste Bell & Howell 70DA

camera on hendlebar mount. {(BOTTOM)

Cameraman Bannett films ownate spires of
» HPRre Ay

grow profusely in this part of the world
were now doubly dangerous. Often dur-
ing these moonlight rides | would hit a
chunk-of cactus that would imbed itself
in my legs. More time was always lost
while the fierce barbs were plucked
from our flesh by the light of the
headlight. Our struggles with the desert
had' put us far behind schedule and we
had been out of touch with any human
habitation for four days when we ran
out of food.

To add to the difficulties we faced,
our water supply was very low. Anza
had described a series of ““tanks” he had
discovered in a dry wash where rain
water was trapped. We spent part of a
day looking for the place and finally
found it. The solid granite rocks were
dish-shaped and contained several gal-
lons of evil smelling, brackish water.
Since | could see no prospect of getting
to better water before we ran out of our
so-called “fresh” water, | closed my
eyes and drank out of the best tank.

We hadn't planned on this. But while
we were at it, we shot some footage of
the experience. On the way back down
the rocks to our bikes, the camera strap
on the Bell and Howell snapped and the
instrument was dashed against the
rocks. After that | could detect a sickly
rattle, so we quit using it in case it was
malfunctioning {it was).

The vibration had proved to be hard
on the equipment in spite of our at-
tempts to cushion it with foam rubber
packing. The Cine Special was also given
a severe jolt and ! quit using it about
the same time. This left us with the
Keystone. As much as | hated to think
of making this camera the main work
horse, there was no help for it. We were
simply grateful by this time that we had
a camera to use.

The heat reached 110 degrees one
day, according to the small thermom-
eter we carried, but frequent checks
revealed that our film never went above
87 degrees, (which was bad enough). We
made Ajo, Arizona with less than a
teacup full of gas in each tank. It had
been aclose calf for us, but there was no
time to ruminate on this part of our

famed Innat R

loading of film, exc. could be done in a
clean place away from windsthat might
blow dirt into the film gate or magazine.

At one point our progress was slowed
to little more than ten miles a dayl To
make up for lost time, we started riding
at night. The first night my headlight
burnt out, so | was reduced to riding
behind Bennett in the darkness, trying
to follow his path over the desert.

This meant the cactus clumps that

e.

After shipping back the battered
cameras via Greyhound, we picked up a
fresh stock of film my wife had sent the
same way, and we were off toward the
south again. The Mexican authorities
were so surprised at our bikes and
mounds of equipment, they didn‘t
bother to inspect anything at the
border.

We crossed at Sonoita, Sonora and
tried to find traces of the mission that
once stood on the banks of the river.
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Anza knew the place well, and except
for a bit of commercialization, little has
changed since his day. The village is still
small, and sleepy. The natives were
afraid of our cameras, or didn‘t want to
be photographed, so we resorted to
some indirect approaches in order to
overcome this.

When we wanted to shoot Mexicans
at their daily tasks, we would set every-
thing up and point the equipment in the
opposite direction until we had the lens
set, and the focus adjusted. Then we
would wind it, and put the camera on
run, turn it toward the action we were
trying to record, and walk away.

As soon as we had strolled off a few
feet, people forgot the camera and went
back to their activity. Now and then, we
would put the camera on the handlebars
and cover it with a coat until it was
ready, then while still seated on the
bikes, use the handle bars to pan sho%
and film scenes without attracting
attention.

Our route led us to Cananea, Sonora,
a copper mining town which would be
the jumping off spot for a swing to
Arizpe, a very small village 80 kilo-
meters south, where Anza was buried. It
was now some two and half weekssince
we had left San Gabriel and the strain
was beginning to tell on us. But at this

Continued on Page 306

Parched with thirst, Taylor reluctantly gulps
brackish water from a natural “tank” in the
desert rocks,




The Money-Makers

FILMLINE'S professional color film processors
for motion picture lahoratories.

The Filmiine Models FE-30 and FE50 are fast, foolproof, trouble free and long-lasting, They tura out con-
sistently stperior work. The design is backed by Filmline's reputation as the world's leading manufecturer
of film processors for the motion picture laboratory industry.

Now enjoy the beneffts of p

the state-of-the-art in

equipment i il {[
and defense i

offering less.

®“F|LMLINE OVERORIVE FILM TRANSPORT SYSTEM”
This marvel of engineering completely eliminates
film breakage, pulled perforations, scratches and
operator error. The film can be deliberately
stalled in the machine without film breakage or
significant change of film footage in soiutions.
The heart of any film processor is the drive
system. No other film drive system such as
sprecket drive, bottom drive or simple clutch
drives with floating lower assemblies can give
you ®he performance capability of the unique
Filmline Overdrive Film Transport System.

©“TORQUE MOTOR TAXE.UP gives you constant film
take.up and does not impose any stress or strain
on the film itself. Completely independent of the
film transport system. This FILMLINE feature is
usually found in professional commercial pro-
cessors but is incorporated on the FE-30 and

Check the exclusive Filmline teatures below:

Filmline features that have paced
at a cost lower than processors

FES0 models as standard ip! Don’t

settle for less!

®<TEMP-EUARD” positive temperature control sys-
tem. Completely transistorized circuitry insures
temperature control to well within processing
tolerances. Temp-Guard controls temperatures ac-
curately and without the problems of other
systems of lesser sophistication.

®“TYRBO-FLOW" impingement dryer. Shortens dry-
to-dry time, improves film results, and carefulfy
controls humidity content of your valuable {and
sometimes rare) originals. i jectit

of the and special added
Filmline features guarantees trouble-free opera-
tion with absolute minimum down-time and with-
out continual operator adjustments. Recapture
your original investment in 2 years on mainten-
ance savings alone. Filmline’s “Push the button
and walk-away processing” allows inexperienced
operators to turn out highest quality film.
@"MATERIALS, CONSTRUCTION AND DESIGN" Al
Filmline machines are constructed entirely of
metal and tanks are type 316 stainless steel,
heliarc welded to goverament specifications. The

capability is assured because the film dries flat
without the usual curi associated with other
film processors.

“ZERO DOWN TIME* The reputation of any film
processor is only as good as its reliability. The

finest available are used and rigid
quality control standards are maintained.
Compare Filmline features to other processors
costing more money. Feature-by-feature, a careful
evaluation will convince you that Filmiine offers
you more for your investment.

Additional Features included in price of machine (Not as extras).

All prices F.0.B.
MILFORD, CONN.

Magazine foad, daylight operation @ Feed-in time delay elevator {completely accessible) ® Take-up time delay
elevator (completely accessible) s Red brass bleach tank. shafts, etc. Prehardener solution fitel @ Precision
Filmline Verituri squeegee prior to drybox entry ® Air vent on prehardener ® Solid state variable speed D.C.
drive main motor @ Bottom drains and valves on all tanks ® Extended development time up to two additional
camera stops at 50 FPM » Pump recircuiation of al eight solutions thru spray bars @ Temperature Is sensed in
the recirculation ine @ All solutions temperature controlied, no chilled water required ® Built-in air compressor
= Captive bottom assemblies assura you constant footage In eaCh solution m Change over from standard develop-
ing to ing can be in @ matter of seconds ® Impingement dryer allows shorter put
through time,

Partial listing of Filmline Coler Installations: — NBC- New York,
NBC- Washington, NBC- Cleveland, NBC- Chicago, CBS & ABC Net'
works, Eastman Kodak, Rochester.

Laberatories: De Luxe Labs, General Film Labs (HDIIywﬂMi Pathe-
Labs, Precision Labs, Mecca Labs, Color Service Co., Capi tal Film
Labs, Byron Film Labs, MGM, Movie Lab, Lab.TV, Technical Film
Labs, Telecolor Film Labs, Guffantl Film Labs, A-One Labs, All-
service Labs, NASA Cape Kennedy, Ford Motion Picture Labs.
o R S o T

WAVY-TY, KTVITY, WCPO-TV, KTAR-TV, WSYRTV. “"™ “When you buy quality Filmline Costs Less”

CORPORATION
MILFORD, CONNECTICUT

Dept. AJ69

Send for Literature.

Time & Lease
Plans Available.
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The NPR has been
in trouble — EF
emulsion sticking
in the film gate.

A sticky problem: Some NPR users have
been having trouble with Eastman’s newest
EF emulsion, which is thick, soft and sticky.
In warm temperatures, this film has some-
times been sticking in the NPR’s film channel,
causing the film to jam.

All new NPRs have

a new, re-designed
rear pressure-plate.
Problem solved.

A satisfactory solution: All new NPR maga-
zines (from serial number AJ84) have a new,
gap-typerear pressure plate. Four studs at its
corners prevent it from pressing against the
film, except immediately at the aperture. The
area of contact is greatly reduced. Careful
tests show that EF film (and all other emul-
sions, of course) will now run through the
NPR without difficulty. Sharpness and regis-
tration-pin steadiness are as good as ever.

All used NPRs can
be fitted with the
new pressure-plate.
No more EF trouble.

A goodwill offer: If NPR owners willlet us
have their present magazines, we will replace
their pressure plates at the cost to us of the
part —$45.00. Labor will be free. (We are a
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small company as companies go. If we did
the whole thing free, it might sink us. We hope
you'll understand when we ask you to pay the
shipping cost, too.) This adaptation can be
done at our own service centers in LosAngeles
or New York, whichever is most convenient
for the customer. We are sending this notice
to all registered NPR owners. Magazines af-
fected are from serial numbers T99 to AJ84.

An NPR-EF Guarantee.

All new NPR magazines have been fitted
with the new pressure plate. If youbuy or rent
an NPR from a franchised NPR dealer, there
will be no EF sticking problem.

How to recognize the
new pressure-plate.

If you buy a used NPR magazine, you can
tellthe new pressure plate by the fact thatthe
small part that touches the film's image area
is set.directly opposite the aperture and is
independently sprung. The rest of the pres-
sure plate is also spring-loaded, of course,
but it does not press against the film because
of the four corner-studs.

And where to get it.

Eclair will do the job for you at 7262
Melrose Avenue, Los Angeles, California;
telephone: (213) 933 7182; or at 18 West
56th Street, New York City; telephone: (212)
247 0350. If you have any question, please
don't hesitate to contact us.

CAMERA

MAKERS

BINCE
18209
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RECREATING FOUR DECADES
OF MODERN HISTORY FOR

Nostalgia is recaptured
with strict authenticity

in widespread locations
for film biography of
“star”” Gertrude Lawrence

By KEVIN LAND

Robert Wise's production of
“STAR!"" for 20th Century-Fox is, as
everyone must surely know, a film
biography of the legendary Gertrude
Lawrence, whose very name personifies
the title.

But more than that, it is the chroni-
cle of a career that spans the years from
1905 to 1940--slmost four decades—
during which Julie Andrews, in the role
of the glittering Gertrude, ages hardly a
whit. For the technicians involved in the
35-week shooting schedule and lengthy
post-production period, it was some-
thing else again: the challenge of recre-
ating an authentic nostalgia for several
distinct phases of the not-so-distant
past.

Superbly photographed in Todd-AO
by Academy Award-winning {SHIP OF
FOOLS") Director of Photography Er-
nest Laszlo, ASC, the complex schedule
and logistics of the ambitiousroadshow
super-musical add up to something of a
Production Manager's nightmare,

Camera work began on “STAR!” on
April 12, 1967, with a screenplay on
which English screenwriter-playwright-
director William Fairchild hed worked
for a year after more than a year
gathering intimate details about Miss
Lawrence and her career.

The first 23 shooting days were done
in Hollywood and involved Miss
Andrews, Daniel Massey, Beryl Reid,
Bruce Forsyth, Alan Oppenheimer
(Charlot), Garrett Lewis (Buchanan),
Lynley Laurence (Billie Carleton), John
Collin (Gertie’s husband) and J, Pat
O’Malley (doorman.)

The company flew to New York the
weekend of May 11.12 and sterted a
20.day schedule at 14 different location

Riding cradie of giant crane in location for
“STAR!"”, Producer-director Robert Wise
{left) and Director of Photography Ernest
Laszlo, ASC, (right) soar aloft with the
Todd-AO camera.



2 g o ap —~—
(LEFT} At Whitehall Parade Ground, London, Cinematographer La=lo (on crutches following accident) observes trucking shot of Horse Guseids.

{CENTER) ’‘The Saga of Jenny” from ““Lady In The Dark"™; one of many eloborats productr'on numbers filmed on 20th Cantury -F o x sound stages.
(RIGHT) Wise and Laszlo get down for a good ook through the viewfinder during filming.of location sequences in London’s Clapham district.

sites on May 16. Despite rain {and even
some snow flurries one late May night),
director Wise completed all work in 18
days. Scenes were shot at the Lyceum,
Cort, Music Box and Belasco Theatres,
at the Algonquin Hotel, Cartier's,
Washington Square, Central Park, the
Statue of Liberty, Tibbetts Brook Park,
the National Guard Armory, a Long
Island estate, the Lotus Club and an
87th Street apartment building.

Use of Broedway theatres was
necessary because ali playhouses in Los
Angeies of the Twenties %0 Forties have
been torn down. For instance, the
Lyceum in New York was built in 1902
and the omate original ceiling was
lighted for the first time in its existence.
The only interior changes were
installations of footlights—now
obsolete.

A crew of forty key personnel
technicians accompanied Wise to New
York and continued on to Cape Cod,
Southern France and London. These
Hollywood craftsmen were augmented
by more than 60 workers in New York,
France and London.

The staging of Julie’s singing ‘“My
Ship”, an attempt by her to start
rehearsing “‘Jenny” and the opening of
“Someone to Watch Over Me" were the
only musical details done in New York.

Wise took his crew to Cape Cod on

o N On the s¥ge of Broadway’s Belasco Theatre, Julie Andrews picks out the melody of *’Someone
June 6 to ’f‘ake the first movie scenes To Watch Over Me"’. Reverse angles of the number itself were filmed in the studio. illuminating
ever done in and around the famous theatre interior was u sizeable lighting problem.

Cape Playhouse in Dennis, Mass. Miss

(LEFT) In Greenwich Village, camereman with hand-held Asrifiex prepaes to shoot one of the “old newsreels” crested for the film. (CENTER}
Setting up to make 3 dolly shot in London’s Victoria Station. (RIGHT} On locstion in New York's Central Park, Producer-director Wise deacribes an
upcoming shot, while Cinematographer Laszlo tries it out on his viewfinder.




hand-cranks an Akelay camera on location in- Greenwich Village. Acwal “silent

Laszlo watches with ‘a professional eye as actos pfaying role of 19?0 newsreel camerman

”” shots

in what provedto be frigid waters.
Flying to London on June 20; the
troupe began location work: there -on
Saturday, June 24. Fourteen days ‘of
exteriors n unsettled weather - were
done on scenes which extended from
1905 0 1920. There were days and
nights at Marylebone Railway Station,
Regents Park, the Theatre. Royal in
Stratford, the Royal Hospisel at
Chelsea, Westminster School, Marble
Hill Park in Twickenham, Wimbledon
Commons, in Lynance and Glabon
Mews and on Leslie, Stanley Grove;
Redcliffe Square, Great Ormond,
Childers, Albury, Louvain and Adeline:
Grove Streets. Two scenes were lalso

d on a stage in Isleworth

ware. filmad: with modern

and later

by 20th Century-Fox Special

Photogr aphics Effects expert to match actual stock newsresl footage.

Andrews, Crenna, working with seven
bit players and 300 extras, recreated
two evenw~the first professional
assaciation of Gertie and Richard
Aldrich as she rehearsed a play, and
their wedding at a nearby cottage on
July 4, 1940 (Gertie’s 42nd birthday.)

The ‘ngxt-move was to Nice, France,
the company-arriving on Saturday, June
10. Eight days of filming were done
with Miss Andrews, Massey, Elizabeth
St. Clair and Jenny Agutter, 14-year-old

Frame blow-ups from “old newsreel” scenes created for the film. Deliberately poor technical
quality -was achieved through flat lighting, superimposure of grain and scratches, plus altered

English actress who played Miss
Lawrence’s only child. Magnificent
views were obtained, amid rainy
weather and low haze on the
Mediterranean, from a large estate, Villa
La Serena at Cap Ferrat on the way to
Monaco. In spite of choppy seas which
handicapped the anchoring of a raft,
Wise completed a sequence at
Medy-Roc, an estate at Cap d’Antibes
not far from Cannes, showing Julie and
Massey swimming in 1930 bathing attire

g‘mm during d!velopmem Scenesintarcut with actual newseeels of thn vanous periods.

Studios.

It was at this small studio that
another old favorite tune, “Down at the
Old Bush and Bull”, was added. it
boomed from the throats of a half
hundred men playing 1905 pub char-
acters when a child Gertie danced into
their midst.

Scenes in London did not involve
Julie Andrews, who had flown from the
French Riviera to Hollywood to'get
back on the musical number rehearsal
grind.

On Sunday, July 9, Wise and his
co-workers wound up all location work
and flew home from London. ‘Studio
filming resumed on Wednesday, July 12.
Cameras kept rolling, every working day
until October 4 when the last of the
story sequences were wrapped. All of
Julie’s co-stars and fellow ¢ast members
had finished their roles and done to
vacations or other assignments.

One of the most formidable technical
challenges in the production of
“STARY' resulted from tite employ-
ment of an imaginative device that
serves as a springboard for nwlitiple
flashback excursions into the past.

The film begins with a sequence in
which Julie Andrews is shown in a
studio projection room at the private
screening of a documentary based on
assembled newsreel clips of her
(Gertrude Lawrence’s) life..The earliest
of these clips, from the silent era,+ush
across the screen at 16 frames -per
second. The scenes -are grainy,
scratched, flatly lighted and: shaky. The
establishing shoss are authentic old
newsreel footage, but the closer show
{which show Julie as Gertie) had to
photographed especially for the pro-
duction—and in such a way' that the
technical quality ({or lack of Same)
would precisely match thatof thetactual
newsreel footage.

It might be assumed :that ‘the jprob-

Continued on Page 332
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We've choreograi)hed a step

duphcatmg song and dance.

R ber theold routine:
. lease neg to master positive, todup neg.

made from a duplmnte nagmwe printad
on Eastman Color Reve

' toprint? Well, we created new Eastman
- Color Reversal Intermediate Film to
eliminate the master positive step. Now
you've got a dandy new three-step that
getsyou to a print in three-quarter time.
And what a print it is—sharp, with
terrific color, fine grain, and crisp defi-

" nition, Whatdo youexpect 7 The print is

Film right from the ﬂl’lxmﬂl mgltwe.

Use this new next time you send
a release overseas for printing and dis-
tribution. Or use i rij zhi here to reduce
films for television syndication. Start
with a release neg and print dxmctly to
a 16mm dupe neg.

Thisnew film was created to save you

time and money, and to i improve qual-
ity. So don't sit this one out; get in step
with new Fastman or Reversal In-
termediate Film. -

EASTMAN KODAK COMPANY

Aflanta: 404/ GL 7-5211 Chicago: 312/654-0200

Dallas: 214/ FL 1-3221 Hollywood: 2134464-5131
New York; 212/ MU 7-7080 San Francisco:
415/776-6055
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THE PROPER CARE
AND HANDLING
OF COLOR FILM

Your precious color original deserves
the best protection you can give it

By RALPH WESTFALL
Motion Picture Engineer
Eastman Kodak, Hollywood

The care and attention that you give
to the exposed original color film that
you store today, will be like money in
the bank tomorrow.

The color film market is booming
and the reasons are easy enough to
understand. Every definitive test that
has ever been made has shown that
audiences are almost always partial to
color. f you are making an entertain-
ment film, this means that you are
likely to draw a larger audience if your
motion picture is produced in color.

A professional film storage vaultin Hollywood. Cold storage i

The same goes for television. In both
cases, color obviously also enhances the
residual value of the film.

The question is, what happens to
color film after the producer shoots it?
In my own experience, unless color film
is properly processed and stored, it can
begin to fade seriously within 12-18
months—and sooner, if conditions are
really bad.

However, if you take proper precau-
tions there should never be a problem.
Even a faded original color negative or

ded for th i

of
all processed color original fitm. The ideal condition would be atotally dry atmosphere wnhzho

temperature maintsined at 20°F. of lower. H

for all purp

color negativescan ususlly be safely stored at temperatures under 55°F.and in ralauve hnmudulus of

between 40-50 parcent.
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color duplicate negative can usually be
“saved” if you are willing to go through
the expense of retiming before you
re-issue prints.

The only real problem occurs when
the three different color layers begin to
fade unevenly—and, this will happen
only if film is stored under the wrong
conditions. In this case, it is at the best
a very expensive process to re-time the
film, and, even then, the chances of
recapturing the original colors are very
slim.

All of these problemscan be avoided
if you take proper care of your
processed color film in the first place.
There are, to start, several must areas
where the laboratory that handles your
film in processing must be totelly effi-
cient.

Film must be properly washed after
the final hypo. If the residual hypo
content is too high, the changes will
automatically be accelerated. However,
this is an easily controlled situation. It
just requires proper final washing in the
lab and a very basic kind of chemical
analysis to desermine if the hypo con-
tent is at a safe level.

Secondly, similar diligence is neces-
sary when the processed film is stabil-
ized. A concentration of too little stabil-
izing agent can also trigger fast dye
image fading.

Finally, color film should never be
run through a ®nk holding black and
white developer. The developing agent
hydroquinine, usually present in black
and white developers, will cause dyes to
change immediately. This has happened
where the black and white developer
was used to rewash color film to remove
sticky dirt.

When handled under the poor condi-
tions described above, 1 have seen color
negative fade seriously within a few
weeks.

Once you are assured that proper
care is being given to your original color
film at the laboratory, the next decision
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involves storage. For ultimate protec-
tion, | personally believe that three
silver separations—green, blue and red—
should be made from all color negatives.
These are usually made on Eastman
Panchromatic Separation Film, Type
6235. Even stored under ideal condi-
tions, the color dyes in film will fade
somewhat. This isa natural process. The
separations having a stable silver image
are protection against any damage done
to your color original,

If you decide to store both your
color original and silver separations, it
only makes good sense to keep them in
separate places. That way, if either is
lost in a natural disaster like a fire,
flood, or by theft, etc., you will always
have the other. The three silver separa-
tions themselves, of course, should al-
ways be stored together. Whatever
shrinkage takes place in size will happen
equally to all three. This will make any
necessary reprinting less of a job.

In either case, film should be keptin
a closed container, usually either rigid
plastic or metal. A paper or cardboard
container will age. Furthermore, such
containers provide little or no physical
protection against rough handling, etc.
Usually, we recommend that the metal
or plastic containers holding safety film
be sealed with tape. This will slow down
the loss of solvent from the base and
reduce normal shrinkage caused by
aging.

A word of caution: Nitrate film,
should never be stored in sealed contain-
ers. It needs to “breathe” so as to
dissipate gases which are formed if the
nitrave film decomposes.

For purposes of slowing down aging
shrinkage, separations should be stored
in a3 room where ¥emperature and hu-
midity are controlled. The ideal situa-
tion would be %o run the film through a
de-humidifying machine, driving all of
the moisture off. Then youwould store
the film in a taped can where the
temperature is maintained at Q°F. or
even lower.

However, practically speaking, you
are probably safe if your separations are
stored properly in a room where the
temperature is below 75 F. and the
relative humidity is no higher than
40-50 percent. Ideally, the more you
can lower the temperature and moisture
content of the film, the betber it is for
the life of the film.

One additional precaution that could
be taken when color negative or color
internegative have been stored or used
in an atmosphere that was relatively
humid is to rewind the film very slowly
several times. in a dry atmosphere or run
it through a dry cabinet with air at a

low enough moisture content to extract
moisture from the film and thereby
slow its tendency to “fade”.

As another precaution, if the color
negative, color intermegative or silver
separations have been in cold storage,
the film must be allowed to warm up to
room temperature before the can is
unsealed. | will cover this subject more
definitely when we spesk about cold
storage.

Cold storage is recommended for the
keeping of all processed color original
film. Ideal conditions, again, would be
to keep the film in a totally dry
atmosphere, with temperature kept at0
F. or lower. However, practically speak-
ing, properly packaged color negatives
can usually be safely stored at tempera-
tures under 55 F. and in relative humid-
ities of between 40-50 percent. If one
goes to the extent of drying moisture
out of the film before taping the cans
for svorage, it is imperative to get
moisture back into the film before
handling it on any mechanical equip-
ment. Otherwise it will become very
brittle and would easily crack or break.

When relative humidity is not held
down to the proper level, it is possible
for the metal containers to rust. If the
containers are properly sealed, this will
not affect the film itself. However, it
could cause a handling problem since it
would be possible for rust to be trans-
ferred to the film from the hands of the
person handling the rusty cans.

Another condition that can occur if
film has been stored undercold condi-
tions is that condensed moisture could
form on the film if the container is
opened %00 quickly in normal room
atmosphere. My advice is to handle
processed film taken from a cold room
in much the same way as you would
handle unexposed negative kept in air-
conditioned storage. Remove the film
container from its cold atmosphere to a
warmer area 24 hours before the con-
tainer will be opened.

In pointing out these handling prob-
lems involved with maintaining proper
storage of color original film, | want to
keep the main objectives in focus. Color
films contain various dyes which are
slowly undergoing changes. We can only
slow and control that process by reduc-
ing the moisture content of the film and
keeping the film at sufficiently low
temperature. The lower temperature
and the lower the moisture content of
the film, the more we slow the chemical
deterioration. Controlling one environ-
ment, say temperature, without the
other, humidity, will not solve the
problem completely.

If you are convinced of the necessity
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Film should be stored horizontally in rigid
plastic or metal containers, preferasbly taped
in order to minimise normal shrinkage caused
by aging.

of protecting your color film materials,
you at least have the advantage, today,
of having adequate facilities available
for controlled storage. Some of the
theatrical film studios, including Colum-
bia, Disney and Paramount, maintain
their own air-conditioned vaults. Fur-
thermore, some of the film laboratories
provide this type of storage at only
slightly higher fees. Finally, because of
the increasing volume of color film
being exposed today, some film indus-
try equipment houses are now building
vaults for the proper storage of color
film. One Hollywood firm, for example,
is building more than 40 storage vaults
which will be both temperature and
moisture conwolled.

In some cases proper storage only
takes common sense. For example, we
know of a school district that has an
audio-visual department exposing a
great deal of color footage for eventual
use in educational films. In this case, we
recommended that the film be stored in
an ordinary refrigerator. This procedure
could be utilized by other producers
storing exposed color negative in out-
lying areas, where laboratory facilities
are not readily available.

However, in the example that | have
given, someone forgot that the elec-
tricity that operated the refrigerator
would automatically be turned off dur-
ing the summer months. During that
period, the atmosphere turmed com-
pletely from that of a refrigerator %o
that of an incubator.

By Fall, the exposed film was already
badly faded.

The most acceptable alternative was
to shoot again.

This is a problem that an alert
producer should never have to solve.
Instead of being a headache, your stored
color film should be like money in the
bank. ]
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From the company that introduced Gaffer-Tape, Lowell-Lights, Variflectors, and the Lowell Quartz System.

LOWEL-LIGHT PHOTO ENGINEERING, 421 West 54th Street, New York, N.Y. 10019
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Our story in a nutshell.

All the equipment you’ll ever need is at Camera Mart.

Making movies is tough enough. Don't add to the problems by dealing
with more than one equipment supplier. Camera Mart has everything
any professional movie-maker could ask for.

We atso have the technical know-how to help you on special projects.
And faster, more efficient service. In short, getting the equipment you

want— when and where you want it — will never again be a tough nut
tocrack.

me CAMERA MART nc

1845 BROADWAY (60th ST NEW YORK, N.Y. 10023  212-757-6877
SALES o SERVICE © RENTALS
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THE USE OF COLOR HILTERS
IN COLOR CINEMATOGRAPHY

By WINSTON HOCH, ASC

Color filters, as used for color cine-
matography, might be put into two
classes: those that are considered essen-
tial, and those that are considered desir-
able.

Typical essential overall camera
filters would include The Wratten 85 or
858, to correct daylight scenes to the
3200° K film; or other recommended
filters, such as the CC series used for
scene-by-scene color corrections when
these scene-by-scene corrections are not
available or are impractical in the lab-
oratory.

Essential lighting unit filters would
include the familiar MT 2 used on
lighting units such as carbon arcs with
carbons that are balanced to daylight, or
the proper MacBeth blue glass filters, or
selected dichroic filters that raise the
color temperature of the incandescent
lighting units to the desired sunlight or
daylight color temperature.

Filters for both lamps and lenses, when used
correctly, are valuable aids in color work

Desirable color filters can obviously
be any filters or combinations that will
enhance the picture and help create the
effect that is desired. The choices are
multitudinous. Red, pink, green, magen-
ta, purple, or you name it. While this
statement is brief, do not be misled as
to its significance. It is an extremely
important area.

Overall filters for correcting the color
temperature of the film to the color
temperature of the illumination used for
the scene are considered most desirable,
even essential, although there are, on
occasion, some exceptions. Most of us
with appreciable experience have been
caught now and again (but rarely) in a
spot when, for one reason or another,
the proper filters were not used. If the
shot was made with daylight balanced
film, no filter in the camera, and incan-
descent light for illumination (or vice
versa), the challenge of correcting the

Filming a location rain sequence for “THE GREEN BERETS"” {photographed by the author),
with the aid of booster arc lights. White carbons match the color temperature of daylight, but
whan used indoors, MT-2 filters (or yelfow carbons) must be used to match the lower color
temperature of incandescent lamps.

Winton Hoch, ASC, shown here examining
prism of old three-strip Technicolor camera, is
a icist from the California Insti-
tute of Technology—besides being the winner
of three *‘Oscars’™ and an “Emmy” for color
cinematography.

color balance falls to the laboratory.
Generally the lab can salvage the shot,
but it is at the price of an unbalanced
color response.

If the shot is a mixture of daylight
and incandescent, the artistic design and
desired result will determine the camera
filter to be used, with, perhaps, some
color balance adjustment in the labora-
tory. This technique can be very effec-
tive.

Before becoming involved in specific
techniques, | believe a review of the
pertinent factors is most desirable.

We must all work with film (or a
color receptor} of inherent color re-
sponse and sensitivity.

Each scene has present its color areas
with their own definite spectral ener-
gies.

Continued on Page 330



7

BEL AIR CAMERA

AND HI-FI
927 WESTWOOD BOULEVARD
LOS ANGELES 90024 (213)272-5214

W.L.A.Headquarters for ARRIFLEX

BEL AIR CAMERA has long enjeyed an enviable reputation as an unquestioned source
of infurmation aud coensel on all subjects pertaining to professional and advanced
amateur 8 and 16mm cinematography. Bel Air Camera's therou ghly competont staff is
cuustantly available to assist in any cinemategraphic problem. Additionally, every
available Beaulieu, Arriflex, Siemees and Uher product is iostantly available from stock.
We will be happy to seod yon literatare on any of these superior cioema products. Mst
mail the coupou hefow, o7 phone if you prefer. You will enjoy ynur associatinn with
BelAir Camera,

1. The ARRIFLEX 16S. A highly advanced motion picture camera with mirror-shutter
reflex viewfindor; uftra precise registratiea-piu film muvement; three lens diver-
gent turret; fps tachionieter; takes 100 ft. internal spool— 400ft. external maga-
zines. Rugged, capable, and versatile. Electric motor drive. Availahfe with or
without motor, lenses, aud matte box. An all arennd 16mm camera, capable of
prodncing professinnal results without complicated operating procedures. The
famous Arriffex 16M and Arriflex 16BL are also available at Bel Air Camera. Drop
in and inspect these extremely liue cinema cameras... or write for literature.

2. The Beaulieu R.16. This is ono nf the world's most advanced 16mm mation picture
cameras. Embracing featores not fouud iu any other 16mm camera such as the
“Reglomalic (Patented) automatic diaphragm controk, mirror shatter, extra luminuus
reflex viewfinder system, elecironic speed control, syac somnd capabilities, self-
contained bateery, ahility to use any C moont or 24 x 36mm miniature camera lens,
and its exireme light weight, ihe Beaulieu R.I6 can aoswer, the regoiremests of
any cisematographic project. Long the favorite of the oews cameramen, it is fast
becoming the first choice of the “New Ciuema" producers. A thorough examination
of the Beauliea R.16 will convince you that this s your camera.

3. SOUND motion pictures of studio quality are within your reach witi the Beaeliuu R.16
equipped with the UHER 4G08-L (Rangertone System) tape recorder. This light weight
tape recorder has earned an international reputation as the preferred tape recording
instrument of reporters, scientists, explorers, and producers of documentaries. This
ctompletely self.contained, solid state recorder is complete with a matched umpi-
directional microphone, and su magnificently engineered that, with tbe Beaulieo
sync pulse generator, it hecomes an integral souud system with the Beaulieu R.16.
Anywliere you can ge, the Beaulieu/Uker sound motion picture system can go as
well. The Bel Air Camera peuple will eajoy demnnstrating and explaiviog this
entstandiug equipment for yos. Gr we will be glad to seud you covering literature.
The UHER 1000 Pilotone uoit is alsu available.

r'S

. The Beaeliew 2008S. The noly seper-8 motion picture camera with interchangeahle
fenses eapable of fulfilling all the professional vegnirements of advanced cinema-
tugraphy. Reflex viewing system, “Reglomatic” (patented) automatic diaphragm
control, variable stutter, 2 to 50 fps filming speeds, “Regulated Brive" motor,
frame counter, ability to use all B and 16mm lenses as well as any 24 x 36 lenses .. .
are just a few of the feaiures that makethe Beaulieu 2008S the only super-8
motion picture camera accepiable to the professional cinematographer. You are
invited to visit Bel Air Camera and learn about this remarkable cinema instrument
that is in reality a complete mation picture system. Or write fer comprehensive
literatore.

. SIEMENS. Model 2000 16/16 Single/Couble System Sound Projectcr with syn-

chrunous moter. Precise sanod speed fer recerding, re-recording, and precistuu
programming. Bumilt-in sirebe aod glowlight. Dowbie aod single system magoetic;
optical playhack; transfers opiical-to-magaetic and magnetic-to-m agnetic  souind;
mixing; editing; recording; re.recording; post-recordiog. Light weight— suitcase
size. All models avaifable with synchruuous or oniversal governor-controlled motor.
Let Bel Air Camera familiarize you witn this prejector and its unparallelod versatility.
Literaturs available on request.

Bel Air Camera and Hi Fi,
927 Westwoud Boolevard,
Los Angeles, Calif. 93024,

Please send me literature ou the cinema products chiocked.

Arriffex Beaulion R.1§ UHER 4000-L BEAULIEU 20085
SIEMENS 2000

Name
Address
City
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NEWSIETTER FROM THE
SAV QLUENTIN PRISON
INVATE HIM WORKSHOP

{EDITOR'SNOTE: The story on San Quentin
Prison’s Inmate Film Workshop, which
appeared in the October 1968 issue of
AMERICAN CINEMATOGRAPHER sparked
a tremendous surge of reader interest and
response. Because of this, we are publishing
the receritly received News Letter from the
Workshop, which follows. We have also had a
great many queries from readers who ex-
pressed an interest in donating much-needed
equipment, film and funds to this unique
workshop. To those who may be so inclined,
we wish to state that all inquiries and/or
donations should be addressed to: Mr. Dick
Queirolo [Sponsor]. Inmate Film Workshop,
San Quentin Prison, San Quentin, California
94964.}

$500 DONATION TO FILM WORK-
SHOP--DR. DART MOVES TO
KANSAS—~FILM WORKSHOP TO
MAKE TRIP

San Quentin’s Inmate Film Work-
shop received approvat for the CCOA
fitm from San Quentin and Sacramento.
Also received approval from the various
institutions we will visit. The IFW will
start on the filming trip January 25,
1969. Completion date is estimated for
July 1, 1969.

Dick Queirolo met with the Peace
Officer’s Association film committee on
a training film. P.O.A. approved the
shooting script and the IFW will start
filming July 2, 1969 with the approval
of R. K. Procunier and Warden
L. S. Nelson. Inmate Ed Costello wrote
the script.

The |FW was given approval to film
Walter Winchell’s film crew here at San
Quentin but due to the other film
projects that had to be done, the IFW
were only able to meet and talk with
Mr. Winchell and the film crew.
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The “'Golden Reel” award was com-
pleted and shown at the Sports Dinner.
The award was presented to Chuck Jolly
for “Outstanding sportsmanship during
1968°". This film was shot and put
together without the winner’s know!-
edge, until the film was shown on the
screen at the Dinner.

Bill Lawhon, director of photog-
raphy and chairman of the IFW received
the Q-Rolo film award for his “Out-
standing contributions to cinematog-
raphy.”” Lawhon also received the Film
Critic award. On theplaquereads “THE
BIG BURNOUT”, 1968, Inmate Film
Workshop—San Quentin. This award
was put together and made out of a
light meter that was destroyed in a fire.

Seven hundred feet of Tri-X was
expended during the filming of the New
Year's Show. The fim is now being
processed for a documentary of the
Show of Stars.

“The City of Steel,”” the 30-minute
Warden's tour film is nearing comple-
tion. Original title was ““Behind the
Walls*.

The IFW has installed a new editing
bench and film storage rack in the
cutting room. Plans are in the making to
build a dark room to roll off raw stock
for 100 and 400 foot reels.

We also received on a permanent loan
basis, a 16mm Grag 4X6” screen viewer,
an M-H professional portable 16mm hot
splicer and a Wollensak 6200 model
tape recorder from our boss, Mr. Rich-
ard W. Queirolo.

The Inmate Film Workshop received
letters from the Oepartment of Correc-
tions—Connecticut, ETV of North Caro-
lina and the Community Film Workshop
Council in New York, (branch of the
American Film Institute) concerningthe
San Quentin’s film group and asked for
any help we might give them in setting
up a similar operation. They learned
about the film group in the article of
The AMERICAN CINEMA-
TOGRAPHER,

A new full time member of the
Workshop was acquired. Edward H.
Costello will be working as the {IFW's
writer and will take care of the various
administrative functions pertinent to
the group’s activities. On his release he
plans to attend S.F. State College and
Major in T.V. Administration.

We received a visitor from Katonah,
New York in the person of Mr. John
Clayton, a film maker. He heard about
the I{FW and asked Mr. Queirolo to
speak and show some of our films at a
film seminar in New York in August,
1969. Mr. Clayton asked if he could be
of any help to our group in the future.

Dr. Peter Dart, member of the IFW
board of directors and professor of
Radio-TV Department at SF. State
College has left SF State to teach at the
University of Kansas. The IFW has
asked him to continue his activities as
advisor on our board of directors.

Mr. Hal Mohr; President of the
American Society of Cinematographers,
has informed Mr, Queirolo that the ASC
has donated 500 dollars to the Work-
shop so that we may purchase much
needed equipment.

Mr. Henry Freulich, ASC, another
member of our board of directors, has
offered to send the IFW some new
Sylvania lamps to use in our workshop.

Bill Lawhon, our chairman has re-
ceived a scholarship in photography,
from the Famous Photographer School
in Westport Connecticut. This is a three
year course and in still photography.
Lawhon plans to use this in his motion
picture work. []
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1. Joe Potts at controis of Pako Model 28EK Processor. 2. WAGA-TV office and studio buiiding. Atlanta. 3. Bill Buckier{lell) chief photographer.and
Jim Shirley, Treck PhotoGraphic of Atlanta.

Pako helps cut film
processing costs in half

The population of Atlanta has grown C

including overhead.” Bill mentioned

dramatically in the past 10 years— TV that the 28EK would pay for itself
and WAGA-TV has grown right in a very short time, even though it is

along with it. Virtually all their
shows, news and promos are telecast

in color, making WAGA-TV the leading
color stationin the Greater Atlanta market.

When WAGA-TV decided to go into auto-
mated film processing, it was only natural
that they wanted the finest equipment
available.

“We looked at a lot of brands and models
of processors and talked to alot of people,”
said Bill Buckler, chief news photographer,
“and we chose the Pako 28EK Cine
Processor. It’s got quite a reputation in
our business—and now we know why.

“We used to pay 6¢ a foot for outside
processing,” Bill continued, ‘““and we pro-
vided our own pick-up and delivery. But
in the first 12 weeks with our 28EK,

in operation only 2 to 3 hours a day.

Joe Potts, the operator, was trained

at the Pako Training Center in all the

necessary operating procedures. “It works

like a charm,” Joe said. “Even when we
force-process, it performs beautifully.”

“Everything our Pako Distributor, Treck
PhotoGraphic of Atlanta, said it would
do, it does,” Bill added. ‘“—and it does it
very well. It’s fast, dependable and the
quality is excellent . . . all the time.

“When we consider the time, cost and
quality,”said Bill, “we know we made the
right choice by automating with Pako.”

If your film department is thinking of
installing automatic processing equip-
ment, contact your Pako Distributor or

write to Pako Corporation, 6300 Olson

we processed nearly 177,000 feet of Memorial Highway, Minneapolis,
film at about half the outside cost— @ Minnesota 55440.

PAKO CORPORATION

6300 Olsen Memerial Highway, Minneapahis, Minnesota 55440

..;\ Processing Systems for the Photographic, Graphic Arts, Motion Picture, Medical and Industrial X-Ray Indusiries.
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“THE DEVIL'S HIGHWAY”
Continued from Page 291

late juncture, neither of us wanted to
give up.

Our muscles were getting tougher,
(the same could be said for our bot-
toms) and the exertions that had left us
gasping for air in the beginning hardly
slowed us up now. The road from
Cananea to Arizpe was so poor, it
wasn‘t even shown on a map we carried.

The route led over some of the
roughest country | have ever seen. Bare
boulders, dozens of feet high were
included by the “engineers” who had
conceived it. Actually it was little more
than a track most of the time.

During: this part of the trip the
Keystone camera dropped off the load
(I hadn't put it back in the case
thinking | would use 1t in a few min-
utes) and we had to retrace our steps
looking for it. The camera was in good
shape and none the worse for i falling
on the ground. But | didn't make that
mistake again.

After the more sophisticated cameras quit run-
ning, Taylor continued to shoot with trusty
amateur-type Keystone camara.

We rode until 10 o’clock that night
and were still a long ten kilometers from
our goal. The next moming saw us in
Arizpe, and at the gravesi'de of Juan
Batista de Anza, the man who had
inspired our journey. He has been
buried under the floor of this ancient
church since 1788.

His bones were exhumed in 1963,
identified by a team of scientists from
the U. S. and redinterred in a glass
topped cell in the floor of the church.
The interior was dark, too dark, even
for High Speed Ektachrome, unless |
dropped the shutter speed to eight
frames-per-second. At this [ barely got a
picture, but since nothing moved in the
shot it was impossible to detect on the
screen.

A bent reel threatened to disrupt our
production until the priest kindly al-
lowed us the use of a confession booth
for an impromptu lab. The reel was
discarded, but we didn’t have a spare,
(take notel) so we had to re-spool a
fresh roil on the bent reel in the booth
using pencils to hold the two reels.

After less than three hours of shoot-
ing in Arizpe, we had to head north
again, leaving our “‘crew” of some 50
youngsters laughing and waving in our
wake. So far we were elated with the
progress our movie footage was making.
But fate was about to put us through
the wringer once more.

It seems to be an established rule of
Mexican road builders %o always put a
road in the bottom of a riverbed in
preference to solid footing on high
ground. The “good” road out of Arizpe
was supposed to be a super highway
compared to the one we had used to
enter it.

The road kept crossing the river
which got deeper as we went along. The
water was 22 degrees and running fast,
To make things even more uncomfort-
able, a cold wind blew up. Fording the
river became more frequent and the
water was so deep the little motorcycle
engines vanished with a splash everytime
we tried to cross the stream.

For some ten miles after leaving
Arizpe we crossed and recrossed this
river 44 times. When the road finally
left the river and started climbing to
higher country, we were soaked to the
waist, our boots filled with icy water,
and shivering like leaves.

| have always regretted not being
able to film at night, because the graph-
ic portrayal of our experiences that
evening would have been very interest-
ing. As it is, those hours are forever
indelibly etched in my memory.

The water that soaked our bedrolls
and gear, would have ruined the ex-

The only “road” in the raw desart countr'y was
often a rocky eek bed,hard cuboth men and
equipment.

posed and raw film we carried, had not
the waterproof cases we bolted to the
bikes prevented it. To me, it pointed
out the need for careful planning before
starting on a location type of film.
There was no way in the world for us to
know beforehand that we would be
fording rivers on a desert trip, but the
precautions we took proved their value
by saving more than 1000 feet of
exposed film from damage.

Our spirits were at a low ebb, but we
decided to push on since there was little
point in feeling sorry for ourselves. My
headlight had never been repaired so |
continued to follow Don’s beam in the
darkness as we bumped and crashed
over the rocky trails.

We were surprised when the head-
lights of a pickup appeared behind us.
We pulled %0 one side for it to pass
when an American voice hailed us:
“Where are you guys going?”’ it in-
quired. ‘‘We’re trying to reach
Cananea,” Bennett told him. "Well,”
the voice predicted, “you won't get
there tonight, it is still 60 kilometers
ahead, and the road is hard to drive at
night. Why don‘t you stay at my

Continued on Page 326
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You'vegotan investment in time, effort, and
dollars in every movie you make. Webuilt the Kodak
Pageant Sound Projector to protect that investment.
It protects the film with features like shock-
absorbing sprockets, a soft tension gate, and
mechanically reversible sound drum. In fact, no
stationary part of the projector ever touches the picture
or sound track areas of your film. All these things
reduce film damage, and that's especially important
when you project ‘one-of-a-kind"* camera originals.
And the Pageant Projector makes the best of impressions
on your audience. The picture and the solid-state sound
system go on instantly. The sound is clean without hiss and
crackle. No fuzzy not-quite-perfect sound either, because of the
unique sound fidelity lever that lets you focus the sound light
directly on the track whether the emulsion is facing the lens or
lamphouse. The speaker is a quality instrument builtinto a detachable
projector cover. A 40-foot speaker cord lets you put
the sound up front where it belongs.
Allin all, for film protection and
film projection, you need a Kodak
Pageant Sound Projector. See your
Kodak Audiovisual Dealer or contact
one of the offices listed below.

EASTMAN KODAK COMPANY

ATLANTA: 5315 PEB:M'M \nﬂuﬂnal Bhd.,

Chamblee, 7.5211: CHICAGO:
1901 wesl 22nd S! O2k Brwu 60523, 312—

0200; DALLAS: 6300 Cedar Springs Rd.

75235 214_FL ) 322) HOLLYWOUD 6706
Sants Monica 8ivd., 213-664.6131: NEW
YORK: 200 ParkAve.. uxm 212—MU 77080;

SAN FRANCISCO 3250 Van Ness Ave., 94119,

'6.6055
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THE CANON AUTO ZOOM 1218 {BELL &
HOWELL MODEL 88C) SUPER-8 CAMERA

When the Super-8 format was first
introduced, it was assumed that it 52%
larger frame area would be, mainly, a
boon to amateur film-makers. It soon
became evident, however, that the
larger, sharper picture made possible by
the new format opened up a number of
professional areas of application—but (it
was initially thought) as a release, rather
than an original photography medium.
It was reasoned—and accurately—that
Super-8 would provide a means of furn-
ishing low-cost release prints for films
produced in 16mm and 35mm.

This it assuredly has done. What was
not at first appreciated, however, was
the fact that there exis®% a vast potential
for Super-8 as an original photography
medium in certain spheres of educa-
tional, scientific and documentary
production. In these areas, where low-
budget is the rule rather than the
exception, it is she low cost of Super-8

over-size
Ims hood made of ﬁoxibln ruh:-t oifo«woly
awmst the IlgM.

PRODUCT REPORTJ

BELL & HOWELL’'S
CANON AUTO zZ00M

SUPER-8 CAMERA

An extraordinary 12-to-1 automatic
zoom lens, plus a host of other highly
sophisticated features, make this camera
adaptable to many professional uses

raw stock and processing {as compared
with 16mm) that has, in many cases,
made film production possible at all.

Aware of thistrend, which has rapid-
ly developed into a boom, several of the
more forward-looking equipment manu-
facturers have designed extremely
sophisticated Super-8 cameras of great
versatility, precision engineering and
definitely professional capability.

One of the latest and most advanced
in this category is the new Canon Model
88C Super-8 Auto Zoom camera, avails
able from the Bell & Howell Company.
It features the most powerful zoom lens
ever developed for this format—a 12-to-

Zooming from 7.5mm to
90mm {or any combination in
Batweon) can be done either
automastically or manually.
200m range can be preciasly
limised by settinglevets at any
‘two salected focal lengths.

Power zummq can be done at
Hxﬁl {36 seconds for

emiu range) or Low
Spo.d (10-12 seconds), by
simple pre-set.

An F-stop scalo at the top of
the viewh'nder frame indicates
exposure sslec¥ed by the auto-
matic exposure comMol. Red
zones at either end of scale
indicate dsnger of over- or
under-exposure of the scene.
Circle at center of viewfinder
frame is the microprism screen
of the build-in rangefinder.
Focus is edjusted by tuming
focusing ring until the subject
is seen most clearly in the
microprism screen.
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1, F/1.8 zoom with a range extending
from 7.5mm to 90mm. Considered
something of a milestone in optical
design and technology, it is the only
fens manufactured with such a wide
zoom ratio.

The Canon Super-8 Auto Zoom
Camera is a handsome, rugged instru-
ment incorporating just about every
filming option a professional film-maker
could ask for. In fact, it would appear
that i% designers have thought of every-
thing. It is a rather heavy camera com-
pared to others of the format (due
mainly to its huge 13-component, 19-
element zoom lens), but the manufac-
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turer has provided a chest pod for
increased stability in hand-held
operation.

The technical description of the new
camera, and it salient features, inciude
the following:

Type: 8mm movie camera using Super-8
film cartridge.

Frame Size: 4 x 5.4mm.

Lens: F/1.8 with zooming range of
7.56—90mm. 13-component, 19-element
construction. Zoom ratio, 1:12, Zoom-
ing by rotation of lens barrel. Zoom
range can be fixed at any range by
shifting the zoom range setting levers.
Lens coated in single- and multi-layers.
Inner diameter, 82mm. Quter diameter,
85mm.

Viewfinder: Single-lens reflex typecom-
bined with microprism screen range-
finder. Contains f/stop scale and over/-
under exposure marks. Eyepiece adjust-
able to eyesight of photographer. Two
types of accessory eyecups are supplied
with the camera.

EE Mechanism: Automatic aperture set-
ting coupled to film speed and filming
speed. Aim camera at subject for correct
exposure.

Exposure Meter: Through-the-lens
system CdS cell measures light passing
through zoom lens. Powered by two
1.3v M20 (#625) mercury batteries.

Light Measuring Range: The entire
range between ASA 250 /1.8 at 18 fps
and ASA 16 /16 at “SLOW MOTION"
{approx. 45 fps).

Film Speed: Automatically set with
insertion of film cartridge. With tung-
sten type film, ASA 25-250 {(Din
156—25). With daylight type film, ASA
16—160 {DIN 13—23).

(LEFT) Because of its huge 13-companent, 19-element zoom lens, the Canon Auto 2aom 1218 Is
has €

heavier than most Super8 cameras. H

a chest-poad for
for work or when

increased stability in hand-held

zooming. (RIGHT) The complete Canon Auto Zoom kit includes a sturdy leather cairying case,
chest pod, rubber lens hood, pistolgrip release trigger, lens cap and other eccassories.

CCA Filter: Built in. Corrects colors of
tungsten type film when used in day-
light. Automatically cancelled on inser-
tion of daylight type film cartridge or
manually from outside by shifting the
CCA filter switch.

Filming Speed: 18 fps, slow motion and
single frame.

Shutter Release: Released by turning
the shutter lock dial to ““R’ and pulling
thetrigger or pressing the shutter release
button. Single frame possible with the
cable release.

Manual Control of Aperture: Manual
operation is possible by releasing the EE
mechanism. Aperture is electrically
coupled with the aperture control ring.
Fade-ins from f/22 and fade-outs to
/22 are possible with aperture control
ring and an NO filter.

Power System: Film drive and power
zooming operated by two micro-motors.
Power zoom can be regulated in two
speeds. Entire zooming is done in 3-5
and 10-12 seconds at “H’ and “L"
respectively.

Power Source; Five 1.5 v penlight {size
AA) batteries. Sufficient power for 15
cartridges of film under normal temper-
ature.

Battery Tester: Built in. Indicates power
levels of mercury and penlight batteries.
Manual Zooming: Performed by manual
zoom lever. Revolving angle of 150°,
Footage Counter: Counts up to 50 feet.
Automatically resess when the cartridge
is taken out.

Film Transport Indicator: For checking

film advancement.
Continued on Page 322

REMOTE CONTROL SOCKET

CONTINUOUS RUN

{7.5T0O 90mm)

ASA 16TO 250

FEATURES OF BELL & HOWELL'S CANON AUTO ZOOM 1218 SUPER-8 CAMERA

® MANUAL LENS SETTING CONTROL
CABLE RELEASE SOCKETS FOR SINGLE FRAME AND ® SUPER 8 CARTRIDGE LOADING
AUTOMATIC AND MANUAL FILTER CONTROL

B REMOVABLE TRIGGER GRIP WITHWRIST STRAP

B EXTREME WIOE-RANGE 12:1/1.8Z00M LENS

® TWOBATTERY TESTERS (FOR EE AND POWER
DRIVE/ZOOM)

ELECTRICALLY POWERED 2SPEED ZOOM CONTROL

BEHIND THE LENS CdS EXPOSURE CONTROL—
® ADJUSTABLE EYEPIECE WITH RUBBER EYECUPS

ELECTRIC FILM DRIVE

EXPOSURE INDICATOR IN VIEWFINDER

® THROUGH-THE-LENS MICROPRISM FOCUSING B LIMITING STOPS FOR ZOOM RANGE CONTROL
B NORMAL {18fps) AND SLOWMOTION {53fps} = BATTERY POWER ON/OFF SWITCH
B THROUGH-THE-LENS REFLEX VIEWING B REMOVEABLE PROFESSIONAL-TYPE LENS HOOD

AMERICAN CINEMATOGRAPHER, MARCH, 1969 309



310

clearance sale!

Over $700,000 worth of used laboratory equipment

Alt equipment purchased from three major United
States laboratories who recently up dated their
equipment. All units except those noted were in
use until the date of purchase.

1 each ... Beli & Howell Model “E”* 35mm Picture
& Sound Continuoys Contact Printer, forward
and reverse operation {Panel Printer} running
speed 180 f.p.m. for black & white.

Selling Price $17,500.00

3 each...Bell & Howell Model ‘£ 35mm Picture
and Sound Continuous Contact Printer, forward
and reverse operation {(Panel Printer) light
changes with mattes — subtractive color at 100
f.p.m. Selling Price $20,000.00 ea.

NOTE: Any of the above can be modified for
additive printing by adding an additive light
source. Madification instructions can be supplied
by us.

27 each ... Bell & Howell Model **D” 35mm Con-
tinuous Costact Printers, some with rofler gates
and torque motors — not¢h counters 3 & 5 way
apertures — running sgpeed from 60 te 120
f.p.m.

Selling Price from $3,450,00 to $3,700.00 ea.

1 each...Bell & Howell 38mm Continuous Con
tact Printer with Unicern Wig Wag, setup to run
track at 390 f.p.m. Special torque take-ups. air
vacuum squeegees. Selling Price $4,000.00

leach ... Bell & Howeil 35min Continuous Contact
Printer with Unicorn tape controls, 5-way aper
ture, air vacusm squeegees, special torque
takeups with Unicorn Wig Wag to run over 300
f.p.m. black & white. Selling Price $5.500.00

1 each ... Bell & Howell 35mm Continuous Contact
Printer for picture and track with notck counter,
roller gate, torque motor takeups 6100 Design
— like new. Selling Price $7,500.00

1 each ... Bell & Howell 35mm Step Contact Printer
with Bell & Howell camera niovement.

Selling Price $3,700.00

3each... Bell & Howell 16mm Model "J* Con
tinuous Contact Printer ~ roller gate — notch
counter. Selling Price $3,650.00 ea.

1 each ...Bell & Howell 18mm Model "J' Con
tinuous Contact Printer with one lamp (1000W)
Fish Schurman Additive Color System {less
reader) Selling Price $5,000.00

1 each...Bell & Howell 16mm Model *}’ Con-
tinucus Contact Printer — notch couriter —
control panel — separate cue track.

Selling Price $3,650.00

1 each ... Bell & Howell 16mm Model Con
tinuous Contact Printer — roller gate — notch
counter. Selling Price $3,650.00

1 each...Bell & Howell 16mm Model “J" Con:
tinuous Contact Printer — roller gate — torque
motor takeups — control panel — on large
frame. Selling Price $3,650.00

1 each ... Bell & Howell 35/32 Continucus Contact
Printec — roller gate — notch counter.

Selling Price $4,000.00

2 each . .. DePue Reduction Printers 35 to 35/32
reduction or 35/3Z to 35 blowup.
Selling Price $4,000,00 ea.

“l each . .. Cinex Tester — adapted for color using
subtractive filters. Selling Price $2,500.00

°2 each ... Cinex Testers — black & white — 16 or
35. Selling Price $1,500.00 ea,

“Any of the Cinex Printers can be converted to the

HFC Color Scene Tester at an additional cost ot

$4,000.00.

1 each ... Eastman Kodak 35mm Edge Numbering
Machine. Selling Price $1,250.00

1 each . . . DuPont 35mm E£dge Numbering Machine.
Selling Price $500.00

1 each. .. Westrex Densitometer RA-1100-A.

Selling Price $1,500.00

4 each . . . Duplex 35 to 16mm Reduction Printer.
SellingPrice $1,000.00 ea.

1 each ... Fish Schurman 3 light color correcting
additive color head Model D Serial ¥51.

Selling Price $2,500.00

! each ... Eastman Kodak Waxer 35mn,
Selling Price $375.00

2each ... Bell & Howell 35mm Sound Heads lor
Model ‘D" Printers {(new).

Selling Price $2,450.00 ea.

leach...35mm Loop Cabinet (holds approxi-
mately 100 #t.} not driven. Selling Price $500.00

1 each... Debrie Reduction Printer from 35mm
to two 16mm black & white.

Selling Price $2,500.00

1 each. .. Debrie Light Board
Selling Price $750.00

3 each ... Eastman Sensitometer 2B,

Selling Price $1,100.00 ea.

1 each...Photo Research Corp. Densitometer --
picture & sound — black & white — as is.
Selling Price $450.00

i each,..Two Head Roth Projector Generator —
1756 RPM—35Y 65 amp. D.C..-Mtr. 220/440V
- 60 cycle 3 phase — 7%/ H.P. Century Motor,
Selling Pr'ce $450.00

1 each. .. Star Printer Generator 25 KW — 500V
D.C. 5.2 amps. 220/440v 3 phase 60 cycle.
Selling Price $350.00

1 each . .. Panel Printer — black & white — 2 heads
— action & track with 3 phase torgue moter
takeups. fixed metal mattes for track head
without lamphouse. Selling Price $2,500.00

All items subject to prior sale. All F.0.B. Hollywood.

California.

Cable: BENHAR/Area Code 213 462.3284

write or phone for more details...
HOLLYWOOD FILM COMPANY

956 No. Seward St /Hollywood,California 90038 /(213)462-3284 /Cable:BENHAR

/4
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Introducing three

new products from
Martin Audio

SONOMIX 601A —A NEW IDEA IN MIXERS ... SIX CHANNELS
IN BUILDING BLOCK UNITS

BASIC UNIT- Line level for tape mixing = 95 DB gain
SECOND UNIT— Microphone preamp unit for live ® 200@ microphone input
recording | 100K Q line input
| +4VU 600 Q output
THIRD UNIT— Nickel cadmium battery pack for : :
remote recording [ ] )él[;trz lzj:tonnectcors on microphones and line
FOURTH UNIT— Portable case ® 19 |bs. with case and battery pack

$675.00 COMPLETE

VARISPEED Il —~ TAPE RECORDER EFFECTS GENERATOR
Varispeed wilt vary the motor frequency of a studio INVALUABLE FOR
recorder from 25 to 80 cycles and synchronize at B Sound effects
30, 48, 50 and 60 cycles. s Correcting off speed tapes

® Variable sound delay and changing pitch
Plugs directly into Ampex models 300-350-440, m Playing 3% IPS tapes on 7%2 IPS machines
Scully models 280-282 and adapts to most other = Operating 60 cycle recorders on 50 cycles
studlo recorders. m Synchronizing film tracks
$395.00

‘ 2

STUDIO SYNC GENERATOR FOR 14,000 CYCLE MODULATED FILM SYNC

Solid State modulated signal generator for
recording motion picture sync tracks on Y4 inch
and multi-track non sprocket tape recorders.

$145.00

MARTIN AUDIO CORP.
320 West 46th St. = New York, N.Y. 10036
Telephone 2122656470
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SIGHT AND SOUND
IN THE SEVENTIES

The keynote address delivered at the recent
23rd Annual Calvin Workshop in Kansas City
describes a golden future for film-makers

By TOM HOPE
Eastman Kodak Company

This is an exciting world we live inf
We are going farther, faster, deeper, and
sooner. Current vocabulary reflects the
violence of these changes. We talk about
the population explosion, the informa-
tion explosion. New technology be-
comes obsolete within a human lifetime.
Industry and Education search for and
demand innovations in training and
communication methods and technisues
which will help contain the explosions.

| suppose it is some sortof /mplosion
that has brought this audience together
in Kansas City. The explosions have
made this audience a part of one of the
fastest growing industries, not only in
this country but worldwide. Education,
training, research, communication--all
rely heavily upon the motion picture as
the medium through which solutions
will be found. Take a look at some of
the major areas of concern:

War

Space

Race Problems

Science and
advance

Training of people to master techni-
cal skills and also to better supervise
people themselves

Education which
thorough change

inflation and related monetary prob-
lems

Pollution of water and air

Population control

food

and Communication itself.

Anyone can make a movie—a reel of
pictures that move. 8ut to make a film
that searches, analyzes, informs, trains,
persuades, inspires—that's something
else again! There is an old formula
which says that genius is ten percent
inspiration and ninety percent perspira-
tion. Most people perspire easily. | think
it is that ten percent inspiration that
brings the Calvin Workshop together
today as the largest gathering of film-
makers anywhere.

It took a lot of training to get me

related technological

is undergoing a

312

here by air. The airline reservation clerk
| spoke to on the phone was trained.
The employee at the ticketcounter was
trained to handle the day-to-day routine
as well as the irritations of delayed
flights,

Mechanics who service and maintain
the big jets are trained and regularly
retrained as new models join the airline
fleet. The plane’s flight crew, traffic
control and navigation are products of
intensive training. There probably is a
new training program now on handling
the Cuban traffic.

The addition of jumbo jets to the air
fleets introduces newproblems for anal-
ysis and solution. Consider the simple
one of loading 350 to 500 persons. If it
took only ten seconds to get a passenger
through the door and into a seat, it
would take an hour to load the smaller
jumbo jet with 350 passengers. Planes
are being designed with several doors,
but airport facilities must be completely
changed.

Ten years ago we were just beginning
to hear about a new Federal Govern-
ment agency called NASA. Today, f
doubt that there is a school child in the
U.S. who couldn’t tell you right off the
tip of his tongue that N-A-S-A
stands for the National Aeronautics and
Space Administration.

NASA is one of the biggest usersand
producers of motion picture films in the
country. Letter-perfect training is essen-
tial to the success of space flight. Didn’t
| read in a recentissueof LIFE that the
crew of Apollo 8 trained for two years?

One executive of amajor corporation
made a challenging prediction about
education and training. Dr. Edgar
Katzenbach, then educational vice-presi-
dent of Raytheon, pointed out that
public and private education cost fifty
billion dollars in 1967. He estimated
that the total investment for training in
business and government in 1967 came
to twenty-seven billion dollars.

Dr, Katzenbach then went on to
predict that by 1975—eight years later

—the cost of training for government
and private industry will be on a parity
with the investment for educating our
children. The figure generally accepted
for the education cost in 1975 is sixty-
five billion dollars. That means that
spending for education will go up thirty
percent while that for industrial and
governmental training will more than
double. The motion picture film--and a
whole raft of audiovisual systems—wiil
play a major role in this growth.

Ten years ago about 7700 motion
pictures were produced in your field
alone—for business, schools, govern-
ment, churches, community agencies
and medicine. The estimated output for
last year is over 13,000 titles. That
means that film production went up an
average of 5 percent each year over the
past decade. This increase does not take
into account the films made chiefly for
television and theatrical showings.

Where will we be ten years from
now? Regular non-theatrical films
should pass the 20,000 mark easily. In
addition to these~which | call *“long
films''—there will be a continued accel-
eration in the production of what are
termed “‘short films."”

| use the term, short film, to denote
3 film either 16mm or 8mm of 3 or 4
minutes running time. This is a substitu-
tion for the terms single-concept film
and cartridge film. Neither of these
phrases makes a good generic term.
Single-concept refers to content and not
length. Cartridge film refersto the form
of the film container and excludes short
films on reels. So | prefer the simple
designation, short fifm.

While we're dealing with semantics,
here’s another word jam. The introduc-
tion of Super-8 film created some con-
fusion in the way we refer to the kind
of 8mm film which amateurs had been
using for 30 years, “"Standard 8mm
film’*, “’Regular 8mm”, or even “old
8mm" are some of the terms which
crept into usage. The vocabulary will be
self-cleansing, however, because the
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whole industry is switching over to
Super-8. Within a few years all 8mm
film sold for professional use will be
Super-8. The 8mm film with the smaller
2192 x .145" frame will no longer be
“’standard’ or “regular”. It will still be
shot in millions of amateur cameras, so
it will not be accurate to call it the “old
8mm film.” To solve this naming prob-
lem, some people at Kodak came up
with the term, Cine-8, to differentiate it
from Super-8 film. This seems like a
reasonable solution.

In 1966, 8mm short film production
showed 800 titles. In 1967, production
jumped to 1600. Although the tally for
1968 is not yet completed, | suspect it
will go over the 2000 mark. The produc-
tion of short films can easily average a
gain of 30 percent for the next five
years. Then, if it slows to a mere 10
percent increase annually, by 1978 the
annual output will berunning at 10,000
titles. This is just about half the number
of long film—those over 4 minutes
running time.

Because we are all here in Kansas
City to study film-making, | have con-
fined my remarks primarily to that
medium. However, most of us, at times,
are called upon to use other media. And
there are plenty of them! | recall seeing
Pete Peterson of American Oil-now
retired—list and demonstrate over 60
different visual and auditory media.

Four of these will play an increasing
role in visual communication. The first
—motion pictures—! have already men-
tioned.

The next, electronic display, is one
of the important newer media.

Video tape recording, coupled with
the television receiver, will continue to
make an impact on our industry. it has
gone through its introduction period
and is now settling down to some
practical applications.

EVR—electronic video recording—is a
potential new addition to the field of
electronic display which has created
considerable interest. EVR is the devel-
opment of the CBS Laboratories which
| assume you have heard about.

In the coming years, systems combin-
ing photography and electronics will
amplify our capabilities as creators of
effective communication.

The 2x2 slide is the third medium
which is growing in importance. Like
both 8mm film and television, the 2x2
slide comes to professional audiovisual
use from the amateur, home market.
Twenty vyears ago, before | joined
Kodak, the 2x2 slide was seldom seen in
the school. Business and Industry were
strong for the 3%x4% lantern slide. The
2x2 slide was just getting a toe-hold.

The introduction of the round slide
tray, coupled with remote and automa-
tic control, changed the picture in more
ways than one. Now the 2x2 slide is one
of the fastest growmg media. Its use will
be broad by suppl y fea-
tures and accessories. Already we have
random-access to fill some real needs.
Simulated-motion is another feature re-
cently developed. Others will come
along, | am sure.

The fourth system, the overhead
projector, has been a “hot” item in
recent years. In 1966 sales zoomed with
the surge of federal aid to Education.
When a product has a boom year, there
often is a drop the following year.
Overhead projector sales were no excep-
tion. But now--even though Federal
money is not as abundant--sales of the
overhead projector is rising again. The
teacher finds it an extremely useful tool
in the classroom.

These four systems encompass both
hardware and software. Sales of equip-
ment in 1968 were just short of three
hundred million dollars. In ten years
sales should be close to half a billion
dollars for a modest 60 percent increase.

Of course, your primary interest lies
in software. This includes motion pic-
ture prints, filmstrips, slides, magnetic
tape, video tape, overhead transparen-
cies, etc. When the 1968 SMPTE market
report is released, | suspect that it will
show expenditures of about six hundred
million dollars.

Where will this important portion of
our industry be at the end of the next
decade? | believe it will have risen an
average of 10 percent a year until—in
1978—it will account for one billion,
six-hundred million dollars in sales.
That's far more than the total for
nontheatrical film and audiovisual ex-
penditures today.

A mere ten years ago our young
industry was still under a half a billion
dollars—an estimated four hundred and
thirty-three million, to be exact. This
was the total spent for hardware, soft-
ware, and administration by all markets
—schools, business, government, re-
ligions, community agencies, and medi-
cal.

When the 1968 report is released, |
suspect it will show totaldollar activity
around one billion, one hundred-fifty
million dollars, 270% higher than the
1958 figure. The average annual gain for
the decade was about ten percent,
which is more than the gross national
product yearly average.

Il make a prediction that by 1978
your industry will have risen to at least
the three billion dollar mark. That
would amount to a seven percent annual
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gain, a conservative forecast to say the
least. What is your estimate? | am
talking aboutyour future, your nextten
years.

Let me touch on one final important
aspect--peop/e. | have talked about
tools and materials. In order to produce
30,000 motion pictures a yesr, it witl
take more film-makers than we have
today. There are currently 7,000 to
8,000 film production units. In 10 years
there should be 10,000 units. This
means 20,000 additional film-makers
will be needed for the new units, plus at
least 10,000 to fill the normal attrition

{TOP} Tha 1949 Calvin Worizhop was st
tended by 275 persoro. IBOTTOM) The 1968
Workshop packed Calvin’s huge sound stage
“A" with more than 800 asttendass from 47
states end four Canadisn provinces. Within 30
minutes after this picture was made there was
not an empty seat in the house.

in existing units. We certainly have to
encourage your people beginning with
high school studen® to choose the
motion picture industry as a profession.

QOver the next three days you will see
many excellent film samples, examples
of motion pictures tackling many of the
problem areas that | listed a few
minutes ago—science, industrial training
and others | am sure. Added together
you can see why | am so opnmlsuc
about the future.
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In eight months, Baldwin Baker
exposed a million and a quarter
feet of 16mm film for ABC TV.

That's 7000 feet a day, five
days a week. All on location,
sync sound, with one camera.

Mr. Baker needed a camera that
was quick to operate and, above
all, reliable. He used an NPR.

Baldwin Baker writes:
“Everybody’s Talking is an
ABC Television show that
really eats up film. Inthe first
eight months of shooting, we
regularly exposed between
fifteen and twenty 400 foot
rolls a day. In 35mm, that
would be over 20,000 feet a
day. All lip sync, of course,
and all on location—very
often three or more separate
locations on the same day.”

“Short film clips from our
filmed footage of peopie
talking about an unidentified
subject werescreened in the
studio for a live panel, who
had to guess what the people
were talking about. Because
we could never tell how long it
would take the panel to guess
the subject and because the
peopledoingthetalking were
mostly non-professionals, we
had to shoot literally mites of

Baldwin Pa

film to get good tantalizing
quotes and to make sure
there would be enough foot-
age to keep running clips un-
til a panelist finally guessed
right. We used so much film,
in fact, that more than once
Eastman’s Hollywood store
ran completely out of 16mm
black-and-white rawstock!”’
“With travel between loca-
tions and a shooting schedule
like that, you can imagine



A )“pe man in the photograph, is a member of the IATSE Hollywood local 659; and that’s his NPR.

. how much time there was to

spare for setting up or for me-
chanical problems. Without
the NPR’s instant magazine
change, | don’t think we could
have gotten that much foot-
age in the can. Overall, it's a
fast camera to work with, of
course. But our NPR had to
be completely reliable too;
and it certainly was. We got
a million and a quarter feet of
rock-steady images.”

f

As well as five-second
magazine changes, the NPR
gives you precisereflex
viewing, balanced shoulder-
resting, registration-pin
movement, a constant-speed
motor with sync-pulse gener-
ator and automatic clapper, a
rotating two-lens turret, and,
of course, it gives you blimp-
free silence. May we send you
a free copy of our sixteen
page NPR brochure?

You can get it, free of course, from
Eclair at 7262 Melrose Avenue, Los
Angeles, California; (213) 933 7182.
Or from our office at 18 West 56th
St., New York City; (213) 247 0350

eclair

Camera makers since 1909




CREATING A MULTI-MEDIA “SEE-IN"
Continued from Page 287

The first rehearsal went fairly well. Since the musicians in
the band had not worked with the sound track until this
time, they adjusted their levels so that at the proper places
the film sound could be heard.

This was the first time the light show people had seen the
film, but with the help of the log they were able to get the
cortect title slides up with the right film segments. They
skilifully blended their effec in and around the movie
scenes. It did not look like a light show that happened to be
running at the same time a film was being shown. The sepa-
rate elements combined to produce an integrated and pleas-
ing effect. During this rehearsal the timings of the go-go dan-
cers, the actors and the spotlight crews were precisely coor-
dinated with the film.

Only one problem developed during the rehearsal. While
the left projector ran in perfect sync with the Siemans, the
right unit ran a little fast. Since its speed could not be
changed, | turned it off several times during the show. Every
four minutes while the projector was in black leader, |
stopped it for two seconds. The next picture always showed
up in sync with the other screens. While this method would
be annoying in a more permanent installation, for our tem-
porary use it was very practical.

We planned the multiple-screen effects so that they in-
creased in quantity and impact as the tempo of the pictures
rose, During the first few minutes the additional screens were
used very little. The film began with our own open, using the
theme line “It’s a very special season”. ““it’s’ faded in on the
center screen and then faded out as the left screen came up
with “a very,” the center screen with “special” followed by
“‘segson” on the right. It read all in one line “‘a very special
seasoh.” It had begun on the left and expanded at normal
reading speed. All three projectors faded a once. Next, the
center projector faded in alone and began the first promo
segment. For transition between segments | used the ABC
design of moving concentric patterns which the network puts
on the tail of their promos. Due to its color, design and
movement this fit the style of our show very well. During
transition between segments | ran the center film only, left
and right only or all three depending on the mood of the
segment.

The multiple screens used in the open with the words
looked like slide projections. The first obvious use of the
technigue was in the “Flying Nun” segment. When sister

35mm projectors ofthe

{LEFT) In 1967 show, a Siemans projector was used for the centes screen picture and sound track- Three 16mm proj were
tre’s permanentinstaltation. Thn‘ugainmrfnnhg teft acceen is shown in the

Bertrille was caught by the wind, she was raised into the air
and another sister turned around, saw her and exclaimed,
"Good grief!” For this short onesecond exclamation, very
much to the surprise of the audience, all three screenscame
on with the identical closeup as she spoke the line. Later a
pilot looked out thewindow of his planein the center screen
and saw the nun flying on the left screen. This segment
closed with three identical shots taken from above looking
straight down as the nun flew along.

In “Garrison’s Gorillas” one of the swars threw a knife
from the right screen. It flew across the center and landed in
the wall on the left. A similar use was in “N.Y.P.D.” A
motorcyclist roared up on theleft screen and threw a torch
across the center and started a large fire on the right screen,
which spread back across the center and left screenso thatall
three were ablaae with fire. The ““General Custer” segment
ran on the center screen only, until he yelled, “Charge” and
his men began their final ride across all three screens.

One of the most exciting segments was “The Guns of Will
Sonnett”. In one place the right screen showed acloseup of a
finger cocking the trigger of a rifle. The left screen came on
with a closeup of Will Sonnet's face as he and his son rode
away. He made a facial gesture to indicate he heard the trig-
ger click. Back on the right screen one of the three men
pointed the gun at Sonnett's back. The Sonnetts whirled
around and fired at the right screen and the three men. The
left and right screens became medium shots of the men as
they fired back and forth across the center screen, which was
a blur of closeup faces, guns and horses. All the screens
blurred into one fast-moving, smoke-filled montage of the
battle. Then it was quiet, and threeriderless horses ran from
right to left actoss the three screens. The outside screens
faded to black, and the center showed Will and the boy
unharmed as they rode slowly offover a ridge.

For the first part of the presentation, the three screens
were used only for dramatic emphasis. For the last two long-
er segments the style was different. The Olympic and Africa
sections used the three screens most of the time. This worked
very well because the earlier sparse but very effective use of
the three screens had teased the audience into wanting more
of this dramatic effect. in part of the Olympic section the
athletes performed in the center screens while the outside
screens had closeups of spectators’ faces, score boards, ref-
erees and other relased subjects. | especially liked the track
section. Several runners were racing in the center section. On
the outside screens close-up faces looked toward the center
and the runner. The faces grew tense as the athletes neared

the

gr {CENTER) I n#i diting set-up
head on the fourth gang, (RIGHT) Separate film

involved three viewers by-side, plus a four-gang,
strips for the opening title sesn on the screens of the viewers,
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the finish line. One broke the tape, and the outside
were filled with cheering spectators. With one screen we
would have had to cut away from the runners to show the
spectstors, but in this way both appeared at the same time,
giving the audience the effect of actually being there rather
than watching a film full of cutaways.

The show was run on Friday night for the special guests
with dinner and cocktails added, and alone four more times
during the next day, free to children. All five presentations
went very well. The only real problem occurred on Saturday
when the Siemans amplifier blew a fuse and we lost film
audio for a short time.

All in all, | was very happy with the show, but came away
with a lot of ideas on how | would do it differently next
time. The casual, and for the most part, random effect of the
light show contrasting with the more static three-screen
movie was effective. | decided that for the next year, though,
| would like to do a multipie-screen show in which all the
effects would be preplanned and automatically sequenced so
that the show would be repested identically each time. In-
stead of a light show crew and a film projection crew, |
wanted one or two people to run the entire thing.

| experimented with various ideas and techniques in sim-
plified, low-budget multiple-screen projection and filming.
Having already used movies, | concentrated on 35mm slides.
| again wanted to use three screens. The problems were sev-
eral. | had to take three slides at once. The three individual
slide projectors had to be synchronized, and | wanted to
eliminate the distracting moment of black between slides and
introduce some motion into the pictures.

The first problem was how to obtain three slides to be
projected at once. The objects | wanted to photograph were
all things that didn’t move: printed material, flowers, colored
lights and other stationary subjects. Because of this | was
able to shoot with a single camera. | first shot the slide for
the center frame, made a mental note of where the sides of
the frame fell, then shot the outside frames, carefully match-
ing the edges. | knew that due to the black separation line
between the projections, a little misregistration would go un-
noticed. | made up several sets of slides in thisway and then
put them aside to consider the projection problems.

in order to eliminate the black between slides, | needed two
projectors for each screen and a dissolve control, Commercial
disolve units proved to be too slow for my purposes and
changed one slide with each dissolve. | built a special unit
which would change from one slide to the other at speeds
ranging from several times a second to once a second. The
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Screen layout for the 1968 show. It covered an aree 3S5featby 80 feet.
The upper center mavie screenran all thetime joined by the other movie
and slide syeens in various combinations, Sometimes the upper and
lower acreens formed one picture and at other times two or three
horizontal scveens formed a picture.

change rate was continuously variable and could be adjusted to
the beat of the rock music used in the show. Thisdid not affect
the slidechange function, which was controlled from another
unit, Changing from one projector to another at such a fast rate
*“animated” the slides, The combination of slide changes and
projector changes looked exactly like a movie,

The 196B show was also held in the Pacific Science
Center. This time it was in a 105' by 120’ room, We used six
screens, two rows of three, one above the other—movies and
slides on the top row, slides only on the bottom. The projec-
tions filled a 35" by B0’ area of 2800 square feet of visuals.

| built a special remote control box to run nine of the
slide projectors. The left side ran the “A” bank with five
projectors, and the right side ran the “B” bank with four.
The banks had to be actuated in a certain sequence to run
the show. It was easy for the operator to forget the sequence,
so a light came on above the next button to be pushed. The
control panel could be run in the darkness during the show,
because the other switches also had colored lights to indicate
their functions.

Instead of a booth we had a small area atop a scaffolding
for our equipment; three 16mm movie projectors, ten 35mm
slide projectors with special dissolve units and a spotlight
with color wheel. There was barely room left for the two
operators. This show was much more complicated and pre-
cise than the previous year's,

In only two shows we advanced a long way toward devel-
oping a low-budget multi-screen show similar to the sophisti-
cated and expensive multi-screen presentations made for ma-
jor exhibitions. »
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Over 10,000,000 film shipments
ago, Plio-Magic introduced
our first reel improvement.

Thirty years experience in plastics makes the
big difference in film reels.
Plio-Magic, the historic
innovation by Plastic
Reel Corp,, origi-
nators of large
plastic filmreels
— make it pos-
sible for you to
slash shipping
costs while en-
suring safer,
more efficient
handling and
storage of your
film. These light
weight reels have
high-impact strength,
will never chip and are
free from hazardous sharp
edges — bane of anyone who
handles film.

Plio-Magic material is actually 60%
lighter than old-fashioned metal reels
which means you save a whopping 60%
on every reel you ship.

Custom
imprinting
available.

Our 16mm reels are supplied in 600, 800,
1200, 1600, and 2200 foot sizes. Also avail-
able: 8mm reels from 600 to 1600 foot capacity.

Join the film industry leaders who appreciate
the difference. Switch to genuine, improved
Plio-Magic. Your films deserve it. Write Dept.
AC 369, 640 South Commercial Ave., Caristadt,
N. J. 07072 for money-saving PRC data kit.

@ PLASTIC REEL CORPORATION OF AMERICA

Manutacturers of

Film Reels, Cans, Shipping Cases, Reel Paks, Tape Reels,
Processing Rollers, Cores and Bushings.

640 SQUTH COMMERCIAL AVE., CARLSTADT, . J. 07072, (201) 9339125
Direct N.Y.C. Phone No: $£12) 534-5055

West Coast: 905 NORTH COLE AVE., HOLLYWOOD, GALIF. 90038, (213) 467.3107

Up to 60%

New, improved Plio-Magic
materials won't
rust, dent, chip or peel.

Case-hardened
steel insert
for added strength.
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T'roubled by out-of-focus pictures?

Troubled by emulsion

Ppile-up in your camera gate?

T'roubled by distracting camera
noise when shooting subjects who
should not be distracted from what

they are doing®?

T'rouubled by cameras that are
always in need of repair and

adjustment?

Xf so, switch to Auricon, the only 18mm Camera that
guarantees you protection against all these troubles,
because it is so well designed! The Auricon is a superb
picture-taking Camera, yet silent in operation, so that

B‘cﬂ e at small extra cost for the Sound Equipment, it can
W even record Optical or Filmagnetic sound in addition
® to shooting your professional pictures.

AURICON SUPER-1200, takes 1200 ft. Runs 33 min. $6425.00 & up
AURICON “PRO-600 SPECIAL," takes 400 ft Runs 11 min. $1620.00 & wp

AURICON PRO-B0D, fekes 80O ft. Runs 16Va min. $1820.00 & wp

CINE-VOICE 11, takes 100 ft. Runs 2% min. $1180.00 & up

‘Write for your free copy of the 74-page Auricon Catalog

BACH AURICON, Inc-
6902 Romaine St., Hollywood 8S, Calif,

GUARANTEE
All Auricon Equipment is sold with
a 30-day money back Guarantee
and & 1 year Service Warranty,
You must be satisfied!

MANUFACTURERS OF PROFESSIONAL
1SMM CAMERAS SINCE 1931
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Single layer MgF; coated optics

Contrast improvement
with OCLI

HEA coatings

Multilayer HEA coated optics

OCLI's High Efficiency Antireflection (HEA®) coatings
can greatly increase image brightness over MgF,
coating, depending on the number of elements in the
optical system.

But very often the most striking difference is the
marked improvement in contrast.

These scenes of the Golden Gate Bridge were
photographed under identical conditions with a
Honeywell Pentax camera using a 15 element zoom
lens. For the photograph on the left, the zoom lens
was coated with a single layer MgF, antireflection
coating. For the photograph on the right the zoom
lens was HEA-coated. These photographs were
taken at night, and all exposures were made at /4.5
on Kodak Tri-X film. Car headlights produced the
glare source near the bottom of the field of view,
contributing to the intensity and number of stray
images.

The reduction of stray light and improved contrast
shown in the HEA photograph is obvious. Contrast
can be improved even further than shown here
depending on the lighting conditions and the partic-
ular type and number of elements coated.

HEA coatings can be applied to a variety of optical
materials, and are ideally suited for optical systems
designed for field, flight or space applications.

For an analysis of the improved performance to be
expected by using HEA coatings on your optical
system, call or write:

OCL' OPTICAL COATING LABORATORY, INC.

P.O. Box 1699, Santa Rosa, California 95403

Teletype 510-744-2083 + Telephone 707-545-6440
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INDUSTRY ACTIVITIES
Continued fr om Page 281

Produced in 1964 it has been a top
award winner at many major film festi-
vals. For his film creation, “Breath,”
Murakami received The Grand Prix,
highest award at the 1967 Festival
d’Annecy. His entertainment film, “The
Insecss,”” won the British Academy
Award. His “The Good Friend,” explor-
ing the nature of friendship, is currently
in production.

Birns & Sawyer Plans
New Hollywood Location

Continuing its expansion in the
motion picture equipment business, the
sales and rental firm of Birns & Sawyer,
Inc. announced the purchase of a
14,000 sq. foot concrete building at
1026 N. Highland in the heart of
Hollywood.

“The building is excellent for our
needs,” said Jack Bims, president.
*There is easy loading dock access for
our rental customers, both from the
large parking lot as well as alleys to
Highland and Romaine. The sales area is
beautifully |it, high-ceilinged and air
conditioned.

We'll be able to combine in one
building both our facilities currently
located on Vine Street and on Santa
Monica Blvd. and hence effect operating
economies as well as greater efficiencies
of service to our customers.”

The transaction details were not
disclosed by the seller, Hunt Foods &
Industries, but the purchase price and
improvements were said to approximate
$260,000.

‘We moved into Hollywood from
West Hollywood on March t, 1958 and
hence start our second decade of service
to the motion picture industry,” said
Birns. “Actually, April, 1969 begins our
16th year.”

In addition to motion pictures, the
firm is a major supplier to the U.S.
Navy, and other marine agencies for
underwater lights, which were nomina-
ted for an Academy Award this year.

The 40th Annual PSA-MPD Internation-
al Film Festival

The Motion Picture Division of the
Photographic Society of America invites
all movie makers to participate in this
40th Annual Film Festival.

The Festival is open to all movie

Continued on Page 337
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post production

Write or Call

our specialty since 1956

® For independent produ cers of 16mm i ndustrlal, Documentery, Educa-
tionai and Entertainment films m ALL SERVICES required to complete
your tilm: Creative Editing {work print & final A&B), Scoring, narration,
sound effecta, release printing m PLUS . . .
Ektachrome tab and printing facilities—to speed things upl!

complese 16mm B&W and

i Reasonable Prices * Small or Partial Jobs Accepted *
. ,)k’_ Buy Only The Service(s) You Need.
</

INDUSTRIAL COLORFILM SERVICES, INC.
3311 SINTON ROAD » COLORADO SPRINGS = COLORADO 8007
CARL PEHLMAN TELEPHONE (303) 636-1408

“APEX.B"
automatic exposure control
shown on Angenieux
12-120mm zoom lens.

NOW...

m No modification to jens

m All bott-on

m Fast response, no overshoot
B Accurate

adapt your zoom to AEC

Produced by Photomatriz’ Corp., manufacturérs of the /teld-proven
“APEX” automatic exposure controls for instr tati pph

Write, wire or phone for detailed information

m 13 f-stop range

m Operates on 12 to 30 VDC

m Low power consumption

B Unconditional 1-year guarantee




FOR EUROPE'S FINEST

SPECIFY THE ENTIRELY
NEW

LABORATOIRES
with the

LATEST IN COLOR
PROCESSING
& PRINTING FACILITING

16mm

REVERSAL
NEGATIVES
POSITIVES
EKTACHROME
7255 7241-42

®EASTMANCOLOR
35MM PRINTS

®ANIMATION STAND
35 - 16-

®OPTICAL AND
MAGNETIC SOUND
TRANSFER-16/35

®SPECIAL EFFECTS

E. LEZE, President

LABORATOIRES

VITFER

1, rve Charles Marie Widor
PARIS, 16e

PHONE: 288-8805
OR: 644-1635

CANON AUTO ZOOM
SUPER-8 CAMERA

Continued from Poge 309

Release Sockets: For remote control,
cable release and single frame.

Trigger Grip: Detachable. With wrist
strap.

Body Color: Black.

Accessories: Lens Hood, Remote Con-
trol Switch 3, Series IX Filters, 85mm
Lens Cap, Viewfinder Cover 4, Release
5, Carrying Case.

Size: Body, 256 x 104 x 89mm (10" x
4" x 3%"). Trigger grip, 128 x 115 x
32mm (5" x 4%" x 1%").

Weight: Body, 2,000 grams (4Ib. 602.).
Trigger grip, 280 grams (10 oz.)

The feature of primary appeal to
professional and semi-professional film-
makers is, of course, the high-quality
12.to-1 zoom lens—not simply because
of its zooming capability, but because
{when used as avari-focal instrument) it
makes available an extensive selection of
focal lengths, ranging from extreme
wide-angle to rather long telephoto.

When actually used for zooming, the
fact that the lens is motorized and
presents a choiceof two speeds makes it
a smooth and versatile instrument. Also
valuable is the capability for presetting
the zoom renge by shifting the zoom
range setting levers to any two focal
lengths within the entire range. Thus, if
the cameraman wishes to zoom precise-
ly from 28mm to 72mm, for example,
he simply sets one of the levers at
28mm and the other at 72mm. Zooming
for that particular shot will not extend
beyond the range fixed by those
settings.

Single-frame filming, especially
adaptable to animation and time-lapse
work, is easily accomplished by means
of a cable release inserted into the
single-frame release socket. A separately
available remote control switch permits
the camera to be operated from a
maximum distance of 25 feet, an option
that is of particular value when filming
wildlife.

The Canon Super-8 Auto Zoom
Camera is available in a complete pack-
age which includes leather case, chest
pod, and special lens hood and cap at a
suggested list price of $800.

The new camera is an addition to the
extensive line of Canon Super-8 movie
cameras which are exclusively sold, serv-
iced, and guaranteed by the Bell &
Howell Company in the United States
and Canada. ]

SEAGOIN’
ADVENTURE

for ‘barefoot’ vacationers

EXPLORE EXOTIC
CARIBBEAN GLANDS
WEST INDIES, BAHAMAS
VIRGIN ISLBS

No plush resarts . . . just darn-good
fishing . .. skindiving. . . sailing.
Comfortable cabins ...

Good “Grub’n Grog".

10 DAYS
UNDER SAIL

Mail today for free adventure bookfet
CAP'N MIKE:
£.0. Box 120, Dept. S

Miami Beach, Fiorida 33139

NAME

ADDRESS

cIty

STATE

s, CRUISES o
N, 4
“~, > 4
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EDITING DEADLINES? e exciisive sos
1 PIC SYNC

A complete double system editing machine at a fraction
of the cost and space! The most compact Editor-Viewer,
footage counter-synchronizer and sound reader combi-
nation ever made!
COMPLETELY PORTABLE
CAN BE SET UP ANYWHERE
OTHER MODELS:
MODEL P-1-T Single sprocket editing viewer progrum timer ...... $650.00
MODEL P-2-F Double sprocket synchronizer with picture
ond magnetic reader ...
MODEL P-4-F Four sprocket synchrol
sprocket & magnetic film reading heads on other 3 spnxl(ets
Permits editing of picture & three sound tracks .

i

MODEL 2P-4-F
A four sprocket 16mm synchro-
nizer with pictures on first & sec-
ond sprockets & magnetic film g
{center and edge frack) read-
ing heads on last two gangs.
Permits editing of A ond B |
rolls and two sound tracks.

PRICE:

ACCESSORIES:
$1195.00 &k Standard ployback omplifier & speaker
Deluxe playback omplifier & speaker .
\ Minimonitor 9V battery powered amplifier & speaker 69.50
EAST COAST:
OEPT. 963 311 WEST 43RD ST, NEWYORK, N.Y. 10036 (212) MU 9-9150
WEST COA
7051 SANTA MONICA BLVD., HOLLYWOOD, CALIFORNIA 90038 (213) 469-3601
SOS PHOTO-CINE-OPTICS, INC.. DEPT. 964, Over 40 years of quality service

A DIVISION OF F88/CECO INDUSTRIES, NC.

ANNOUNCING

the new revised, enlarged edition

PROFESSIONAL CINEMATOGRAPHY

By CHARLES G. CIARKE, ASC

Professional Guidance For Aspiring Cinematographers
A new expanded and revised edition of the well known “‘how-todo-it” book on cinematog-
raphy, by Charles G. Clarke, ASC, will soon be off the press nnd available to the public.
Based on the author's nral:tn:al unenencl of over foi yeal as First Cameraman and
Director of Photography, it covers the art of the professional cmum ms'ﬂﬂh!r in its every
aspect, with particular emphasis given to snl lighting, composition ai

Included in this edition are the latest process and special effects procedures, to date
information on lighting equ:pmenl and film ma(erills wllh (ull explanations as to their

practical applications. All in 200 pages.
SUBJECTS INCLUDE: Camera, camera mounts . . . Lenses, wude scveen lenses . . . Filters and
Filter lfllcls . . Day-for-night pnnlograpny Exnosure for color and black ind nmte
films Lunl mems and their use ‘Color_temperature meters . . Equipt
and its control . .. Camera angies and techniques . . . Special Iwhlmx prnn
col "Co omposition .
ﬁreml plmmg'a s i Sef turlxeranun on
e sound- ew ilm emulsions . . : H
i i gt The American Cinematographer
ABOUT THE AUTHOR: Charles G, Clarke, ASC, a P.0. Box 2230, Hollywood, Californla 90028
top Director of th!ugzaphy at 20th Gentury.Fox
5 |.IT|I; mazlcl,y cyeals l“d % %Sc'hmeﬂbler {l{; gh' Please send me...........coples of PROFESSIONAL
e - A jncmatsgeanhy ok Unisensity. - of CINEMATOSRAPHY @ $10.00 ea., postpaid. No
SS101 El California_at Los Angeles, where he recognized G '

- dl a need for practical pmfes:auna! guidance for C.0.0.’s. Single book orders will not be billed.
students striving to be the industry’s future Di- Check or money order must accompany ordars
rectors of Photography. It is this need which has far single bocks.
given rise to his publication of a book on the
subject and subsequently the latest revised edi- Name
tion of Professional Cinematography. The -
edition of this valuable book has become reqi Street -
reading at many universities and schools off
courses in cinematography. CitY it st s P
Order now and be assured of Staty 2ij
your copy of the revised edi- $‘| 0“0 o P
tion of “this valuable bm’ ! California residents please remit 5% Sales Tax

Postpaid for oniy

(50¢ per copy). Foreltn buyers plesse pay by
International Money Order or US funds,

]
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THE EAST'S ONLY SPECIALIST.




NEW Modol RE10$90.00, ahown

Professional sound has entered a
newera. It started with the Electro-
Voice Mode! REIS. And now there are
four E-V dynamic cardioid microphones
that share its distinctive advantages —
with some unique benefits of their own.

Unaffected by Distance... Angle

Basic to all of these microphones is
Exclusive Electro-Voice Continuously
Variable-D* construction. Now it offers
something you’ve never heard before
with any microphone: no matterwhat you
do, microphone response never varies!

Whether performers almost swallow
the microphone, wander far ofl-mike .. .
or even move around to the back...
you'll still get the same smooth response.
Only the tevel changes.

todel 421 desk sland $10.50. Mode1 RE1S $153,00.
shown with Modol 311 snep.aut sland adactcr $3.90. NEW Madel RE16 $159,00. Made!

Freedom of choice!

RIE 11

wilk Model

Once you set equalization it remains
constant. You have full assurance that
tonal balance won't change between the
dress rehearsal and the final perfor-
mance, no matter what the talent does.

Improved Cardioid Pattern

Only acoustics and noise can limit
you.Yeteven here these new E-V micro-
phones gain an advantage from the
super-cardioid pattern that provides
better sound contro! than ordinary car-
dioids. With maximum rejection 150° off
axis, it is easier to eliminate unwanted
sound while maintaining normal stand
or boom microphone positions. There's
also an integral bass-tilt circuit to cut
rumble below 100 Hz. when needed.

high fidelity systems and speahers « tuners, amplifiers, receivers « public address lovdspeakers
microphones « phono needles and cartridges « space and defense electronics

mounl $2070. NEW Madel REN $96.00,
(

1 desi sland $10.50. Al

Now Seiect from Four Models

In addition to the original REI5, we've
added the RE16. The same fine micro-
phone with an external “‘pop” filter to
solve the problems of ultra-close miking.

The new REIQ is the economy version
of the RE1S. The same concept and
quatity, but for slightly less rigid re-
quiréments. And the RE!] is the lower
cost twin to the REI16.

These four great cardioid microphones
give you new freedom to head off sound
problems before they start. Your E-V
microphone headquarters has them
waiting. Choose today.

ELECTRO-VOICE, INC., Deot. 391AC
681 Cecil Street, Buchanan, Michigan 49107

ElellicYores

A SUBSIDIARY OF GULTON SNDLISTRIES, INC,




PROY
CES/
SING

COLOR

O
SOUND

LAB

24/HOUR
SERVICE

United Film industries, Inc., the Rocky
Mountain Region’s most complete labo-
ratory facilities for processing, work print-
ing, edge numbering, and release print
production — inctuding compiete sound re-
cording, music library, editing, titling, and
stop motion work.

Fast service on 16mm Ektachrome MS,
EF, ER, and ECO emulsions, and Ekta-
chrome R (7388) sound track application.
Processing 8mm and 1 6mm, 7 days a week,
for film producers, businessmen. scientific
labs, test and research centers, experiment
stations, hospitals, schools, and television.

Air Express or Air Freight shipment. Write
or phone for full information and price list.

m
3

united film

industries, inc.

1028 ACOMA STREET
DENVER, COLO. 80204
PHONE 303 /244-4629

“THE DEVIL’S HIGHWAY"'
Continued from Page 306

brother-in-law’s?” the man offered. “He
is only 15 kilometers up the road and
they would be happy to have you as
guests.”

If we had been invited to the Ritz in
Paris, an invitation wouldn't have been
more gratefully received. Less than an
hour later we were sitting in front of a
warm fire downing a hot Mexican meal
inthe home of Hector Salazar, a rancher
and operator of a brewery halfway
between Arizpe and Cananea. The man
who had extended the first invitation
was Vincent Diaz, who lives in Los
Angeles and just happened to be visiting
at the time.

We now headed for the U.S. border,
but on the way we made several stops
for fill-in shots, closeups, and some lap
dissolves while we had the Mexican
scenery as a background. We stopped by
a river and staged some fordings to
illustrate our experience the night
before, but had trouble with reflections
on the water.

i closed the lens down two stops and
fired away. This gave the footage an
“arty” look and helped to create the
illusion of darkness. A Polaroid filter
would have been welcome at this time,
but we hadn‘t felt the need for it at the
start—alas.

It had been our intention to shoot
our crossing of the U.S. Border, but the
reluctance of the customs officials to be
“actors’” decided us against the idea. |
tallied up the costs of our fivedaysand
nights South of the Border and dis-
covered it had cost a mere $340. |
might mention $1.80 of thiswas for gas.
| have since wished all my location
movies could work on a budget like
this!

We drove north to Tubac on paved
roads, (a relief for our weary muscles)
and spent two hours shooting in the
warm, bright Arizona sunshine. The
state officials at the Tubac Monument
were very excited about the movie
project since it would receive national
distribution on TV and this would give
them free publicity.

Using a bent coat hanger and tinfoil,
we made a reflector to light our faces
from below while we did closeups on
the road home. | would lie down on the
ground and shoot from the side as Don
rode past, and he would do thesame for
me. The reflector was perfect for this
operation and the finished film proves
its value.

Our troubles with water weren’t yet
over. Midway between Gila Bend and

Continued on Page 328

PROFESSIUNALS CHUIL’E
EVERYWHERE!

-\

BIRNS & SAWYER, INC.

Another F& B/CECO Speciat

BELL & HOWELL GAUGES
FOR FILMO REPAIR

$-3972-¥0  Shunis Testh Bauge

This palr of pracision teols cuts hours off Filmo
sepair time. Regular price for is sed s SIALER
Wo ofim Thew=in brand sew comdi-
tlon — while Moy lost — bott govga ‘]50

I Dept
. nsw uu
¢ New Ye
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Always in the scene. . .

Equipment by —

CI N E 60 MOTION PICTURE
EQUIPMENT
. / 4 INC SALES-RENTALS-SERVICE



INTRODUCING THE 505 MINI-SLATE

Compact and lightweight, this
spring loaded automatic slate is
constructed of heavyduty metal
enclosed in a tough plastic jack-
et. Just cock it—press the top
with your finger—and the clap-
stick releases automatically.
Plastic covering can be written
on with grease pencil and easily
wiped clean. The most conven-
ient, reliable slate of its type
available today.
sDecmcatmns 7" long, 41/," high,
14" wide, weight: 10 oz.

A

Available in biack ar white—
please specify

Saved$2.55. Order nm;v at special
introductory price o
(regular price $12.50) $9 95

SPRING LDADED READY FOR USE

e

PRESS . . . CLAPSTICK RELEASES!

MAIL ORDERS PROMPTLY FILLED

East Coast: Dept. 231, 311 West 43rd St.,

New York, N.Y. 10036 . . . (212) MU 9-9150

West Coast: 7051 Santa Monica Boulevard,
Hollywoad, Calif. 90038 . . . (213) 469-3601

Over 40 years of quality service

S0S PHOTO-CINE-OPTICS, INC.
ADIVISION OF F&8/CECO INDUSTRIES, INC.

Now
appearing
on film cans

everywhere

©

really be with it. So people-per-
formance, long on experience, re-
turns lots of insurance and trust.

Come see us on the hill. We would
love showing you around. . . we as-
sure you it's a short tour.

FOTO-KEM

Fotokem Industries Inc., 3215
Cahuenga Bivd., West Hollywood,
California 90028. Ho 3-4111.

A big trademark for a small lab-
oratory. If you haven't discovered
us, we're the little lab in the Hol-
lywood hills.

We're quite proud to be the little
tab around town. Because we do
things that humanize this whole
film-making process. We practice
skills that concentrate on you and
your distinct problem. And we
don’t believe in bulky big staffs.
For each Fotokem member must

“THE DEVIL'SHIGHWAY”
Continued fram Page 326

Yuma the skies opened up over our
heads and in less time than it takes to
write about it here, we were soaked.
Again we were grateful for the water-
proof boxes that kept our film and
equipment dry during the storm,

Using a plastic ground cloth for a
makeshift tent, we set up the camera
and did a few shots of us riding in the
rain and mud. Until the water collected
in puddles in the sagging center of our
cloth, things were fine. The water got so
heavy, the plastic gave way and we got
an extra dunking, but the camera had
just been put away when this occurred.

Our exposed film was shipped to Los
Angeles via Greyhound whenever we
came to a depot, this gave us more
baggage space. and reduced the chances
of losing any precious footage through
heat or other causes. My lab would pick
up the film at the Greyhound station in
Hollywood (the package would state:
“call on arrival” and give the Grey-
hound number} and have it processed
the next day.

A quick check of the results by the
lab on an editor showed instantly if
there was camera trouble or other prob-
iems. Thus we could have been alerted
within two days of any equipment or
exposure problems and been able to
correct the trouble.

We passed the Mission San Gabriel on
our retum journey over three weeks
after our departure and both of us
sighed a deep breath of relief. The pair
of us had sprained ankles, numerous
cuts, scratches, and what seems to be a
multitude of burns and bruises. But the
satisfaction that comes from knowing
the job we set out to do was well done,
more than made up for the discomfort
we felt.

As this is being written, the film is in
the final stages of preparation and will
be released by Sterling Movies of Holly-
wood as a travelog for TV dates
throughout the US. Voice-over narra-
tion is used, and the titles were created
by my firm. The movie is being released
as “Yamaha Conquers The Devil’s High-
way” and is slated for mid-spring ap-
pesrances on television. It is a 20-
minute picture.

The entire cost of the film will run
about $2500, which is modest indeed,
but the experience of riding the Old
Spanish Trail was worth something. At
least it seems so, now that it is all over
and time has dimmed the trials and
tribulations of the two displaced Holly-
wood film-makers! L]
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Lighting or power rental
problems?

YOU CAN HAVE
What you need
When you need it
Where you need it

The largest inventory of
lighting and power rental
equipment in the nation
and Frost’'s own fast fleet
of trucks assure it.

Just by calling

JACK A.FROST

234 Piquette Avenue COBO HALL OFFICE CANADIAN OFFICE

Detroit, Michigar 48202 1 Washington Boulevard. Rm. 3143 335 Horner

TR 3 8030 Detroit, Michigan 48226 Toronto, Ontario, Canada
WO 2-1255 416 252-1115
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intercinema

DIRECTOR’S VIEW FINDERS

INDISPENSABLE FOR COMPOSITION, SELECTION OF
SHOOTING ANGLE AND FRAMING, AS WELL AS INDICAT-
ING WHICH LENS IS MOST DESIRABLE.

FB-1 35/16mm. Adjustable for all regular and wide
screen formats including Cinemascope. Focal
lengths range from 18.5 to 100mm 5
for35mm use; 9 to50mmfor16mm
US€ ....ovinnnnnn. $89.50

FB-2 35/16mm. Ranges from 17.5 to
150mm for 35mm; 8 to 75mm
fortémmuse ........ $69.50

FB-3 16mm. Ranges from 8 to
75mm ... $59.50

FB-4 35mm. Ranges from 25
to135mm ........... $49.50
Prices include a handsome, velvet lined, black leather

case with belt strap and a detachable, chrome neck
chain,

MAIL ORDERS
PROMPTLY FILLED

Dept. 96, 315 W.43rd St. | 7051 Santa Monica Bivd. 51 East 10th Avenue
New York, NY. 10036 Hollywood, Calif. 30038 Hialeah, Florida 33010

Telex: 1-25497 Telex:69-4536 Telex: 51532
(212) 10 6-1420 {213)469-3601 (305) 888-4604
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Therés Uglier Faces At

Averbeck-WarrenAssoc.
You're PullingMyLeg!

| ANIMATION:EDITING*RECORDING

\

‘ COMPLETE 16mm FACILITIES

BIS OHIO-BOX 763 * QUINCY, ILL. 62301 PHONE(217) 2241966

Assembled

Unit

PRECISION
FILM
EDITOR

MODEL
PFE 910

Consists of Model PD-16 Precision 16mm SR
Professional Viewer with Model $616-2S synch-
ronizer mounted on base in dead sync.

4 Send for Free Literalure.

MODEL $616-2SP
Counter for measuring in seconds,
minutes, hours.

MODEL S635-4 35MM as shown
MODEL SG16-4 16MM

wm'm FPRECISION LABORATORIES

OF PRECI

894 East, 51st Street

330

N CINE EQUIPMENT CO IATION

Brookiyn, N.Y. 11203

COLOR FILTERS
Continued from Page 302

The camera appearance of the scene
is generally controlled by both adding
and subtracting light.

The final result presented to the
camera has been evaluated visually by
our own eyes and is, therefore, subject
to their inherent visual limitations. (For
example, we cannot see ultraviolet light,
but many films can.)

The color response of the film is
inherent in the emulsion and has been
carefully analyzed and controlled by the
manufacturer. This information is
usually available from the manufacturer.
The color response does vary with the
film emulsions selected and the balan-
cing filters chosen.

The inherent colors of the various
scene elements are determined by the
dye or pigmentation existent, modified
by the nature of their carriers and the
surface textures. Grass, foliage, flowers,
fabrics, paints, rocks, earth, soils, etc. all
have their own spectral energies. Gener-
ally they all have continuous spectral
energy curves. Notable exceptions are
excited gasses, such as mercury lights,
sodium lights, neon signs, etc., with
whose response we do become familiar.

While these extreme exceptions
noted are not usually used as illumi-
nants, there is an intermediate groupof
illuminates, such as most fluorescent
lights, that are frequently used. Their
deviations from the color rendition by a
black body radiator are recognized and
indicated by the Color Rendering Index
(CRI) rating.

Usually we work with and control
the color design of our scenes by selec-
ting pigments, pain%, makeup and
fabrics of known response. The un-
knowns we are wise to test, if time
allows. Many of us remember an excep-
tional blue sensitivity inherent in an
older color negative stock shat would
cause many blue fabrics to “jump off
the screen”” with unusual brilliance and
color saturation. We controlled this
tendency by drastic modification of the
blues as best we could. For example, in
emergencies, we dipped blue jeans in
strong coffee until they looked like an
olive drab. It was always a pleasant
surprise to see the film restore the blue!
Fortunately, the film manufacturers
have solved this problem.

The scene to be photographed must
be illuminated (assuming that it is not
self-luminous) by either natural light or
artificial light.

Continued on Page 344
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s HOLLYWO0OD’S ONE STOP RENTAL E

When renting film production equipment in Hollywood why call all over
town? F&B/CECO is the one supplier that specializes in ALL your sales and
rental equipment needs. .. From cameras, lights, grip, and sound, to editing
and projection, along with a full staff of technicians to maintain it. Fill your
next requirements from the world’s largest inventory of rental equipment!

\ I 7051 Santa Monica Blvd., Hollywood, California 50038 (213) 469-3601 Telex: 67-4536
| & N 315 West 43rd Street, New York, New York 10036 |51 East 10th Ave., Hialeah, Fla. 33010
C. (212) JU 6-1420 Cable: CINEQUIP Telex: 1-25497 | (305) 888-4604 Telex: 51532

4 Branches in: Washington, D.C./Atlanta/New Orleans/Cleveland

A man with plans for you.

One of your first steps in film making should be to contact
‘your man at Colburn," Clyde Ruppert,
who is our Director of Producers Services.

As coordinator of the creative phases of our
laboratory work, editin .. narration . .. music. .. al
, Clyde wi you in
g your desired results.
Pre-planning with Colburn is
a valuable tool for you,
which will save time and money
. in bo!h shooting

r‘al 'md the careful,
as built our quality
reputation with producers
large and small.

1linc F\O60b
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AUTOMATIC THERMAL UNIT

WITH RE-CIRCULATING SYSTEM
FOR LIQUID PROCESS CHEMICAL CONTROL

Model 120A-20, For 350 Gallons or Less @ $1545.00

For 1/10° temperature control
Other models for smaller or larger quantities

Priced from $645 to $1995.00

Write for Details

FRIGIDHEAT INDUSTRIES

1401 21st Ave,, S
Nashville, Tenn, 37212

Gwen
"
"
o WED
[
|||||||||IF
iy

For Motion Pictures and Television
NOrmandy 3-9331

4241 Normal Ave. Hollywood 29, Cal

FILMING “STAR!"”
Continued from Page 296

lem could have been solved easily
enough by merely shooting the new
“old”’ scenes under exactly the same
technical conditions as the original
newsreel footage was shot, but it wasn’t
that simple. The old hand-cranked cam-
eras, some in perfectly operable con-
dition, still exist—but the technology of
film emulsions and processing has come
a long way since the days of ortho-
chromatic nitrate raw stock and rack-
and-tank development.

It was decided, instead, to use mod-
ern film stocks and equipment, but to
’degrade” the technical quality of the
new footage in various ways so that it
would match that of the old.

For Cinematographer Laszlo, con-
ditioned by many years of striving to
get the very finest quality onto film,
this was not an altogether cheerful
prospect.

“This was probably the most diffi-
cult thing for me to do in the entire
picture,” he recalls. “’It runs against the
grain of any cameraman to deliberately
do a bad job. Nobody wans % do poor
work, even on purpose—but it was
necessary to do so in order to match the
character of the existing newsree! foot-
age. So | just gritted my teeth and tried
to do the worst job that | could.”

He ran the actual newsreel footage
over and over again in the projection
room, studying the lighting, camera
handling and other technical characteris-
tics. For his own ‘“newsreel” scenes
supposedly photographed prior to 1928,
Laszlo filmed the action at 16 frames
per second. Hand-held Arriflexes were
used to shoot most of these scenes and
when a tripod was used, the camera was
jiggled in order to obtain the authentic
shakey quality characteristic of old
newsreels. Interior sequences were flatly
fighted, using obsolete lighting equip-
ment such as Duarcs.

“As a last resort, we threw the film
on the floor and walked all over it,”
says Laszlo. “We did everything we
could think of tomake it look bad.”

But it wasnt quite enough. In des-
peration, L.B. Abbott, ASC, head of
the 20th Century-Fox Special Photo-
graphic Effects Department, was called
in to add the final miserable touches.

"Getting this new material to look
like old newsreel footage was a big
chore, because the aging process itelf
produces all kinds of strange-looking
effects,” Abbott explains. "‘We started
out with a selection of scenes from
stock material filmed at various periods.

332 AMERICAN CINEMATOGRAPHER, MARCH, 1969



The problem was to take the new
material and degrade it to match the
actual newsreels filmed during those
different periods. Modern emulsions
have a much finer grain than the older
raw stocks, so the first step was to add
grain to the new footage. The most
pronounced grain you can get in mod-
ern film is from the blue-sensitive record
of multi-layer color stock.

“‘So we photographed a white field,
took a blue-light print from it, enlarged
it, scratched it up a bit, and so forth.
Then we bi-packed this ‘grain-modulat-
ing’ film with a print of the new footage
that had been shot and made a dupe
from it.

“I’'ve got some really bad developing
machines that can be made to produce a
terrible result by running them too fast.
The turbulence of the solutions is incor-
rect and the resultant developer fluctua-
tion produces the kind of streaks that
simulate an old-time dupe.

“By making as many generations as
you want from the dupe, you ¢an run
the contrast gamma all the way up and
down the scale. This made it possible
for us to match the varying contrast of
the stock scenes and also the gradual
improvement of quality over the years,
as film stocks and processing methods
improved.”

Because “STAR!" was photographed
on 65mm color negative stock for
70mm release printing, the final step
was to re-photograph the newsreel
scenes (both old and new) onto 65mm
film. This Abbott did by rear-projecting
the scenes onto the screen used in the
projection room set.

When Julie did scenes within the
Cartier Salon in New York, she was
surrounded by $28,000,000 worth of
real jewelry, Since the year was 1940,
Wise insisted that any piece designed
since that year be hidden so that
authents'city could be maintained. Wise’s
insistence on reality also caused him to
graciously reject a display on tables
while depicting a 1924 after-theatre
party at the Algonquin Hotel of silver
ice buckets for champagne bottles. At
this time, of course, prohibition was the
order of the day.

Eleven top New York heel-and-toe
amateur walkers worked with Julie in
Washington Square to recreate a 1925
contest at which Gertrude Lawrence
crowned the winner. The athletes
worked for free and 20th Century-Fox
contributed in their behalf to the AAU
athletic fund.

All dialogue recorded in New York
had to be re-dubbed in Hollywood if
automobile homs could be heard in the
background. Modern toots sound far
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me CAMERA MART nc

1345 BROADWAY (6002 ST) WEW VORE, RY. 1ED © 212757877
SALES o SERVICE 0 RENTALS

ColorTran Lighting Equipment & Accessories

© e

COLORTRAN SUPLRBEAM 1000
QUARTZ KING LIGHTS A 1K lensless “Quartz” light that approaches
SO0, 650 and 1000 watt Dual quart2 lights the performance of a 2 ﬁasmiggg unit.
or €50 and 1000 watt focusing quartz lght  Uses a single-e 0°
from spot to flood with fingeitip control. Tun sten-Halogen “ uam" frosted lamp,
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COLORTRAN
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Tungsten-Halogen “1000" and “2000" scoops
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pecially designed diffusion lens prov
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and accurate full-focusing contral. cr.m.un Focus. H»xh performance Tungsten-Halogen
u:'adm 1ghts o u:vmm mut'l: mctrtﬁ
studio use. Desigs very wide powerful
fill light. fr. $60.00

COLORTRAN
MULTI-BEAM “30"
A 30-Volt battery-oper-
ated Tungsten-Halogen
“"Quartz’’ light, ex-

ugr T remely powerful,

tweight and porta-

LLERF BARNODOR” MINLLITE “F",,,t: Sy
A highintensity, continuous duty motion control from spot to
picture and television “Quart?” Light. New, tmnx knob and onoff

wellventilate housing design. One plu:u le. $79.00

reflector duswn Imnms ! Cobrtnm smVau Battery
more l Pack (Portable) available

broad I'ight pl!um lw ligttwalght, for use with Multi-Beam
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A NEW GENERATION
OF FLUTTER METERS
AND ANALYZERS

-
ME 102B FLUTTER METER
@ +0.01to 1% flutter range
® +2% deviation (drift) range
©® Measures either 3kHz or 3.15 kHz

@ Level threshold relay prevents
indication error

@ Seif contained oscill ator

@ Satf calibrating @ Solid state

® Freq. deviation meter (drift)
®-Weighted & unwelghted measurements
@ Internatidnal atandard (CCIR/DIN}

@ Oscitioscope outputs

@ No'level adjustment neaded

PRICE: $460,00 from stock in NY

ME 104 FLUTTER METER
©/20.02'% 3% flutter range

© %49 ‘deviation (drift) range

@ Measures at 3.15 kHz only

@ salf Bontained oscillator

@ 5alr calibrating @ Solid state

® Freq. deviation meter (dorft)

® Weighted & unweighted measurements
@ International standard (CCIR/DIN)
@ Oscilloscope outputs

@ No level adjustment needed
PRICE: $365.00 from stock in NY

ME 301 WAVE ANALYZER

@ Contiruous sweep notch filter

@ 1 H2t0330 Hz in 5 ranges

® 40 dB/octave filter siope

@ 10% (3 dB points) band width

® Zero loss @ Solid state

@ Interconnects to ME.102b and ME-104
PRICE: $780.00 from stock in NY

Excellent literature available without charge.
Write Dept. 101.
CSGCOOOX H.A
AUDJO CORPORATION

2 West 461h Street, New Yo, N.Y. 10036 (212)CO 54111
1710 N. LaBrea Ave.. Hollywood.Ca 90046 (213)874.4444

different from those klaxon sounds of
1921. When Julie Andrews wore a
breath-taking black and white Donald
Brooks creation in a scene at the New
York National Guard Armory, the
camera was jiggled because the shot
represented a newsreel record of the
arrival at a 1925 charity affair of
Gertrude Lawrence.

Authenticity reared i% head again
when Wise used a 4&-story Elizabethan
home on a 35-acre estate in Mill Neck,
Long Island, for a 1932 Gertrude
Lawrence home. Filming within the
library (all bookcase windows were
stripped of glass to avoid reflections) for
scenes looking beyond to a grassy lawn
and garden and an 8-acre lake, the
library was depleted of all books
published since the year 1932.

Because collectors are diverse, a
double-decker bus authentic for 1923
scenes was obtainable. It came from a
large collection of period transport
vehicles in the Clapham Museum,
London. Likewise, 36 expensive cars
manufactured prior to 1943 were
readily obtainable in London, 41
genuine pre-1924 autos were located in
New York and 63 earlier-than-1917 gas
buggies were |ocated in Hollywood. Add
to this a two-wheeled cart more than 50
years old which property men dug up in
London for scenes. The latter was so
decrepit a wheel disintegrated during a
“'take.”

Even the budget for a Robert Wise
picture couldn’t have afforded three
mansions supposedly occupied by ex-
travagant Gertrude Lawrence. Two in
Southern France and one on Long
Island totelled a value of more than
$4,000,000.

The Italia Conti drama school where
Gertie Lawrence and Noel Coward first
learned acting techniques still flourishes
in London. But Wise had to film scenes
with that school one door removed
from the site where it was in Gertie’s
day since the original door now opens
onto a Chinese laundry.

Speaker’s Corner in Hyde Park where
Gertie Lawrence once did a stump
speech still affords open forums but it is
a far cry from the depression years, so
Wise had to stege his 1932 sceneson the
cricket fields of Marble Hill Park in
Twickenham. On other London streets,
Wise not only had to remove TV aerials
but he had electric light standards
removed and porteble gas street lamps
brought in. Wise’s longest wait for
sunshine was at Hyde Park in London
where the sun hid from dawn until 6
P.M,, then burst forth long enough to
permit the photographing of a brilliant
scene. Since nobody knew when Old Sol

Ektachrome
original

> 1-HOUR

Ektachrome prints.

[) 2-HOUR

Magnetic prints and
sound transfer.

[ 35,16,5-8,8mm
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Color Neg/Pos.
(Loop printing prices
on request)

[> 16mm color

workprint
$.095/ ft.

... same fast service!

|:) Complete lab service
24 hours every day!

C\PHONE~ D
(213) 661-1109

Write, wive or phone for
facilities brochure and price list.

PACIFIC
FILM
INDUSTRIES

5220 Santa Monica Blvd
Los Angeles, Califarnia 90029
138 Leavenworth St.

San Francisco, Ca 94102
(415) 673-6733
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would sniile, property master Dennis
Parrish had to toss bread to ducks all
day to keep them within camera range
ready when the time came.

Scenes were made at the Theatre
Royal in Stratford where Gertrude
Lawrence once played vaudeville. Julie
Andrews says, “I never gotthatfar into
London in my early years’* But she, as
well as Gertie, did play Brixton and
Swansea, which are locales in “STAR!"

Both in New Yorkand London, 20th
Century-Fox had to lease a building
adequate to store 2000 period costumes
and provide dressing and make-up for as
many as 1500 extras in a single day.

Also from archives in England came
an engine and five coaches built in 1909
and still inuseto train transport troops.
Another street, a block on Albury in
London, SE 8, which is more than 300
years old, was taken overfor restoration
to its original appearance by an
historical society after Wise used it for
1907 scenes. Added to other wrinkles
was the teaching of sentries in the
famed Royal Horseguards to use 1923
rifles for scenes with Michael Craig, who
plays a Captain in the Life Guards
(Reds). Modern weapons are vastly
different from those used 44 years ago.

Among the property men’'s tough
assignments was the need for 25 white
doves to fly in formation with Julie
Andrews as she was drawn from stage
floor to Heavenly clouds during
“Jenny”, 100 doves were trained for
weeks on the stage and flew in
squadrons of 25 for each “take.” Lures
were females and food in a cage
aloft--and a man with a whistle,

For a 1910 scene in London,
workmen had to rush in and remove an
electric doorbell to avoid an anach-
ronism,

A lance corporal of the Horseguards
was assigned to dress Michael Craig
correctly in a captain‘s Life Guards
uniform in London and later in
Hollywood, The 10-year-old black Irish
horse Craig rides is the personal mount
of Lord Mountbatten when he partici-
pates in ceremonies of the Guards.

The production was filled with
oddities such as the day Julie Andrews
did a 17th Century scene in the year
1936 on a sound stage in 1967, She was
portraying Gertie Lawrence making the
movie “Rembrandt”.

When “The Physician” was staged in
a harem setting, a ram, dyed orange, was
required. To get a sheep with two years’
growth of wooal, the animal had to be
ordered months in advance.

In the confines of Westminster
School next to the famous Abbey in
London, Wise staged a scene showing
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* Worral Heads « Fluid Heads
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dignitaries being shocked as they looked
through a window at Julie and Daniel
Massey wrestling on a sofa (shot later in
Hollywood). A boy and girl were cast to
hold attention by romancing beyond
the window. The two, apparently “liv-
ing” the part, fell in love and got
married.

And when Wise advertised for
children who looked like Julie Andrews,
a Mexican mother sent in photos of her
brood, noting, “They are the right age
s0 maybe you can use them for the
Spanish version,"”

“Star!” required 149 shooting days
before Todd-AQ, color cameras. During
the schedule, production closed for a
total of 30 after the final story scenes
on October 4 so that Miss Andrews
could rehearse, record and be costumed
for the last four big numbers. There also
were seven days required for travel,
from Hollywood to New York, to Cape
Cod, to the French Riviera, to London
and back to Hollywood.

More then a half million feet of film
were exposed by director of photog
raphy Ernest Laszlo.

Three thousand and forty individual
costumes were designed by ODonald
Brooks and made specially by the
studio. The total wardrobe cost was
more than three fourths of a million
dollars. Julie Andrews wore 125 differ-
ent outfits costing a total of $347,000.

Jewelry of all kinds valued at more
than $3,000,000 was obtained from
Cartier, the famed New York jeweler,
for Julie to wear. During every moment
she wore the jewelry on location a
special Pinkerton detective was standing
guard close to her,

A total of 185 sets were built for the
picture under the supervision of art
director Boris Leven. They demanded

henticity for places in years ex-

CINEVISION
Canada’s
Trusted Equipment
Rental House

CINEVIS

£

3660 Dru al, Quebec

tending from 1905 to 1940.

During 46 camera days on locations
away from Hollywood, most sites were
out-ofdoors. By contrast, in Holly-
wood, only an aggregste of five days out
of 103 were in the open. Two days and
one night were scheduled at the Desilu
lot on an English street, a half day at a
park near.20th Century-Fox and one
and one-half days outside sound stages
at the studio. The remaining 98 “home"’
filming days were spent on stages,

6815 different hand-prop items had
to be made to order or collected from
antique storage spots for the picture to
match precisely the kinds of items
(from cigaret lighters to billboards) used
between 1905 and 1940. This also
included trick props such as an umbrella
that sprouted flowers to telescopes
which became cocktail shakers. L]
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CORRECTION
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PRINTING
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way 1o achieve the fine results you expect!
Our computerized lab equipment permits wide
flexibility that enables you to do more with
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and dissolve lengths, zero cuts and RfF cueing.

And because the duplicating process is com-
pletely programmed and compuferized, belter
quality control and economy result,

COMPLETE LAB
SERVICES

LIPSNER-SMITH ULTRASONIC FILM

CLEANING ON AIL ORIGINALS.

COMPLETE SOUND RECORDING,
OPTICAL PRINTING TRACKS

OPTICAL PRINTING 16mm lo 16mm
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INTERLOCK PROJECTJON
8mm PRINTING
Send for Producers’ Net Price List

DENVER
312 So. Pearl St. - Denver, Colo. 80209

HOLLYWOOD
Cine Craft
8764 Beverly Bivd. - Hollywood, Calif. 90048
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UHLER ONE MACHINE (0.
15762 WYOMING AVENUR
DETROTI, MICHIGAN 48238

Phone: 313-8616663  Coble: UNLCIMA

INDUSTRY ACTIVITIES
Continued from Page 321

makers anywhere in the world. Films
may be on any subject and may be in
black and white, color or both, with or
without sound, original or duplicates.
They may be on 8mm, Super 8mm or
16mm film. Films which have received
any award in any previous PSA/MPD
competition or ACL “Ten Best” con-
tests are not eligible for re-entry.

All films must be received by the
Festival Chairman no later than July
3ist.

The Annual PSA/MPD Film Festival
is the world’s oldest motion picture

competition . . . .. originally the “Ten
Best” Competition,
All fitms will be pre-screened in

Chicago U.S.A. between July 1st and
August 8, 1969. Accepted films will be
screened during the Film Festival at the
Photographic Society of America Inter-
national Convention in Washington
D.C.—October 7 through 11, 1969.

Complete competition rules and
entry forms may be obtained by writing
to the Festival Chairman, STAN ZEEK,
1554 West Terrace, Homewood, III.
60430

1058 SMPTE Technical Conference

Following a coordinating meeting
between members of local arrangements
and national committees, the final
program for the 105th Technical Con-
ference of the Society of Motion Picture
and Television Engineers has been set.
The Conference will take place April
2025, at the Fontainebleau Hotel,
Miami Beach, Fla. According to SMPTE
Conference Vice-President
E.B.McGreal, the program promises to
be high caliber in i% technical content
and of far-reaching interest to those in
the motion picture and television fields.

Conference Program Chairman
V. D. Armstrong has lined up over 70
technical papers to be presented in nine
topic sessions during the week, Areas in
which papers will be presented are:
Aerospace; Cinematography; Education
and Medicine; Instrumentation and
High-Speed Photography; Sound; Labor-
atoty Practices; Oceanography; Photo-
Science; Television; and Theater Presen-
tation and Projection.

Conference Arrangements Chairman
Wiltiam M. Sheahan has announced that
facilities for Conference events have
been set. Accommodations for technical
sessions, luncheons, committee meetings

Continued on Page 348
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Second Annual Atlanta
International Film Festival
Announces Competition

Scarlett 0'Hara’s home town will again
play host in June to the significant film
féte that made its debut there last year

Entries are now being accepted for
the Atlanta Festival in the 1969 compe-
tition series. Between five hundred and
one thousand films are expected to
compete for the grand award of the
Atlanta Festival, the Golden Phoenix.
The Atlanta Intemational Film Festival
program was organized in 1967 under
the auspices of Forward Atlanta, The
Atlanta Chamber of Commerce, Eastern
Airlines, Inc.,, Cinema East/INTER-
FIiLM, The Regency/Hyatt House, and
the Atlanta Arts Alliance. Headquarters
for Festival Week is the famed Regency
/Hyatt House Hotel.

Screenings of the award-winning
films during Festival Week are being
held in the new thirteen million dollar
Atlanta Arts Alliance Center. This un-
usual film festival provides the world's
film makers with the most inclusive
competition of any festival in the world.
Included in the categories for competi-
tion are: feature motion pictures, theat-
rical short subjects, documentaries, tele-
vision commercials, and experimental
films. Films in format from 70mm to
65mm, 35mm, and 16mm are accept-

able, in all screen ratios. Color and black
and white video tape recordings compat-
ible to Ampex VTR 2000 are accepted
also. This is the only major wortd
competition accepting all film and tele-
vision types and formats. Executive
producer of the Atlanta Festival J.
Hunter Todd, announced that one of
the sponsors of the festival, Mini-
Cinemas International is awarding a five
hundred dollar cash grant to the best
student film maker in the competition.

The grand award of the festival is the
Golden Phoenix. Only one of these rare
Golden Birds is awarded each year as
tribute to the world‘s best motion pic-
ture. The Golden Phoenix, created by
sculptress Lesley Behrman, is the
symbol of the dynamic city of Atlanta.
This mythological bird was consumed in
its own flames every one hundred years
and reborn from its own ashes to an
even greater life. This symbol of creativ-
ity and continual excitement is espe-
cially appropriate to a grand award in
the motion picture world.

Public relations director for the festi-
val, Leonard Allen, expects the Atlanta

{LEFT) The magn'ificent new Atlanta Arts Allianco Center, where soreenings of the award-win-
ning films will be held during Festival Waek, June 16-21. (RIGHT) At the 1968 Festivsi, starlet
Kathy Dix prasented the Golden Phoenix award $o produces Robart Csrlisle for his film *SOFI”
adaptad from Gogol's short story, “THE DIARY OF A MADMAN*.

4 i
Looking up in the open-sir lobby of the
famed Aegency/Hyatt House, headquarters
for the Festival. Lighted gless bubble elevetors
ascond the 22 stories of the futuristic
hostelry.

Festival to become the United States’
counterpart of the Cannes Competition
with producers, directors, and major
companies from around the world at-
tending the screening and award ses-
sions. Art director, Norm Kohn, has
created an exciting new, psychedelic
image for the second Atlanta Festival
which could well be one of the most
unusual film festival designs in the
world of motion pictures. The Atianta
International Fitm Festival is the only
United States competition that is a
member of the International Festival
Association.

Closing date for entries in the 1969
Festival is March 31, and entries must
be postmarked by that date. Judging
begins April 1, and will continue
through June 1, with the awards week
and screening sessions scheduled June
16-21, 1969.

Eastern Airlines, [nc., one of the
prime sponsors of the Atlanta Festival,
and the official airline of the Festival is
providing special VIP service far all
award winners to and from Atlanta. in
addition, Eestem is providing a special
shuttle service, between the Regency/
Hyatt House and the Atlanta Arts Alli-
ance Auditorium for the screenings.

Retrospect
The premiere Atlanta Festival was
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|
‘ regarded as a fantastic success by all
* who participated and attended. Over
three hundred films were entered for
} competition from producers all over the
world. This large number of initial
! entries made the Atlanta International
| Film Festival the worid's largest for a
| first year of operation. In keeping with
| its international character, producers
from Japan, U.S.A., France, Germany,
] Mexico, Italy, Canada, Sweden, and
| Great Britain entered the Festival.

Due to the exceptional level of excel-
lence of the film entries, competition
judging was very difficult. After some
weeks of careful deliberation, the Blue
Ribbon panel of judges selecwed the
Robert Carlisle production of “Sofi* as
winner of the grand award, The Golden
Phoenix, Best of Festival. This originai
feature motion picture was taken from
Nikolai Gogol’s short story, “The Diary
of a Madman”.

The Siiver Phoenix for best feature
was captured by Ameri'can International
Pictures for their United States Italian
Production, “The Wild Eye.” The Silver
Phoenix for the best theatrical short
subject was awarded % Carl G. Jeager’s
production of “Springtime Souvenir.” J.
Walter Thompson and MPO garnered
the Silver Phoenix for the world’s best
television commercial . . . their produc-
tion of “Yesterdays” for the Eastman
Kodak Company. The experimental film
Silver Phoenix went to TeePee Produc-
tions for their delightful undertaking,
* Jazzoo.” Guggenheim Productions
won the Silver Phoenix for best docu-
mentery with their film “Monument to
the Dream.” Paramount Pictures and
Gold Dolphin Productions took Eastern
Airlines lonosphere Award for the Best
International Film on flight with their
production “Ballet in the Blue.”

Board of Advisoss

The Atlanta International Film Festi-
val is especially pleased to acknowliedge
the assistance and support of its Board

h of Advisors. This group has shared its
wisdom, advice, and experience with the
Atlanta Festival in forming the entire
production of the 1969 Competition.
Their awareness and creativity in our
industry has helped the design and
organization of one of the world’s most
exciting festivals.

Elmer Bernstein of The Academy of
Motion Picture Arts and Sciences

Miss Judith Crist of The Today
Show, NBC Television

Louis de Rochemont Ili, of Louis de
Rochemont Associates

Morton Goldsholl of Morton Gold-
sholl & Associates

Conw'nued on Page 346 OFFICIAL FESTIVAL DESIGN MOTIF CREATED8Y ART DIRECTOR NORM KOHN

w
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UNIVERSITY OF
ANALYZES TV

If you're a television viewer who
tends to be strong, self-assured and
fatherly, you’re probably a fan of tele-
vision's “Bonanza", and Ben Cartwright,

Or if you’re the rugged, outdoor-
type, the *“Daniel Boone” television
series and its principal character are
likely to appeal to you.

That is because adults tend to prefer
and view most frequently those tele-
vision roles whose personalities the
viewers perceive to be similar to their
own personalities, a University of
Southern California research study
shows.

The study is the first one of its kind
to measure statistically the degree to
which viewers “‘identify”’ with television
characters in the selection of their video
fare.

The research was conducted by Max-
well V. Perrow, who compiled his find-
ings in a doctoral dissertation at USC,
where he recently earned the Ph.D.
degree in communication,

SPECIAL

5K KLIEGL SPOTS

For either area iliumination or soft.edge, high-intensity spotting. Focus-
%Ium clear, clean mininwm spet to maximum flood, uniform in dis-
ution. Beam spread approximately 0® & 55°, always of uniform

SOUTHERN CALIFORNIA STUDY
AUDIENCES’ “IDENTIFICATION"

Survey of audience program preferences reveals
facw of importance to television film-makers

Perrow characterized his USC re-
search study as “a first step toward
developing a simple but effective pre-
testing instrument which could accur-
ately predict whether any given group
of viewers would watch a given tele-
vision show regularly.”

The implications of such a predictive
device, Perrow declared, are significant,

Developing of a single index having
maximum predictive power would allow
television producers to structure char-
acter roles and shows that could com-
mand maximum audience.

“Further, such a tool would allow
them to zero-in on specific target groups
which they want to reach, by struc-
turing in their programs personalities
that would appeal to those groups,” he
said.

The USC researcher said authorities
on the use of mass media have long
known that viewer identification with
television characters’ personalities is im-
portant, but heretofore, none has pro-

vided a quantitative measurement of the
similarity that was believed to exist
between viewers and most-liked tele-
vision roles.

In surveying 206 married adults in
the Los Angeles area, Perrow found that
some personality traits of television
roles appeal toa broad group of viewers.

The outstanding example of this was
what he called “strong self-concept’—a
person who has strength of character,
knows where he's going, knows his place
in society, is fully aware of his own
identity, and has a well-defined value
structure—as manifested by Ben
Cartwright of “Bonanza”’,

All of the roles that were rated as
most-liked by Perrow’s research sample
had this trait in common. They were
Cartwright, Dr. Richard Kimble of ““The
Fugitive”, Perry Mason, Rob Petrie of
“The Dick Van Dyke Show", Sheriff
Andy Taylor of “The Andy Griffith
Show”, and John Novak of “Mr,
Novak",

FILM SALE-E CO
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While some personality traits
appealed to the {arge group of viewers,
other traits appealed to smaller groups
within the larger viewing audience.

Although both Petrie and Dr. Kimble
were most liked roles and both were
rated highly on self-concept, the two
were rated oppositely on four signifi-
cant factors: Petrie was seen to be
outgoing, happy-go-lucky, venturesome
and a “joiner;”” while Dr. Kimble was
seen a just the opposite—resetved,
sober, shy and self-sufficient.

Perrow gave a hypothetical guide for
a producer who might want to structure
a role that would be favored by the
majority of the research sample: Traits
that shouild be included in the char-
acter’'s personality are strong self-
concept, reservedness, humility, so-
briety, conscientiousness, and trusting-
ness. Traits to be avoided inciude asser-
tiveness, emotional instability, expedi-
ency, being opinionated, artless, and
careless of protocol,

The 206 persons surveyed by Perrow
kept a television viewing diary for three
non-cov i weeks, cc ] a
role preference questionnaire and com-
pleted two Sixteen Personality Factor
Questionnaires.

Other findings of his
include:

research

® Viewers who differ in their liking
or disliking of a particular role will tend
to differ in their respective personality
characteristics,

® There was some correlation be-
tween age of the viewers and age of the
television character: Young adults com-
posed the largest segment of Dick Van
Dyke viewers,

® There also was some correlation
between the intelligence level of the
viewer and that perceived for the tele-
vision role: The better-educated the
viewers were, the higher they rated
Perry Mason, the brilliant attorney in
the long-running television series.

A native of Princeton, W. Va,
Perrow was graduated from Hampden-
Sydney College, Hampden-Sydney, Va.,
in 1948. Three years later, he eamed the
Bachelor of Divinity degree of Louisville
Presbyterian Theological Seminary,

An ordained minister in the Presby-
terian Church, Perrow formerly setved
pastorates in West Virginia, Florida and
Los Angeles, before earning his master’s
degree in communication at USC in
1960.

For five years, he was a communi-
cation consultant to Cathedral Films,
Inc., Burbank, and has conducted var-
ious church-related research studies in
communication, L
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BOOK REVIEW -

THE FIRST TWENTY YEARS, A Seg-
ment of Film History. By Kemp R.
Niver. Edited by Bebe Bergsten. Los
Angeles: Locare Research Group. 1968.
179pp. lllustrated. $7.50

Although moving pictures were in-
vented by Thomas A. Edison scarcely
more than seventy-five years ago, the
early history of this vital art form is
clouded with a great deal of misleading,
self-serving and often angled informa-
tion. This book, a scholarly and factual
history of the first formative years of
the moving picture industry, correct% a
great deal of such misinformation. Film
students, historians and those interested
in the evolution of screen technique will
be eternally grateful to Mr. Niver for the
superb job he has accomplished in THE
FIRST TWENTY YEARS.

This book was literally made possible
by the more than 3,000 films that the
author, an ASC Associate Member, re-
stored over a ten-year period from the
Library of Congress paper print collec-
tion. All of these films, among the
earliest ever made, were originally trans-
ferred from a nitrate base negative to an
opaque bromide paper and sent by their
producers to the Copyright Office so
that they could be copyrighted under
the then existing laws. It is fortunate
that they were deposited in this manner
rather than on their originai nitrocellu-
lose base. Had that been the case. they
would have deteriorated and would have
been lost forever. And it is also fortun-
ate that Mr. Niver was able to develop
an efficient method of transferring them
to 16mm acetate base film so that they
could be studied—and enjoyed.

From these 3,000-odd films, the
author has selected more than one
hundred which he believes are signifi-
cant in illustrating the evolution of film
technique during the first twenty years.
Indeed, it appears that most of the
motion picture technique we use today
was actually developed during this
period. Writes Mr. Niver: “Each film
described was selected because, in the
author’s opinion, it contributed some-
thing of value to the progress of com-
munication through the new medium of
moving photography.”

Significant films made by such early
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directors as Edwin S. Porter, Georges
Melies, Cecil Hepworth, Wallace
McCutcheon and the legendary D.W.
Griffith are examined in detail, com-
plete with frame enlargements from
many of the pictures discussed.

The author lets the films tell their
own story. He avoids mentioning any
new technique or innovation as a ““first”
but instead lets the date the picture was
made allow the reader to draw his own
conclusions. One of the most fascinating
aspects about this book is the wealth of
new material about early fitm history
that has been brought to light. And, in
so doing, a few of the time honored and
oft-repeated myths have been
destroyed.

The book begins in 1893 with
Edison’s invention of the Kinetograph
and the Kinetoscope. By 1898, the
Kinetoscope (apeep-showmachine) had
been largely replaced by the projector.
The first films discussed are ELOPE-
MENT ON HORSEBACK (1898),
STRANGE ADVENTURE OF A NEW
YORK DRUMMER (1899) and LOVE
AND WAR (1899). Each of these early
examples illustrate narrative or story-
telling films. Prior to that, moving pic-
tures were often made up of novelty
scenes and rarely attempted to tell a
story.

One of the finest sections in this
book deals with the work of Edwin S.
Porter, a much underrated pioneer di-
rector. “if ever there was a business and
a man that were instinctively com-
patible and ready for one another, it
was the moving picture business and
Porter,” states the author. “He had the
mechanical ability to construct a mo-
tion picture camera, the knowledge to
operate it, the skill to develop film, as
well as the creativity to design a produc-
tion to increase the appeal of the films
he made at a period when new thought
in motion pictures was sadly needed.”

Although Porter’s name has become
synonymous today with THE LIFE OF
AN AMERICAN FIREMAN and THE
GREAT TRAIN ROBBERY, the author
shows how the innovations and tech-
niques believed to have been used for
the first time in these two films had
actually appeared two yearsbefore. For
example, in UNCLE JOSH AT THE
MOVING PICTURE SHOW, Porter had
a narrative story which featured live
action combined with previously photo-
graphed film projected on a screen to
which he added double exposure and
matte shots. Some of these effects were
achieved with an optical printer manu-
factured by the Edison Studio. In JACK
AND THE BEANSTALK {Copyrighted

Continued on Page 347
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COLOR FILTERS
Continued from Page 330

Natural light usually means sunlight,
daylight, skylight, or reflections from
them. Daylight | consider the basic
natural light.

Artificial light under studio condi-
tions is generally arc light, with or
without modifying filters, and incandes-
cent lights, with or without modifying
filters.

Newsreels and documentaries face
many additional available light prob-
lems, depending upon the locations and
conditions. Fluorescent light can pre-
sent problems, as mentioned above.

Before any further discussion of art-
ificia light, { believe the subject of color
temperature should be briefly reviewed.
The term “color temperature” applies
to the degrees Kelvin to which a “black
body radiator’” is heated. One degree
Kelvin is equal to one degree Centi-
grade, but the Kelvin scale starts at
absolute zero or minus 273°C. Incandes-
cent tungsten filament lamps are for our
purposes excellent black body radiators.
Their highest practical color tempera-
ture is considered to be about 3400°K.
It should be noted that tungsten melts
near 3600°K. Many of our set lighting
lamps are designed for 3200°K. There is
a very appreciable difference between
the life of an incandescent lamp, burn-
ing at 3200°K, as compared to one
burning at 3400°K.

Color temperature, as a theoretical
concept, is not limited to finite attain-
able values. Planck has presented a
generally accepted mathematical equa-
tion that determines the spectral energy
distribution curve for a black body
radiator for any temperature, such as
5,000°K, 10,000°K, 20,000°K, or any
other temperature you choose to select
up to infinity. For our purposes, almost
any selected light source, whose energy
is the result of heat, can be considered
to have the same color temperature as
that Planckian black body radiator,
whose color it apparently matches.

Daylight is a most important light
source, and has a variable color tempera-
ture depending largely on the time of
day, latitude and the season of the year,
plus any effects such as smog, haze,
dust, smoke, etc.

Natural unpolluted daylight is usual-
ly considered to have a color tempera-
ture of roughly 6,000°K to 6,500°K.
Please note the use of the term “day-
light.”” Daylight is considered to be the
sum of the light from the sun and the
entire sky. It follows that sunlight alone
has a lower color temperature due to
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the atmosphere and the inherent
“Rayleigh effect.”” The Rayleigh effect,
a we know it, makes the sky blue and
the sunsets red, even without dust,
smoke, etc.

Outside the earth's atmosphere, the
color temperature of the sun is, for our
purposss, essentially equal to the color
temperature of daylight on the earth's
surface.

Arc lights with “white carbons”—
that is, carbons balanced to daylight—
can, as we know, be photographically
matched to 3200°K incandescent light
by using an overall MT-2 filter on the
lights. Filters of this type are most
useful. They can double in application
by being used to cover windows that
face exterior scenes—sometimes in con-
nection with neutral filters—allowing us
to use incandescent light inside the
room and still satisfactorily record the
exterior viewed through the windows as
part of the scene.

In using arc lights with a 3200°K
color temperature base, an MT-2 filter
and. white carbons are often used in
preference to “yellow carbons,” as the
white carbons tend to burn more
steadily and with less flicker.

The spectral energy transmission
curves of available absorption filters
show an interesting, but little discussed
feature. The yellows, ambers and reds
are all generally quite efficient in trans-
mission. The blues, greens, blue-greens,
purples, etc. are much less efficient.
With their low transmission efficiency,
they also tend to be highly transient,
fading quite rapidly.

Fortunately for today's photogra-
pher, we have available dichroic filters
that are very efficient and permanent,
although with incandescent light, heat is
always a problem. in addition, some
dichroic surfaces suffer physical abra-
sion because of insufficient protection.

Biue daylight {or a low brightness
overcast hiding ite light source or sour-
ces) can have a color temperature rough-
ly of the order of 12,000°K to
25,000°K. On occasion, it can probably
be higher! However, in all the exterior
photographic conditions I have met over
the years, only on one occasion .

| will mention this later.

There do seem to be certain manu-
facturing and standardization problems
with the currently marketed dichroic
blue filters. Some are theoretically
designed to bring the incandescent light
of 3200°K up to a color temperature of
5000°K, if that is what is wanted.
Others claim a correction to 5600°K. |
have noticed a definite visual variation
in filters of the same manufacturer,

Cantinued on Page 352
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ATLANTA FILM FESTIVAL

Continued from Page 339

Lenore Hershey of McCall's

Samuel C. Johns of Wilding, Inc.

Samuel Magdoff of Elek tra Film Pro-
ductions

E. D. Martin of Martin Theatres

P. J. Mooney of ‘Audio Productions

John L. Peckham of Peckham Pro-
ductions

Judd L. Pollock of MPO Video-
tronics

Carl V. Ragsdale of Sun Dial Films

J. C. Rebman of the A-V Corpo-
ration

Spyros P, Skouras of Twentieth Cen-
tury-Fox

Frederick G. Storey of Storey The-
atres

Allan Zwerdling of Backstage Mag-
azine

Herb A. Lightman, Editor of AMER-
ICAN CINEMATOGRAPHER

Awards

In addition to the Golden Phoenix as
Grand Award for Best of Festival and
the Silver Phoenix for the best film in
each major category, several other im-
portant awards shall be.made during the
second annual Atlanta Festival. The
Eastern lonosphere Award is for the
best international film dealing with
flight in any category. The Regency/
Hyatt Award is to the best film by a
Southern U.S.A. producer in any cate-
gory and the Forward Atlanta Award
recognizes the best production by an
Atlanta Company in any category. Es-
pecially noteworthy is the Mini-
Cinema’s Internat ional-Award. . . a five
hundred dollar cash-grant for the best
film by a student filhy: smaker in any
category.

The deadline for application forms
and films is March 31, Monday, 1969,
Entries must be postmarked by this
date. The gala awards banquet and
cocktail party is Saturday evening; June
21, 1969, at the Phoenix Ballroom in
the Regency/Hyatt House. Cinema East/
INTERFILM is providing their Hughes
and. Bell jet-ranger -helicopters:for spe-
cial 'V1IP ‘service to ‘and' from' the Re-
gency Helipad -and- the airport.Inquiries
should be sent to: J ‘Hunter' Todd,
Executive Producer, The Atlanta Inter-
national Film- Festival; Drawer 13258-K,
Atlanta, Georgia, U.S.A. 30324: Execu-
tive offices and facilities: ‘1584 Tullie
Circle ‘N.E., Suite 127, Cable/INTER-
FILM. Tele/404:633-4105; '633-4106,
638:4107 Telex/54:2484,: Mobile Tele-
phone All Channels 30844 L]
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BOOK REVIEW
Continued fraom Page 343

June 20, 1902, 250 feet in length),
Porter really outdid himself. The sets
were ingenious and impressive. There
were dissolves between scenes, stop
camera action to allow people to appear
and disappear, and the use of lantern
slides as a projector of thought within a
film. THE KLEPTOMANIAC and THE
EX-CONVICT had social themes. Both
were made in 1905 and indicated the
extent to which Porter had advanced
screen story-telling. There is little doubt
that Porter was one of the most im-
portant of the early directors.

Several little-known films made by
the French pioneer, Georges Melies, are
used to show the many refinements to
motion picture technique this great in-
novator contributed. In THE KING-
DOM OF THE FAIRLES (1903), Melies
employed just about every method of
photographic special effect he knew.
There were fades, dissolves, cartoons,
stop-motion, sliding sets that divided,
shose made through a fish tank to
achieve an underwater effect, and table-
top miniatures. Projected slides, com-
bined with live action, were also used by
Melies in this film,

The Biograph/Griffith era
(1908-1913) comprises one of the most
significant and important portions of
this book. Of the nearly four hundred
Griffith-directed Biograph films restored
by Niver under the paper print program,
sixteen were selected for study in this
book. However, the films chosen seem
to have been overlooked by other film
historians. Several of these films are
among the earliest made by Griffith and
indicate that from the very beginning of
his career as a director he was able to
visualiae an entire motion picture before
it was photographed and then transfer
that idea to the screen in such a way
that it was told with dramatic effect.
Many films produced by the Biograph
Company before Griffith became a
director suggest that some of the tech-
niques and innovations later solely attri-
buted to Griffith had been used by
Arthur Marvin, Billy Bitzer and others
who were to subsequently work with
Griffith.

THE FIRST TWENTY YEARS is a
handsomely produced book with a mul-
titude of illustrations—the majority of
which appear in print for the first time.
This is an important book on film
history. It is enjoyable to read and a
splendid reference to own. L]

—GEORGEJ.MITCHELL
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BACK ISSUES OF
AMERICAN CINEMATOGRAPHER
4¢ Per Page—Sold only by complete issues
1921 through 1967 available
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EDITORIAL SERVICES
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Sales & Rental

A new concept! A sales cat-
alog designed to explain,
educate and inform. Written
by professionals, Behrend’s
Book is a reference manual
for anyone who
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How To Choose The Right
Camera
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Equipment Packages

PAGE 36

What’s the Story on

Quartz Lamps?

PAGE 46

Editing: The Unique Skill
PAGE 63

Don't Let the Wrong Room Kill
Your Next A/V Presentation
PAGE 78

VIR and the Non-Theatrical
Film Producer

PAGE 92

Using Your Microphone
PAGE 107

Designs for Communications

uses motion pic-

ture or audio
equipment. You
should have a
copy in your li-
brary.

SEND FOR
YOURS NOW!

g

A2 Yes! Send me Behrend's Book!

Company.

Addres:

City, State.




LOWELL QUARTZ D
“UNIVERSATILITY"

1,000 Watt focusing light . . .

& aiso a 500 Watt
focusing light when
you change bulbs. . .

&also a long ‘throw’,
high-intensity light

when you change to

an accessory reflector. . .

& any bulbor
reflector can be
used with any
of 9 accessories . . .
all interchange with the

Lowell Quartz ‘Remote’ model . . .

P

&unprecedented
spot flood range . . .

& a plug with swing away

ground pin wall mounting

with Lowel-Light Gaffer Tape. ..
accurate daylight filter . . .

&Iocation Kits . .

Lowell Quartz “D'’ only

$57s0

LOWEL-LIGHT

421 W.54th ST, NEW YORK 10019

INDUSTRY ACTIVITIES
Continued from Page 337

and other events will be available in
adjacent rooms on the Conference Level
of the Fontainebleau.

In addition to the technical program
a full range of special and social events
is being planned. The Ladies Program
will feature tours and shopping trips
every day. On Sunday night preceding
the Conference a Hawaiian Boatride and
Luau, featuring Island music. will be
held aboard the M-V Biscayne Belle. On
Monday the Conference will officially
begin with the Get-Together Luncheon,
presided over by SMPTE President
Deane R. White. The SMPTE Banquet
and an evening of entertainment and
dancing will be held on Wednesday. On
Friday there will be atour of the CCTV
facilities of the Miami-Dade Junior
College and a visit to the photography
department of the University of Miami
Institute of Marine Science.

Old Chaplin Studio Declared
Historical-Cultural Monument

The original Charlie Chaplin Studio
at Sunset and La Brea, one of the first
complete motion picture studios to be
built in Hollywood, has been declared
an historic-cultural monument by the
City’s Cultural Heritage Board.

Now owned by Herb Alpert of
Tijuana Brass fame and Jerry Moss and
now called A & M Records, the Chaplin
studio has had an interesting evolution.
It has gone from the period of silent to
telking pictures, into television produc-
tion (the Perry Mason series was made
here under CBS ownership) and now
into major recording operations with a
return to motion pictures in the plan-
ning stage.

Cultural Heritage Board President,
Carl S. Dentzel, stated that the present
owners are to be commended for main-
taining the studio so that this continuity
from earliest times to the present is
evident.

Despite the modernization that has
taken place to accommodate A & M’'s
expanding operational needs, it is inter-
esting to note that the original struc-
tures built in 1919 have been success-
fully adapted for a thriving business five
decades later and are virtually intact.
Alpert is a native of Los Angeles with a
strong interest in his city’s cultural past.

Chaplin, born in London in 1889,
came to the United States to appear in
vaudeville. He remained to become the
star of his own film classics such as

(SPECIAL SALE!)
USED

AERO-VISION

Anti-vibration mounts, de-
signed for use in helicop-
ters, airplanes or other
moving vehicles . . .

can be used
with Arri S
or Arri 35
cameras

Allin excellent
condition=
guaranteed
perfect
working
order.

REGULAR " Now

PRCE, New s10,000  onLy $9,000.
LIMITED QUANTITY AVAILABLE
FIRST COME . . . FIRST SERVED!

F«B/CECO:

MAIN OFFICE:

Dept. 652, 315 W. 43nd St., N. Y. 10036

\ Phone (212) JU 6-1420~Cahle: CINEQUIP J

BIRNS & SAWYER, INC.
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“Shoulder Arms”, “The Kid”, "“The
Gold Rush”, "“The Circus”, and in later
years, “Modern Times’". Now a resident
of Switzerland, Chaplin was one of the
first great international artists to create
the image of Hollywood as the film
capital of the world.

The studio has long been a point of
interest in the itinerary for bus tours in
the Hollywood area.

Calvin Facilities Renamed to
Solidify Corporate Identity

With Calvin Communications the
new name selected for Calvin Produc-
tions, Inc., the Kansas City head-
quartered motion picture firm has re-
named its various facilities. The
announcement was made February 3 to
over 800 film makers attending the
opening session of the 23rd Annual
Calvin Workshop by Calvin President
Leonard W. Keck.

The change will affect all Calvin
locations which have been renamed
Calvin Productions—Kansas City; Calvin
Laboratories—Kansas City; Calvin Pack-
aging—Iindependence (Missouri); Calvin
Productions—Louisville (formerly
Vogue Productions); and Calvin Produc-
tions—Philadelphia (formerly Calvin-
DeFrenes). Nearly 500 persons are em-
ployed by Calvin at the various loca-
tions. The corporate mailing address
remains 1105 Truman Road, Kansas
City, Missouri 64106.

According to Mr. Keck, ““Calvin cor-
porate names aren’t actually as critical
in a service organization as our people
and our products. However, the names
are being changed to obtain additional
public contippity. and consolidate an
extended operation. We feel the changes
will serve our own best interests and will
help us better identify ourselves to the
industry.”

Calvin Communications Industries is
one of the nation’s largest producers of
non-theatrical motion pictures.
Founded in 1931 by Forrest Calvin in a
one-room location, the firm was an
industry pioneer in the development of
the 16mm film format. Calvin also
introduced the first 8mm sound pro-
jectorin 1952.

A year earlier, the firm was the first
ever to be licensed by the Eastman
Company to process Kodachrome.
Calvin laboratories currently process
nearly 10,000,000 feet of motion pic-
ture film per month. Calvin camera
crews have filmed “on location” in
major cities in all 50 states and in 34
foreign countries.
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check and
double

chec

‘There’s aspecial meaning in these
two check marks: Check and
double check. They sum up our
business philosophy. They’re so
vital to our operation that we’ve
made them part of our signature.
They serve an important pur-
pose: To remind you that any-
thing you rent from Victor
Duncan is as clean and mechan-
ically perfect as skilled techni-
cians can make it. To guarantee
flawless performance. To guard
against costly production tie-ups.
And to keep you coming back to
Victor Duncan.

L

the check and double check people

VICTOR DUNCAN, INC.

RENTALS « SALES « SERVICE

11043 Gratiot Ave., Dewoit, Michigan 48213, (313) 3714920
155 E. Ohio Street, Chicago, lliinois 60611, (312) 321-9406




When filming in
the New York City Area
...or anywhere else...

CONTACT

JOHN WEBER

“The King of the Generators”.

LICHTING

We also custom build generators to
your specifications.

Write for literature.

JOBN WEBER (0.

24-32 45th St., Astoria, LI, NY 11103
Phone (212) 274-9393
(212) YU 8-7657
(New York City area.)

NEW<T
Sparkle
Filter...

Exclusively
from
Herron Optical Co.

Until now . . . available only on
special order to malor studios to cre-
ate dreamlike sequences such as
those seen in ‘Sound of Music.”

Herron’s new “‘Sparkle” Filters im-
part a subtle dreamlike or spark!e
feeling for special effect rhutograg

. stii or motion picture. Durabl
hlgh quality, optical flat glass .
available in setsof 3 dlffevent flters
(2x, 3x, 4x) sizes from 114"
diameter. Priced from $50. 00 to
$295.00 per set (3), includes fitted
hardwood case. Write for technical
data and prices:

HERRON OPTICAI. COMPANY II

2035 East 223rd St.
\_ long Bu:h. Calif. 90810  /

WHAT'S NEW
Continued from Page 272

phone in acoustically unfavorable en-
vironments and also eliminates the
effects of low frequency boom, rumble
or wind noise.

The new AKG microphone, desig-
nated D-S00E is 26-1/8 inches long x
1-1/4 inches in diameter. Its frequency
range is 40-13,000 Hz., +3 dB. impe-
dance is 2000hms. It is inconspicuously
finished in matte charcoal grey. Sup-
plied with stand adapter and zippered
imitation leather padded case.

Price is $149.00

Distributed by North American
Philips Company, Inc, New York,
10017.

L]

Anthropology Film Center

The Anthropology Film Center was
established in 1966 to facilitate training,
research and communication among
Anthropologists who have recognized
the possibility of utilizing film in their
field. This independent, non-profit org-
anization has opened its new facilities,
with an anthropology film maker
training program, library, research work
space and consultation services directed
by C. Warner Williams. An “Anthro-
pology-Film Newsletter’” is to be the
first release of a publications division.

The Center is committed to a
program of studying the problems of
film in anthropology, film recording and
communication, techniques and meth-
odologies, that will more fully utilize
the medium’s qualities. Educational
film, of anthropological content, will be
incorporated as part of the approach.

For further information write An-
thropology Film Center, P. O. Box 493,
Santa Fe, New Mexico 87501

Outstanding Show Planned For
TV Spot Awards Presentation

Sanford “Sandy” Cummings will pro-
duce a gala entertainment show sur-
rounding presentation of the 9th annual
International Broadcasting Awards at
the Century Plaza Hotel on March 11.

Cummings was named as producer by
Ben Hoberman, president of the Holly-
wood Radio and Television Society,
sponsor of the “Spike” awards which
annually honor the “world’s best” radio
and television commercials.

The March 11 show will include
presentation of trophy-winning com-
mercials in 12 television and eight radio
categories plus sweepstakes awards for

4

each i L]

350

INTRODUCING

THE NEW

KUDELSKI

Distribution—Service—Sales
NAGRA MAGNETIC RECORDERS INC.
565 Fifth Ave., New York, N.Y. 10017

Southem Callfornia Senlce
RYDER MAGNETIC SALES CORI
1147 N. Vine St., Hollywood, callf. 90035

SHOOT A
SOUND ANYWHERE

with portable 115 volt AC power:

= BUBYLTE ;= =

L FOR AURICON CAMERAS 5259.50‘
| with life-time nickel-cad battery  |i§
and charger.

B FILTER SLOT Fimo or Auricon, quickl
service, Also Rubylite Microphone
a Mixer. Mixes 4 low-z mikes into Auricon ;|

or any pro tape or flim recorder.
L Weite for Full information aa

mm  PHOTOMART ==
[N 228 So, Franklin Street Vo

Tampa, Florida, 33602

LENS
REPRIRS

Servicing ond Salesitou . get sharper fesults!

Expert repairs. on af 1ypes of 16mm, 35mm snd

Zoom lenses such as Angenieux, Berthiot Pan

Cinor, ete. Nationwide ser vice. Custonsers inchide:

ABC:TY, GBS TV, NBC 1Y, etc. I stock, seces-
N

Service, Experi whtit 18-y euts ul apebtiic

CENTURY PRECISION OPTICS

0884 Bk K
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SPECIAL EFFECTS

Just completed:

“THE SOLAR SYSTEM—
MEASURING ITS DIMENSIONS”

Special effects, live, onimoted, educationsl
for McGraw-Hill Films, shows hew distences
and sizes of Sun, Moon, plonets ore neos-
ured. After seeing this film, distance 0
planet Venus con be meosured by grede
school child working olone.

OUTER SPACE

SPECIAL EFFECTS FILM LIBRARY,
LARGEST ON THE EAST COAST
Send for listing of ostronomical ond space

fight stock footage for use in science of
science fiction productions.

Spacialists in euter spore filmy for 17 yeors.

HABERSTROH
STUDIOS, INC.

9 W. 19th S, (212) Al 5-1827
New York, N.Y. 1001}

BEHIND THE CAMERAS
Continued from Page 270

CHARLES ROY:
mercials

Industrial  Film, com.
WILLIAM STORZ, ASC: Wilde Films, New
York

WALTER DOMBROS:
Minutes” (tv}

“Eric Hoffer”, “60

TED PAHLE, ASC: Commercials

LINWOOD DUNN, ASC: Special Photo-
graphic Effects: Airport”, Universal, EXPO
70.

DRUMMOND DRURY: Commercials

BERT  SPEILVOGEL. MPO
TRONICS, New York

ViDEO-
HENRY V.JAVORSKY: Commercials, Oocu-
mentary

WILLIAM HINES: Commercials

UNIVERSAL

JACK HILYARD: “Topaz”, Technicolor

ROBERT MORENO: “Skulduggery", Saul
David Prod., Technicolor, Panavision, shoot-
ing in Jamaica

ERNEST LASZLO: "AIRPORT”, Ross
Hunter Prod., Technicolor Todd-AD, shooting

Create the RIGHT mood every time with the

“MAJOR” PRODUCTION
MUSIC LIBRARY
“MAJOR” offers you a full
60 howrs of production music
for titles, bridges, back-

grounds. Sound effects too.
WRITE OR PHONE FOR BOTH CATALOGUES

Thomas J. Yalentino, Inc.

Estoblished 1932
150 W, 48 St. New York 10036 #(212)246-4875

SUPER-B
8nm or 160m Povce
DUPLICATES

Finesi-Quality Koedochrome
COLOR or BLACK & WHITE

* % %

SROFESSIONALS, We ure Speciolists in
8mm o smm Biow-Ups. k 3Smm or ldmm o
4w i Supei-B Reduetions W A & B Roff
Printing. % Bmm & 14mm tauman imernegs
& 8mm & I4mm Eestman Coler Releass Prinms.

& & W Reversol Dupes, % [Dupe Negs.
* B & W Positive Reieuie Prints. & Single
Bmm Printing. **s cundstiping, Seiicing, Fio

*
¢ FAST SERVICE on MAIL-GRDERS
¢ Flaest QUALITY Work,
7 Guoranteed SATISFACTION!
*

Send fos our lofest PROF!
Write Dept,

ONAL Price.Liss

r‘/G((gwaaé{ VALLEY FiLM LABS.

L BURBANK, CALF

in -St. Paul

GABRIEL FIGUEROA: “Two Mules for
Sister Sara”, color, Panavision, shooting in
Mexico

20th FOX

LEON SHAMROY, ASC: “Justine”, Pandro
Berman Prod., Panavision

HENRI DECAE: "The Only Game In Town"’,
George Stevens-Fred Kohtmar, Prod. shooting
in Paris

CHARLES WHEELER, ASC: TAKAO
SAITO: “Tora, Tora, Tora”, 20th Century-
Fox, Deluxe Color, shooting in Japan, Hawaii,
Washington, D.C.

ANDREW LASZLO, ASC: “Angel Levine",
cotlor, shooting in New York,

WARNER-SEVEN ARTS

MARGARITA PILIKHINA: “Tschaikowsky",
Soviet Ministry of Cinematography,

ROBERT SURTEES, ASC: ""The Arrange-
ment”, Athena Enterprises Prod. Technicolor,
Panavision

BILL BUTLER: "Return of the Boomerang”,
SBP Films, color, widescreen shooting in
Australia

ARTHUR GRANT: “Frankenstein Must Be
Destroyed’', Hammer Prod. color, widescreen,
shooting in London

LUCIEN BALLARD, ASC: “The Ballad of
Cable Hogue”, Phil Feldman Prod. color
widescreen, shooting in the Valley of Fnre
Nevada.
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SMITH-VICTOR

QUARTZ
STUDIO
KITS

g . .«H

Model K3 Deluxe Professional Kit
® 3 600watt Q1P 3200°K Quartz Lights
® 3.SA210 Aluminum Light Stands; extend
1010 ft
1. 870Case. Holds complete outfit.
Complete OutfitNo. K3 .......... $150.00

Model K2

® 3 - 600-watt @1# 3200°K Quartz Lights

® 3 .S6 multi-purpose Stands
1.512 Adapter for background Stand
with an almost indefinite combination of

heights.
1 - 630L Case. Holds complete outfit.
Comptete QutfitNo, K2.......... $100.00

SMITH-VICTOR CORP.

Gritfith, Indiana 46319

IN CHICAGO

PROCESSING

Same day service

Complete 16mm fah.
Highest quality
Black-&-White and Color
reversal

Sound recording and optical
transfers

Editing, tilting

Personalized service

JOE PALESE, SUPERVISOR

Ginema
Processors, Inc.

211 East Grand Avenue
Chicago, lllinois 60611
Phone: M12-6453

And now the same services in
ATLANTA!

2156 N. Faulkner Road, NE
Atianta, Georgia

Phone 633.1448 Ask for Phli,
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COLOR FILTERS
Continued from Page 345

reputed to have the same correction.

As we judge the scene values and
modify them for the camera, we rely
upon our eye response to color and/
brightness values. The limitations o,
these responses are well documented,
but we are wise to keep them continual-
ly in mind.

Another challenge is presented by
the drastic change in eye response when
changing from photopic to scotopic
vision. This, of course, is the well-
known Purkinje effect. It occurs with
surprising rapidity when the incident
light level falls to about one-tenth to
one one-hundredth of a foot-candle.
Since the sensors of photopic vision are
the cones of the retina, and the sensors
of scotopic vision are the rods, their
distribution pattern in the retina
becomes an important factor. The color
sensitivity shift of scotopic vision (from
the photopic vision) toward the blue
end of the spectrum, of approximately
400 Angstrom units, is noteworthy. A
further examination of this scotopic
color sensitivity curve points up a dras-
tic decrease in red sensitivity, if it can
be said that red is visible at all, except as
grey or black.

Still another visual factor that re-
quires close watching is retinal fatigue.
In addition, our color memories are
notoriously short.

Retinal fatigue is most obvious when
we look for a prolonged time at a strong
colored light. When we look away, the
"after image”’ on the retina persiss, but
in the complementary color.

All these factors must be mentioned
because they are so important to the
visual control of the overall scene color
and its various individual color ele-
ments. Of necessity, each of us must
draw his own conclusions regarding-the
resultant effects and the use of these
phenomena.

Let us consider, with thesefactorsin
mind, a recurring practical problem that
is of importance to the ci gra-

BOLEX ACCESSORIES
rame % amera mnler—l V
" \m Speed Battery Cami
w 400-t. Ml zing w/(Dn’ cuuntnr in culmva
= Inllmllﬂmur—-Rlﬂle 132 sec. 10 36 min,
® Animation motor for new smgle-fmnu shaft

Wrste for New Boléz:Accessory Catiloy:
STEVENS ENGINEERING CO.
':ahn nmm Blvd.,
Beach, Calif. 82660

ROBERTSON
FILM PRODUCTION
SERVICES INC.

Featuring 16mm, 35mm and 70mm
Tyler Camera Systems
Camera Insert Trucks
Mobile Aerial Platforms
Camera Boats

24 hour service
PO Box 23,904 Phone {305) 566-3808
Ft. Lauderdale, Florida 33307

16mm & 35mm SERVICES

= Film Production

= Titles and animation

® Cinematography

® Film Editing

® Work and release prints

8mm and Super-8 setvices
Duplicates

Enlargements and reductions . . .

DAVID E. L \N( ER PI\()I)

1500 Elmwoo
Phone (216

16MM COLOR LAB
Kodachrome and Eastmon Color Release
Coast to Coast Service
Write for Price List

ALL COLOR SERVICE
23975 Wildwood Canyon
Newhall, Calif 91231

PROFESSIONAL

% AMINATED SOUND S'IRIPING,
i SINCE 1858 1
{
¥
!
$

THE
4
* g03 per 1.

73814 $0. numu: BLYD.

“The Best in_the World"” — 380 FL Minimam Order
o8 80022
)

pher. We are repeatedly faced with the
problem of photographing night exter-
iors. A well-lighted city street is general-
ly well defined in concept. An exterior
scene lighted entirely by moonlight is,
by tradition, sketchy and on the blue
side. The definitive handling of this
night exterior—to make it appear in its
recreated form on a theatre screen that
is above the illumination level subject to
the Purkinje effect, as it did at scotopic
levels—is a perpetual challenge. To assist
toward achieving this effect, | have

MITCHELL BNC
WANTED FOR
CASH
ANY AGE, ANY CONDITION
SEND DETAILS
AND BEST PRICE TO:

R. GORDON
311 WEST 43RD STREET
NEW YORK, NY. 10036
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AIRPLANES - HELICOPTERS

Aerial Photography and everything in
aviation including balloons, jenny’s to
jets, mock-ups ond a fleet of single
and multi plones & heli

all with camera mounts. Complete mu
tion-piclure ond TV service from the
oldest and most experienced company
in the industry. S. A. G. pilots.

TALLMANTZ AVIATION INC.

Frank Tallman, Pres.
Orange County Aimport, Sanka Ana, Calif.
{714) 545.1193 or (213) 628-2770
Now working: Catch 22

35mm COLOR FILM

EASTMAN MOTION PICTURE FILMS
NEW ROLLS OF 35 & 16mm
Current smullrom only

35mm B&W 200" 1000 3.5¢

36mm COLOR lNTEHM 5253 10d

35mm DUP PO! L0174
ENOS

35mm 5254 100. 10 900 From 6d

35mm B&W 200° ro 900 25¢

16mm. 7242 100’ to 350" ad

ite for complete:brochure
STUDIO FILM EXCHANGE

0. Box 381 — Encino. Calit.
(2|3)987 1505

LINWOOD DUNN, ASC
Former Head of RKO Studio Effects Dept.

CREATIVE
SPECIAL EFFECTS

Complete Advisory and Technical Services
From Stery Ideas te Theater Sereen.

‘WP.!I %dp glm y 'M’ Fair I'ad(v
M ulid “Hawait,
“The Bible, "Tlmroughl Modera Mitlie."
Expo %72.'70 Shows, “Darling Liti,"
“The Great Bank Robbery,” “Airport”

FILM EFFECTS of Hollywood
1140 N. Citrus Ave.. Hollywood 38, Calif.
Phone: 469-5808 Cable: FILMEFX

P390 -

FARBAS FILA COMEANY

MARINA HOUSE
HONG KONG
COMPLETE 16/MM & 35/7MM
PRODUCTION FACILITIES

often used a one-half strength MT-2
filter on an arc light with white carbons,
generally resulting in quite an accep-
table basic bluish cast, assisting greatly
toward the feeling of a moonlight exter-
ior. The camera was balanced to
3200°K and the laboratory was reques-
ted not to correct for the blue cast.

The handling of faces and brightly
colored clothes or other brightly col-
ored picture element is quite another
problem. The laboratories have tried to
solve this problem in some cases by
desaturating the prints, especially on
scenes shot ““day for night,” but this
approach has thus far only presented
other problems.

Getting back to the use of filters, we
generally recognize the Wratten 85 or
858 filters—in the camera of course—to
balance daylight to 3200°K film or
receptors.

The MT-2 filters we have already
mentioned.

For exterior or daylight balance aux-
iliary lighting, the arcs with white
carbons and the pale amber or Y-1
filters come into their own. The use of
the pale yellow or Y-1 filter is, in my
opinion, optional, depending upon the
use of the booster light. Sometimes | do
not use it. At least once, on an overcast
day, | have used a {26 blue Brigham
gelatine filter with white carbons for
booster light on faces. Double Y-1
filters are useful. On one occasion, la%e
in the day, | have used a one-half
strength MT-2 over an arc as a key light
on a face. These uses were all deter-
mined by visual judgment. They were
not intended for extreme effects, they
were needed to give acceptable flesh
tones for the daylight color prevailing.
These applications were all successful.

Incandescent lights with the older
Technicolor MacBeth blue glass absorp-
tion filters can be most useful, even on
3200°K lamps, although they were
originally balanced for use with the
Technicolor three-strip camera and
incandescent unit%e of 3350°K rating.
The light transmission of these filters, as
measured by a Weston photometer cell
through a Viseor filter, was about one-
third.

The development of the dichroic
blue filters is a most welcome step
forward. It is hoped that the potential
filter market might justify further devel-
opment toward even more efficient and
non-fading fiiters.

Regarding Gelatine and plastic filters,
it would be an advantage to correlate
the colors of the plastic filters, so that
they are in agreement with those having
a gelatine base, especially in their num-
bering for color identification. Dupli-
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(214) 631-5670
DAY OR NIGHT

we can process your color
original and make a color
workprint overnight . .".
for screening prior to the
next day's shooting!

For quality processing PDQ
. .Usethe HOT LINE to PSI

PRODUCER
SERVICES, INC

3011 Midas, Dallas,
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Recording
Equpmen? FILTERS
Company GEEeR=

114 West 70 St, N.Y., N.Y. 10023 (212) 874.0530

CAMERA SERVICE
CENTER, INC.

finest maintained
rental equipment
Printed
Mo{:ion Picture
Titles, Cards or .
Aimation [N
Cels

=== -
WE BU Y Cme IEnsts cameras, lrolecr

ors, synchronizers, lishts, tri- |

) SELL & pods, power packs. spiicers, |
editors, movielas, viewers,

I TRABE! rewinds, light meters, etc |

| The LENS& HEPRD EQUIPMENT Corp. |

17 St. New York 10011 |
l. e .'2‘_2'_67.5.‘.9.0.& F——

FILMBOOKS
(Te:hmr ue, History ans ®iography)
E frent and out of print.

Also FIlm magazines, memorabilia, etc.
Extensive stock. One of the few
Exclusilvely film book stores in U.S.A
New 1969 catalos: Over 2500 items!
81 postpaid
CINEMABILIA
10 Cornelia St.{O4f W. 4th St. & 6th Ave.)
New York, N.Y. 10014 {212}-989- 8519

16mm & 35mm b&w Pracessing and
printing. Complete 16mm COLOR Ekt3-
cnrome processlng Magnem smmd smn

Vacuuma(e mm
treatment
16mm Optical
Transfers.

QUEBEC 265 vitre Streat West, Montreal, Quebac
FILM LABS Telephone {514} 861.5483

Filming in EUROPE & CANADA?

We rent equipment & supply fulf titm crows.

Lrystal Film,
'+ Herzkary, f{d’“ Film Productions Limited,
Siedhungneg = §, z Ssgm Vit
fﬁe,ﬁe‘ Y. m‘,‘ , Ctario.
Tole: 514546

HARRISON
CAMERA & LIGHTING CORPORATION
Rantals and Sales of
Motion Picture EQuimment and Supplies
Harrison, where the service is
24 how service
6745 N.E. 3rd A {305).757.0251
Miami, Flonda:!:l:ﬂ

cate colors in gelatine and plastic would
be most useful, especially with those
colors most frequently used.

The use of a photometer to measure
the photographic response of colored
effect lights can be very misleading.
Usually the spectral energy response of
the photo-cells is not readily available.
If it is available, it must be interpreted. |
prefer to establish the value of these
effect colors by eye. Once these values
are established for the key light level
used, | can measure the colored light
values and use them as a guide for
subsequent scenes in that sequence.

The use of colored light for dramatic
effect is not new. Theatrical use of color
to enhance drama has certainly pre-
ceded color motion pictures. I n fact, the
Brigham gelatine filters we use for ac-
cent today were, | believe, originally
intended for theatre use. Many of the
darker colors are most impractical for
motion picture work. In addition, our
films see these fitters much differently
than the eye. For example, on some
color tests | once ran, the most satur-
ated red | could obtain with the film |
then had, was obtainable with a {63
Brigham gelatine filter. | used a red
stronger in visual appearance, | did not
gain in picture saturation for an equiv-
alent screen brightness. A range of
exposures was shot with each red filter
and the frames of comparable density
compared. In other words, in viewing

the tests, | did not gain in image
saturation for an equivalent screen
brightness.

At this time, it is well to remind

ourselves that saturation and brightness
become interdependent in the photo-
graphic process. A highly saturated
color can lose its saturation when an
attempt is made to cart the color in a
high key. It is so easy to over-expose
and wash-out the color. In addition, we
be careful not to desaturateour accent
colors with overlapping complementary
colors or spilled white light. The laws of
additive color must be recognized,

Our photographic problems with col-
ored accent and effect lights are much
different from those of the legitimate
theatre.

In any event, filters of various colors
are all really essential to give us a pallet
from which to draw. Many scenes need
color balancing from an artistic
standpoint--before we roll the cameras.
A cool area here to balance another cool
area, a warm area someplace else to
supplement another warm area, or a
cool areaor spot to complement a warm
area.

Color filters, properly used, are one
of our most valuable facilities.

1. BURGI CONTNER, 4.S.C.
Director of Photography
Have Mitchell BNC, NC, R-35,
Arriflex, Lighss, Sound
P.O. Box 239
Freeport, G.B., Bahamas

[SOUND RecorDING for MOTION

16 & 35 « interlock Mix-
ing":ggca'een;argn- Sgu:i(n?& SF“)!( PICWRES

" 'EucnwoNb
BORATO

1515 Pisrce A mden, N.J. 8l05
Tel.: (215 §22.8558 Phita. aa; 963-3000 Camden

Automatic TIME-LAPSE MOVIES
Made Easy by
SAMENCO©Controls
For BOLE X H-16
and other popular cameras
Marion Van Ausdale & Associates
33 Dellwood Court Decatur, IH. 62621

FLORIDA

TOGA FILM EQUIPMENT
COMPANY, INC.

1425 Arthur Street—#205
Hollywood, Florida 33020

Modern Equipment Truck
For All Motion Picture Needs
Mobile Phone - Best Parsonne!

(305) 927-0866

WESYTHEIMER G

Hﬂu

Joseph Wertheimer, 4.8.0.
TILES, TRAILZRS, INSERTS ANS OFTICAL EFFECTS

FOR OTION PICTURES AND TELEVISION
HO 68271

736 Sewerd St., Hollywood, Calif. 90038

Complete package for
filrm producers,
CAMERA RIGGING

TRUCKS, DOLUES, EYC.
WE GO ANYWHERE,

BILL MALEY

F1LM PRODUCERS SERVICE CORP.
3030 Bridgeway, Sausalito, Calif. 94965
Fhane {415 33}—5&53
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STUDIO PRODUCTION EQUIPMENT

BUY — SELL — SWAP HERE

STUDIO PRODUCTION EQUIPMENT

SERVICES AVAILABLE

BOLEX Rex-@®.Fader. Mat box, 16mm H 16
Rex Switar lens, no 994143. New condition
LOWRANCE 2746 Bel Air N.E., Albuquer-
que, New Mexico

PROFESSIONAL CINE PRODUCTS gives48
hours  service on FILMO & AURICON
FILTER SLOTS. Also auick service on Auri-
con and filmo repairs.

ARRIFLEX.35mm...120 shutter, $975-Mag-
nasync—16mm Large reels $695. All very
cltean—Plus lots of 16mm goodies. DALE
CLARK, 2825 Hidden Valley Lane. Santa
Barbara, Ca 93103

16MM ECLAIR NPR w/auto slate. Built-in
ARRI Mount, T.V. Ground glass, 12v. con-
stant speed motor. 3-408° mags., 12v Belt
Batt., 9.5/95mm Angenieux zoom lens. Calt
212.581.5474

ARRIFLEX 16S camera w/12-120 Angenieux
zoom lens, 400" magazine, motor, battery
wi/charger, matte box, tripod, case, practicatly
new, will sacrifice, $3200. J. BARRETT
{212} 828-7086, weekdays after 6 p.m.

KODAK REFLEX SPECIAL with single
system mag sound, amplifier and synchronous
motor. Custom fenses—10mm, 25mm, 63mm,
& 17.70 Angenieux 2oom. 2-400 ft. mags.,
carrying case and canvas cover. Birns &
Sawyer Sound Barney. Mint condition, used
less than 25 rolls, $4125 vaiue—$2850 F.O.B.
Tampa. Akeley legs with Auricon Head, $150
if bought with camera. B.G. SMITH, P.O. Box
270, Tompa Fla., 33601—Phone: 229.27 31

PROFESSIONAL 16mm seund movie pro-
duction equipment available due to death of
producer. Sixteen items include Ampex Tape
Recorder Model 410A; J. A. Maurer Sound-
on-film Recorder, etc. Send for list. MRS
RICHARD M. MOORE, Reel Heights, Oak
Ridge. Tenn. 37830

BOLEX H-16 Camera system. Four lenses
16mm to 150inm Motor drive, time lapse
unit, titler, many other accessories. Reason-
ably priced. R. MESSENGER, 35 Emmons
Orive, Rochester, N.Y. 14618

PROFESSIONAL CINE PRODUCTS builds a
14-0z. combination optical magnetic amplifer
for Cine Voice.

Free from PROFESSIONAL CINE PRO-
DUCTS 1 set ZOOM-SEE RINGS 1 sunshade
and 1 series 9 glass filter withevery 12 to 120
zoom we sell.

PROFESSIONAL CINE PRODUCTS sells
equipment at savings

STELLAVOX pilotone recorder, complete
$495; 1200 ft Mauer mags., $475 ea; Canon
scoopic demonstrator $795, Folding shoulder
pods, new $49.50. PROFESSIONAL CINE
PRODUCTS, 2959 Ladybird Lane, Dallas,
Texas 75220.

SIEMENS-MARC 300.16mm projector,
double system, mechanical interlock, optical
~magnetic, amplifier, speakers and Marc 300
power supply, Two complete units—will sell
separately. Appearance and condition brand

new. RAY HOWELL's FILM PRODUC-
TIONS, 301 Broadway, San Antonio, Tex
78205

HOUSTON Fearless L16R—65fpm 16mm re-
versal processor, also neg-positive, very good
condition, used two football seasons--$3000.
Metal editing table with light box, rewinds,
Triad 16-35 splicer—~$500. RAY HOWELL's
FILM PRODUCTIONS, 3@®1 Broadway, San
Antonio, Texas 78205

RENTALS

STEENBECK FOR RENT in room with
complete 16mm editing equipment, N.Y.C.
582.6050

WANTED

WANT BORDEN CAMERA GUN for B& H
Model 70 16mm. W. HENDRICKS, 10024
Girard Ave., S., Minneapolis, Minn 55431

WANTED: TWO MARK I MITCHELL
CAMERAS. Will pay top price. FOUAD
SAID, 8600 Sunset Bivd. , Los Angeles, Ca
90069

WANTED: Two NC Mitchell cameras. Will
pay top price. FOUAD SAID, 8600 Sunset
Blvd., Los Angeles, Ca90069

MANUSCRIPTS WANTED

We are interested in original, unpublished
book manuscripts covering the technical fields
of motion picture production, animation,
editing, sound, lighting etc. Qutright purchase
or royalty. Write Mr. Gordon, PHOTO TECH-
NICAL ADVERTISING AND PUBLISHING
CO, INC., 311 W. 43St New York, N.Y.
10036

ARRIFLEX BL serial no. 50432, with 12/120
Angenieux lens, automatic slate, sync pulse,
24 frame governor motor, 2.400 feet maga-
2zines, matte box, battery, cables, and Halli-
burton case. Like new condition. Used only
12 days. Cost over $7,000. A great buy at
only $4500. KURT RICHTER, 1630 N Las
Palmas Ave., Hollywood Ca, 90028 or phone
(213} 882-2690

SERVICES AVAILABLE

GOING TO SHOOQOT IN PUERTO RICO?
Contact Mr. Tony Rigus. Complete equip-
ment. Arriflex camera. Best assistant director
or unit manager. Experience. Bilingual. 75
Mercurio St., El Verde. Caguas, P.R. Phone:
743-4577

PROFESSIONAL CINE PRODUCTS HAS
MOVED TO 2959 LADYBIRD LANE,
DALLAS, TEXAS 75220. AC 214 FL7-3045.

FILTER SLOT Filrno or Auricon, uick
service. PHOTOMART. 228 S. Frankiin,
Tampa, Fla.

ARCTIC. Eskimo Life, Polar bear a specialty.
All Alaskan wildlife on assignment or will
outfit and assist. Pilot; guide; outfitter. RON
HAYES, Box 1711, Anchorage, Alaska.

PROFESSIONAL CINE PRODUCTS repairs
all types of CONVERSIONS

NORTHERN & CENTRAL CALIFORNIA.
35mrn/16mm film assignments call or write:
GLYNIS FILMS. 6037 Rampart Or., Car-
michael, California (916} 967-4943

FILMS FOR SALE

FOOT AGE LIBRARY-~Several Hundred
thousand feet 16mm. Color Films of Wildlife,
adventure, education, reasonable rates.
Assignments: Documentary, Wildlife Scien-
tific, anywhere on earth. Owns ARRI BL,
Nagra, Magnasync, other equipment—20 years
experience Wildlife photography, big game
guide and outfitter registered Alaska—16
years experience T.V. program presentation.
Would sell adventure series “Star in the
North”  PIONEER PRODUCTIONS, INC.,
P.0O.Box 303, Anchorage, Alaska

POSITIONS AVAILABLE

American importer of Beaulieu motion pic-
ture cameras, headquartered in Los Angeles,
has immediate employment openings for qual-
ified technicians highly experienced in photo-
graphic optics, mechanics, and electronics, or
allied fieids. Top wages immediately and
excellent opportunity for the right type of
man who values his reputation as a fine
craftsman and repair technician. All interested
parties, please write directly to. CINEMA
BEAULIEU, INC.. 14225 Ventura BIvd.,
Sherman Oaks, Ca. 91403, Attn: Mr. Gene
Gordon, Gen. Mgr.

MOTION picture cameraman, film editor,
sound engineer and animator needed. Exper-
ienced in 16mm and 3mm. Send resume and
samples. KEITZ & HERNDON, INC., 3601
Qak Grove, Dallas, Texas 75204.

MOVING?
When changing your address, piease noti-
fy us at feast four weeks in advance. BE
SURE 1o give your FORMER address as
well as your NEW ADDRESS and 2IP
CODE.
AMERICAN CINEMATOGRAPHER

RATES: Ads et in Hghtface type, 30¢ per word, Minlmum ac, $1.00. Yext set i
ugmfau capital (atters fexcept ist word anu advertiser's name} SGe der worc,
locified clsplay format (text set in bolate type, caplisls o ypper-ahd-lower

case) $3.00 per llne, Send copy with remittance to cover payment to Editorial
Office, American Cinematographer, P.O.
close st of month preceding date of issue.

0. Box 2230, Mnlywood 28, Callf, Forms
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IND

Howard A.

Arriflax Co

HENRY GROSSMAN ASSOCIATES
Rite Lita Projector Iris
HGA Film Cleaner Pad
HGA Ft Lambert mater
Special Audio devices to your specs
Send for litersture
519 S. Fifth Ave., Mt. Verncn, N.Y. 10550

Byron, Inc.

Camara Ser:
Canon

(914) 664-5393

AUYOMATIC DAYLIGHT PROCESSOR

MICRO RECORD CORP.

Processes up to 200 F1.
. Super 8 1o 10Smm
® Movie—X.Ray—Microfilm
@ Motor Oriven—Poriable
@ Block & White—Color
® 400 Fi. Tonk Avallabls
©® Guarantesd
Write for Free Wneroture,

437-14 Seuth Ave.
Socman, N.V. 1250¢

Cine 60 . .

Cinema Pro

Cinevision

Delux

IN FLORIDA IT'S
WARREN SOUND STUDIOS
Complete sound production facilities
® Mixing w Dubbing = Transfer ® Interlock Screen-
mg Facilities ® 16 or 35 mm = Editing ® Loc.
Sound Trucks @ Westrex, Nagra & ARCA EQuipment
33 NE 62nd St. « Miami, Florida 33138
Telephone: (308) 794.9539

Eclair Corp. .
Electro-Voice

g Gotham Audio - Vitfer Labs .. ..
€DITING AND Grossman Assac. Warren Sound . .
ALL POST Haberstroh . ............ John Weber .
Harrison Camera .. .. .. Western Cine
:::3:::2"0" Herron Optlcul ceew Westheimer .
sss ] S Hills, Mfg. Co. .. ... .. N Windjammer .
Hollywood Csmarn .............. Zolomatlcs .

1585 CROSSROADS OF THE WORLD
Hollywood, California 90028
Phone (213) 469-7705

Al ColorService . .
Angeniaux Corp. .
Averbeck-Warran
Bach Aurlcon

Bel Air Camara . .
Berkey-Patha.......
Birns & Sawyer
Brooks Camara

Camara Mart .
Ernesto Caparros . .
Cantury Precision .
Channel 8 Color
Cinamablila ..

Cinema Beaulieu

Cineservica ...

Goorgew Colburn .
J Burgl Contnar
Corelli-Jecobs .
Crystsl Film

Victor-Duncan
Eastman-Kodak .

F&B/Ceco .
Farkas Fllms . .. .
Filmeffects ... .

Filmlina Corp.
Film Producer: Svc.

General Camara Corp.
Gordon Entar. . ..........

EXTO ADVERTISERS

Andereon

rp. ...

. 301, 333, 335, 342
vice Canter . 354

Pako Corp . . ...
Paulmar .......
..... Plestic Reel . ..
276 Photo-lectronic .
cessors . . 351 Photomart . 5
353 Precision Laborntor s .
336 Producers Service . ....... .
331 Professional Cinematographer . 323

262 329 33' 327 348 352

Hollywood Fllm .. "
Hollywood Valley Film L abs
Industrial Colorfilm
Intarcraft Corp . ...
Instrumantation
Kling Photo .

Kelth LaBar ...
David €, Lancer
Lens& Repro ..
Lowal-Light ..
Martin Audlo ..
Mecca
Ray Mercer . ...
Metal Mastars . .
Micro Record
Miller Professional
Mitchell Camara . .....
Motion Plcture Film ...
Musifax .

Optical Coating . . ..

Pacific Film ind

Quebec Fllm Labs ... .....
Recorded Pub. Labs
Recording Equip.
Robertson Fllm
Chartes Ross
Ryder Mngne(
Smlm Victor .
S.0.s.

Stevans Englnaeri n{{
Studio Film Exchange.
Tullmantz

Tulw Eng .

Uhllr Clr\e
United Film Ind.
University Microfilm
Valentino
Vean Augdala ...
Vitatone Co

Box 171

OUND
TRIPING

AERCO

Pennsauken, N.J.

osno

ERNESTO CAPARROS

Director of Photography
MU 8-0263

New York City

ASC

MK-12 Actual size

INTERCRAFT

HAS IT!

The new Sennheiser MK-12 Condenser Lavalier
Microphone and the SK-1007 transmitter—

10 times more powerful than SK-10

The tiny MK-12 microphone tﬂm condenser

quality recordings as fine as of a sound
studio. Due to unique slanted top design, a
single microphone will record an interview
between persons facing each other in stand-
ing position. A clip on the back allows 80%
to be hidden on tie or other clothing.

With the MH-124 adapter, the MK-12 can be
used with -all Senmheiser transmitters (SK-
1005, SK-1006 and SK-1008) or, without
adapter, with the Sennheiser SK-1007 trans-

- SK-1008

mitter. This newly developed transmitter is
ten times more powerful than all plwinu.s 3
isting models in this application. Besides the
special input for the MK-12 Condenser Lav-
alier, it has the normal Tuchel type input for
use with other microphones.
The MK-12 mlcﬁgﬁuﬂ: and the SK-1007 trans-
mitter are available together or separately.
MK-12 microphone and the MH-124
adapter are available to; uthﬂ in a handsome
black case designated MKH-124.

For turther information write or phone:
The
INTERCRAFT
CORPORATION
354 West 45th Street
New York, N.Y. 10036
Telephone: (212) 765-1859
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Presenting the NEW and IMPROVED
Bardwell & McAlister

CONTROLLED STUDIO LIGHTING EQUIPMENT

NOW FEATURING M!

TUNGSTEN -/ HALOGEN
“QUARTZ' LAMPS

750 W & 1 KW h

BABY KEG

ZKW & 5 KW KW, 5 KW &
SOFTLIGHT 10 KW STANDARDS

These new tungsten-halogen "Quartz” lamps are designed for constant, even illumination from flood to spot,
without loss of their original Kelvin temperature or intensity for their entire life span. They can be readily
used in any Bardwell & McAlister Lighting fixture with medium or Mogul bi-post sockets, regardless of age
or size, and without the need for any adaptors or modifications to the socket or lamp housing.

The new Bardwell & McAlister lights have been completely redesigned with the user in mind! Whether you use the
new "Quartz” or conventional incandescent lamps, only Bardwell & McAlister gives you these exclusive features:
* New optimum ventilation system, regardless of tilt angle * New double vented reflector, for additional airflow in
critical area between lamp and reflector * New bi-post socket, factory pre-set, toggle operated and spring loaded.
Preventsarcing and deformation, assures longer lamp life * New optional features, your choice of front or rear open-
ing. left or right door hinge, paint colors, cables, switches and plugs * Easier maintenance, lighterweight and stronger
construction * Plus a complete line of accessories.

Send for free, brand new 52 page illustrated catalog, listing all housings, quartz and conventional lamps, stands, barndoors,
and grip equipment, complete with prices and name and address of your local franchised dealer.

Bardwell & McAlister, Inc.

A DIVISION OF F&B/CECO INDUSTRIES: INC.

il

DEPT. 895,6757 SANTA MONICA BLVD., HOLLYWOOD, CALIFORNIA 90038 PHONE: AREA CODE (218) 463-3253




ROUND
THE
GLOGH
SERUIGE

® 60,000 square feet of well planned work space B Finest modern equipment

B Highly skilled, experienced personnel ® Two high-speed Ektachrome developing
machines ® One for immediate processing of your Ektachrome commercial ECO

® One for immediate processing of your Ektachrome MS or EF and Ektachrome
prints ® Same day service on Ektachrome original with edge-numbered
Ektachrome daily print.

OTHER LABORATORY SERVIGES

m negative-positive color printing & processing
m» Kodachrome printing & processing

® black & white printing & processing

= reversal printing & processing

m edge numbering m fades and dissolves

m optical masters ® reduction printing

= sound striping = film treatment

® color additive printing

STUDIO SERVICES

= sound transfer to optical film—16 & 35 mm

(from any medium) ® voice recording studios

a re-recording ® sound mixing theater

m preview theater @ sound and picture interlocks

& music and effects libraries m editorial services MOTION PICTURES

® conforming @ editorial rooms for rent

65 K Street, Northeost, Washington, D.C. 20002 « 202.783.2700
“Color-Correct’’® is our exclusive trademark The World's Most Sophisticated Film Lob





